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Abstract

This thesis useself-reflective practice research toegaluate the interaction between
performer, instrument and score in experimental music praclibesresearch is undertaken
to better understand aspects of the creative potential of performers, revealed indbg proc
devel oping performances in new contexts. The
examined through a range of performance projects, in terms of how it may inform or inspire
creative approaches from the performer. The creativity op#n®rmance process is
explored initially by my use aé#xtant scores, then by developing new pieces in collaboration
with a range of composers, and finally by creating new scores for myself.

While experimental music composition has received considerable critical
attention, the question of how performers work with experimental scores, and in particular
what the process of doing so reveals about performer agency, has received little coverage.
This research addresses that gap and is also concerned with the creative impact upon the
performer of such processd$e research consists of iterative processes: cycles of playing,
selfreflection and the development of ideas in which repetition withreifige is crucialFor
this type of exploration recordings are essential and Stimulated Recall was employed as a key
methodology as a way to reflect upon my own practice.

The thesis consists of six projects presented through performance and
recordings, togther with commentaries that critically examine the practical work in relation
to the research questions. The findings contribute to understandings of the extent and nature
of a performerdéds creativity, demomagidtic ati ng p
Ohabiunudsebr st ood as the perf or meusédgdo ptodueei ni n g,
sound and to convey meaning to the migieeir relationship with their instrument, and

ultimately their musical experience.
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Introduction

This thesis aims to revaluate the interaction between performer, instrument and score, to
better understanaspects ofhe creativepotentialof performers by developing performances

in new contextsl have explored this in response to, and sometimes thréwgis of

composition and notation that offer the performer a significant creative role: scores that are
not fully throughcomposed and do not substantially determine what a performer plays, but
that define a context (in different ways) in which the performer can act creatively and
musically. With this as a starting point | identified different kinds of scores antiamstéhat

were of interest to my work: verbal and graphic scores and scores with other non
conventional notations. As my research progressed, | also collaborated with composers in the

creation of new scores as well as creating my own scores.

The experimental music context

My research consists, then, of explorations and performances of scores that might be called
experimental or even somewhat improvisational, examining how these scores inspire or infuse
creativity into the artistic processhe qustion of how performers work with these scores,

and what the process of doing so reveals about performer agésraystance the

relationship between performer, instrument and sdohes received little coverage

compared with the extensive musicologidscussions of the nature of the scores, what they
offer performers and why the composers took a certain apptdduars, there is a gap in the
knowledge about these issues: this research addresses that gap, but is also concerned with the
creative valuef the focus on performancéhe scores range from extant notations from the

field of experimental music practice, to scores made through collaborations with composers,
and scores that | have produced myself, all of which somehow depart from conventional
Western classical notation. A score is therefore defined broadly: it is something that calls a
performer to action, whether through verbal or text instructions, images, pictures, objects,
sites or landscapes.

1 Broadly speaking this is the approach of the main texts on experimental music, see, for instance: Michael
Nyman,Experimental Music: Cage and Beyorahd ed(Cambridge: Cambridge University Press, 1999);

Jennie GottschallExperimental Music Since 1970ondon: Bloomsbury, 2016). There are important

exceptions, forinstanc®hi | i p Thomas, o6Understanding I ndeSoler mi nat e

for Pianod TwentiethiCentury MusiclO, no. 1 (2013): 91113.
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| do not attempt, here, to define experimestalin music: there are plenty of
useful discussions of this elsewhéEhus, throughout this commentary | apply the term in its
broadest sense. However, | first map out some key aspects of experimentalism as a point of

departure for the field in whichyrresearch takes place. According to Gottschalk,

experi ment al music Iis hard to define because
It is instead a position of opé&@attsckak, of i ngq
continues:

Facts or circumstances or materials are explored for their potential sonic
outcomes through activities including composition, performance,
improvisation, installation, recording and listening. These explorations are
oriented toward that which is unknown, wimer it is remote, complex,
opaque, or falsely familidr.

Gottschalk identifies five conceptual arcs that intersect in experimental music:

indeterminacy, change, experience, research angulgactivity> However, Gottschalk

remarks, thesearésd 0 n ot ma r.kbuthheywmnd throughevarious regions of

wor k as recbRirdkwt feeanuuressdowi t h Gottschal k:
experimentalism has been, one must attend to its fabrication through a network of discourses,
practicesand institutionsd, and 6the continuing p
experiment al ifethoso or fdAspirito expliains th
We may conclude, then, that experimentalism cannot and should not be definedutdat wo

defeat its purpose. Instead we must consider experimentalism to comprise everyone and
everything that makes up a particular network of practices across these arcs, including

performers, composers and scholars.

2 See, for instance: NymaBExperimental MusicGottschalk Experimental Music since 197Darla Crispin and
Bob Gilmore, edsArtistic Experimentation in Music: An Antholo@yeuven University Ress, 2014); William
Brooks, o6l n re: @gEdhtepperary MusimReweBd, nd.ul $2012)0 6 ,

3 Gottschalk Experimental Music since 1970.

41bid.

5 1bid.

5 1bid.

" Benjamin PiekutExperimentalism Otherwise: The New York Av@atde and Itd.imits (Los Angeles, CA:

University California Press, 2011), 7.
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Artistic context and training

Key to myresearch isn exploration of my own practice as a musician: as a flaltist.

experimental or avargarde music, the performer is often required to extend his or her

instrument and playing techniques into new practices. Likewise, performers are oftttoaske
consider the scene of performance beyond the production of musical sound, perhaps through
exploration of the physicality of performance or gesture and more theatrical modes of
presentation. This approach i s sinmemeidp luipn d &,

which functions as a way to:

connect compositions which have a wide range of disparate interests but all
share the common concern of being rooted in the physical, theatrical and
visual, as well as musical; pieces which often invoke thexextrsical,

which activate the nenochleas

When | started my research in this experimental field, | had little experience of these playing
techniques and practicess a classically trained flautist, | found it difficult to perform certain
techniques hat O6opposeddé my training and practice:
with no focus, to employ microtones, or to move about on stage. Being classically trained,
such approaches have collided with my training and artistic background, thtirsgcaeimrm
of Oresistanced: in Normanébés words, O6éa state
the context i n °TVhiscontéxtcoutd bd aperformer antl iastrumént, and
the resistance the characterisation of the relatipristween them. It is this meeting that is
6energetically | oadedd, and here that intere
discussed in subsequent chapters.

My backgrouncandmy experiencegfluencetheway in which | perform:they
definemy 6 h a b definedbyBourdieuasad p r a s £ na&f laoifvto actin aparticular
socialreality; thatis, 6 aasquiredsystemof preferences. . andof scheme®f adion which
orientthe perceptiorof the situationandthe appropriate e s p é°thisigaiisefulconcept

in my context.OstersjéandCoessenfurtheremploythetermin adiscussiorof artisticand

8Jenni fer Walshe, 6The New Disciplined (2016), access
https://www.borealisfestival.no/2016/tmew-discipline-4/.

°Sally Jane Nor man, d&caemgoezydusiciReviedZ (20R3%: 879.st ance 6,

10 pierre BourdieuPractical Reason: On the Theory of Acti@ambridge: Polity Press, 1998), 25.
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musicalhabitus:ithe performeractswithin his or hersocial andcultural context,which
0 | e aodkppedficdiscipline andculturerelatedn a b i andthe gerformerthusdé wi | |
acquireana r t experttd & b i tagaintheseobservationsinderpinthe discussiorin
subsequenthapters

My own habitusis thereforecrucialandsomewhatleterminingin laterchapters
|l will refer to my training as 6cl assical 6;
entailed.My educatiorwassituatedn the classicalworld of flute playing.In this context,as
Johanssonotes,0 i n s t rnwusicuitiana.l. meanghattheteacheis alsothe masterin a
masterapprenticaelationshipthatis still the mostcommonin theconservatoiré r a d °t i on 6 .
Dueto its statusasatradition,muchof the knowledgepassealownfrom masterto apprentice
is similar in differentEuropearconservatoirescertainmethodshavebeenaroundfor
generationanddmnost current educators [in higher education] rely on prevteachers and
experiences of t eac hi®Thefotusofthistrdiningisont hei r peda
developingarich, full soundin all registersof theflute. Thisis achievedoy playingsonorité
exercisesthatis, playinglongtones listeningcaretilly to thesound,andif necessary
correctingit, for instanceby adjustingair speedaperturgthe sizeof the gapbetweerthelips
whenplaying) or dynamics Anotherfocusis of coursetechnicalskill i with the aim of
playingthemostchallengingrepetoire for theflute i whichis accomplishedby playing
scalesjnterval exerciseandothernotepatternghatdevelopfinger dexterity.Articulation
andtoneproductioncouldbe practisedn conjunctionthroughtechnicalexercisestor
exampleby playing scalesbothlegatoor staccatqor a combination).The performanceart of
theeducatiorfocuseson the standardVesternflute repertoire gspeciallyworks suchas
Mo z a concér®sB a ¢ Bodatasandcompositionf the Frenchconservatoiréradition.
In additionto the solopiecesoneis expectedo work on excerptfrom orchestralvorks,and

to play in differentensemblesrom smallerchambeigroupsto wind and/orsymphony

I1KathleenCoessens and Stefan ¥stersj°, AtdteBExpdrimentatemind t he R
Music: An Athology ed.Darla Crispin and Bob Gilmore (Leuven University Press, 2014), 333.

2ZKarin Johansson, O6Col |l abor at i WCenteMposariy pprbbates tmArtiviyn d  Ar t
Theory: Interdisciplinary Perspectives on Human Behaviedr Thanas Hansson (IGI Global, 2015), 79.

BRyan Daniel and Kelly Parkes, OMusic Instrument Teac
I nfluences on How T interyatiomat Jawnal ofi Teaching and Ledrning in digher

Education29, no. 1 (2017): 33.
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orchestrasAgain, therepertoirein theensemblesvasprimarily Westernclassicalmusicof

thecommonpracticeperiod thatis, tonalmusicfrom about1656-1900.

My overall performance experierecbefore the research have also been largely
classical. Before | started my music education at university level, | did my conscription in the
Northern Band of the Royal Swedish Army. The repertoire was centred around marches and
other music written, or aanged, for wind band. During my training at university the

performances were linked to the education, described above, and, therefore classical. At the

end of the training the students had an independent degree project in which they could choose

repertoirefor themselves. At this stage | chose to play some more unconventional pieces by

for instance Crumb and Elfman. | also added some improvisation in between the pieces to get

a continuous flow through the entire recital. However, the majority of the péoegsd were
standard repertoire by composers such as Bach, Ibert and Koechlin. After graduation, |

worked as a flute teacher and freelance flautist.

Having defined my background as a performer, we may also get an

understanding of howllathis trainingandperformingpracticecontributego my artistic

habitus:ahabitusis,thend e pendent on the performeros cul

a traditi o¥Ifldhaveligledonno experiema®ba.certaintechniqueor practice,
theresistancavill begreaterandit will be harderto incorporateheminto my habitus.The

i mplications of this suggests that oneoés
possibilities of an instrument or, indeed, our own creative potential, without us esdijmg
how that has happened

Research questions

My initial exploration resulted iclearemresearch questions concerning the instrument acting
as a limiting or inspirational factor to creativity when performing in this experimental field:
1 What is the relationship between performer, instrument and score in the experimental
field?
What is afforded by this relationship: how may it inspire creative output?
How do the conventions and constraints of instrumental practice influence the creative
response of the performer? How can the creative response of the performer transform

the role of the instrument?

“Coessens and ¥stersj©°, O6Habitus and the Resistance

12
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1 How can I transform my performance education and training, expanding my
performative agency and creativity through different kinds of perfornsaaoe
collaborative contexts?

1 What is the purpose or status of a score in a performance with many decisions left
open or a degree of improvisatory content?

With these underlying questions in place, the research is an exploration of what happens in

practce.

Methodology

The research undertaken in this thesis consists of iterative processes: cycles of playing, self
reflection and the development of ideas in which repetition with difference is crucial. Bolt
recognizes that 0i n adigmdghe gatidityeofrdsearfchliesiquant i t at
repetition of the samed6 while 6the perfor mat
di f f elf Bamett idehtifies features of the performative paradigm which include processes

that allow

new objects of thought to emerge through cycles of making and reflection; a
recognition of the generative potential of the ambiguity and the
indeterminacy of the aesthetic object and the necessity for ongoing decoding,
analysis and translation and, finalthe acknowledgement thastruments

and objects of research are not passive, but emergepasdiecers in
collaborative and, in the case of audiences, participatory approaches that

may not bepre-determined at the outset of the reseafch.

One ofthe problems with this iterative approach, as Bolt recognises, is that it is hard for the
artistic researcher to map the transformatic

much in the process and find..it impossible to assess justwhathas en done o .

15 Barbara BoltArtistic Research: A Performative Paradigi?arse no. 3 (2016), accessed 13 January 2020,
http://parsejournal.com/article/artistiesearcka-performativeparadigm/.

¥Estelle Barrett, o6l ntroduction: Extending the Field:
Enqui Matéial Invemtions: Applying Creative Arts Researetl.Estelle Barrett and Barbara Bolt

(London: I. B. Tauris, 2014), 3.

"Bol t | 60Artistic Research©o.
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The uniqueness that characterizes performances of experimental reusiy
performance could sound substantially diffefientakes the task of analyzing creative,
iterative processes challenging. For this type of exploration recordieg@ssential and the
met hodol ogy known as Stimul ated Recall of fer

states:

Stimulated recall (SR) is a family of introspective research procedures
through which cognitive processes can be investigated by insgitingcts to
recall, when prompted by a video sequence, their concurrent thinking during

that event?

Fox-Turnbull notes that Stimulated Recall has been used extensively in the study of

classroom teaching practice and interactions, and that the bhethafudio and video

recording is also commadfi.Other methods of SR include using photographs taken by the
subjects as stimuldi in interviews, o0or SR US:¢
observation and field notes, thus providing a comprehensivgra o f° DedSmet atél.
describe the resear ch mmdkihgobtliefa, sileramasyand t o 0 el
goals which are vital to understand what they [peer tutors, in the case of this study, but, more
generally, subjects of any kind]do.. and wh y ?EokTmbultiatso ideatifies

how one can avoid certain pitfalls associated with Stimulated Recall, such as not

remembering the incident in question and the inability to follow instructions:

giving clear guidelines... carryingout the Stimulated Recall interviews as
soon as possible after the actual incidentaudio taping each Stimulated

Recall interview (there are incidences of participants using observation field

BJlohnLyl e, o6Stimulated Recall: A R@ngishiEducatonal ResearchUse i n N
Journal29, no. 6 (2003): 861.
¥WendyFox-Turnbull,6 St i mul at ed Rec al | i AMethad épr IvestigatipghTechnolggy a p h y

Educationdé (onlPunpei)l,s 6 nAtptriotcuedeedsi ntgoselft, tthe NEtherldnadspo | ogy Co
24i 28 August 200y 205, accessed 8 November 2019,
http://lwww.iteaconnect.org/Conference/PATT/PATT22/FoxTurnbull df

20 |bid.
2! Marijke De Smet, Hilde Van Keer, Bram De Weverand Martin Valcke, 6Studying
Online Peer Tutors through StimulatBde ¢ a | | | Higher Educatovb8, 6o, 5 (2010): 649.
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notes) .. . and transcribed participant conversationsstimulus should be

as strong as possibie.

My investigations employed SR in the following way: record a performance; write down

initial thoughtsi anything relevant to the key questions being explonadhe form of a

mind map; investigate the recimg and develop the mind map; repeat the steps if necessary.
The important thing was to always consider the key issues under investigation throughout the
procedure; for instance, always seeking to identify factors that exposed the sense of creative
engageent with the score, or the ways in which the instrument acted as a limitation or
inspiration. As with any methodology, SR has both negative and positive aspects. In this
study, one of the positive aspects is that I, as a performer, can go back andmgview
decisionmaking, considering, for instance, why | interpreted a score in a particular way. The

i mportant thing is the O6consonance between
s t uZdA pbecedent for the use of SR in practice research in music is found in the work of

Stefan Ostersjo, who made important discoveries while recording his artistic work:

An important observation was how the procedure of documentation
increased the efficaayf interpretatiorfinding, thus influencing it as well.
When | reviewed the material, structuring it thematically, etc., the close

acquaintance with the material also affected my artistic #ork.

SR therefore constitutes a valid methodology for K&l of experimental work
and the associated iterative processes of research, the focus lying in the reflection

upon a specific artistic practice.

Practical output

The research consists of six performance projects presented in different formats (sge below
with recordings (audio and/or video), and commentaries that critically examipeatiteal
work in relation to the research questions. The first four performance projects deal with verbal

scores, graphic scores, object scores, andgpéeificity, respectively. Thifth project

ZFoxTurnbull, o6Stiimul ated Recall 6, 205

2Lyle, 6Stimulated Recall 6, 873.

#AStefan¥ st er sj °gnd Shluay !UpNe got i a(PhDnhgsisiMaimes Adddesy of Mubkic, Wo r k 6
Lund University, 2008), 14.
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revisits the idea of an object as a score, but this time withoamposecollaborator, and the
project uses the object in question as a seualler. Project six returns to the question of site
as inspiration, but in a very different setting to project four, and again without the
involvement of other composers. dfirst two projects deal with extant scores, while in
projects three and four | developed the scores collaboratively with composers, and projects
five and six involved creating scores myself. The two first projects were introductory, serving
as prelimnary examinations of the field of research and the core questions. As such, they
differ from the following projects in that I tried out a variety of scores to map out the
possibilities and explore different approaches and processes. As such, theseésuitsn the
commentary and practical output for projects 1 and 2 are selected from the enquiry as a
whole: | have not presented every stage of the process, but have chosen the recordings that
yielded the most interesting somé&sponses in relation to the research questions. The
exploration and research outputs in relation to working with extant seapesrted the later

projects, creating a basis fiurtherexplorations.

The practical material generated in the research process is divided as follows:

1 outputs: the final practice research outputs created in projects 3 to 6. These include
twelvenew scores presented through performances and, in the case of project 6, through
edited recordings; they are represented by audio and video recordings.

1 examples a corpus of recordings documenting the processes of exploration. The
examples also include expts from the outputs, which highlight certain aspects of the

practices.

Below is a summary of the different projects in tabular form:

16



Tablel. Summary of projects.

Project

Examples and outputs

Type of score

Project 1:Verbal scores
Selected focus: Benedict

Ma s otalling

Examples 1-3, recorded

Project 2: Graphic scores
Selected focus: Fredric
Li eberTemzaryod s
Systems

Examples 4-6, recorded

Extant scores

Project 3:.Umbrella
Resistance
Object scoravith graphic

elements.

Examples 7-8, performance
Outputl

Project 4:0ld Link6ping
This project used a site as
inspiration for several new

Scores.

Examples 9-13, performance
Output2

Collaborative development of

new scores with composers

Project 5:The Souvenir

This project uses objects wit
a very particular history and
purpose. The objects are als
used as instruments/sound

makers.

Examples 15818,
performance
Output 3

Project 6:Tinner®
This project takes an ancient
landscape as inspiration for
scoremaking and

performative action.

Examplesl9-28, recorded
Output 4

Performer produced own scores
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Project 1: Exploring performer habitus and resistance in the
context of verbal scores

Introduction

This project constituted a first stage of explorations, desitmstért considering key

concepts, such as, habitus, training and resistance, in practice. These explorations were
processoriented this is, then, not a performance project (in the sense of a project designed to
lead to public performance), but rather an account of experimentation with scores to gain
insights that could feed into the later projects. The explorations were carridéulonugtt

iterative and stimulated recall processes using recordings and mindl rsi@psby explaining

the concepts of habitus and hexsdthe status and background of verbal scores and how

they relate to experimentalism, subsequently moving on tacfierations themselves.

Habitus and hexis

| will hereexploretheterm habitusandmorespecificallythe concepiof musicalhabitus
which, accordingto Rimmer,invitesusto explored t rerusof personalsocialand
historicalfactorsthatconjoinmu s ipas8ikslitieswith the contextsandconditionsof
livedp r a ¢ £°Wheameormes playssomethingtheyusetraining, practicesand
techniqueo producesoundandto conveyanunderstandin@f the music.As Coessens
andOstersjinote,the performes actwithin their contextwhich leads to a specific
habitusandthe performemwill thendevelopan artistic habitus 2® This artistichabitus
0 e n r theekpersseandthe potentialof thea r t, busdtiaoimplicatesa spaceof
r e s i s Foainstaneedheresistanceouldbeencounteringinknownpracticesor
performancebjects.The performercould, thus,besituatedn thesecontextsandhis or
heré e x pabituswill bereshapedythesee x per i??ences 6.

The performer will, then, develop skills connected to their own artistic field, in

relation to, for instance, a performance practice: how to play within a particular style. What

SMark Rimmer 6Li stening to the Monkey: Cl ass,Ethvographyh and t
11 (2010): 255.

%KatherineCoessens and Stefan ¥stersj?©°, ArlsteBExparimentatamd t he F
in Music: An Anthologyeds.Darla Crispin and Bob Gilmore (Leuven University Press, 2014), 333.

27 1bid., 333.
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this artistic field is nrawlet wrpalofc aretpextd sa mdc
in a tradit Asmpaformes thenpretate in théfield of my artistic habitus.
Thehabitusis constantlyrefinedandmodified by our experiencest determineshe
possibilitiesfor our actions butit is not stable As CoessenandOstersjonote,6 t drtistic
habitusis inscribedin corporealexperiencesf excellencein ah e x, whichisa6 di sposi ti o
of thebodytowardthe outerworld thatis relatedto artisticvirtue by way of purposeful
trainingandperseverancmsteadof by everydaysocialandculturalinfluenceand
i mp o s.3° Theyarguéthato iparformanceahexisratherthanahabitusappears,
sustainedn thebackgroundy abroadeh a b i 3t Infusediwith artisticvalues, Throopand
Murphyargue,6 h eistheperformativeaspecof h a b i 3tHakstusandhexisare,then,
connectedvherethe6 a r tvirtue tha isembodiedn themu s i chiexasis i@fiectiveof a
broaderaesthetic o n t3&Ultimaiely,0 h eig[forsthe musician]constitutiveof artistic
choice reflectionanda c t 2o n 6 .

Habitus and hexis are useful concdptsunderstandingnow | asperformer

operatewithin differentcontexts.

Verbal scores

A verbal scor& uses text and verbal instructions instead of conventional notation. Verbal
scores were central to the growth of the experimental tradition in the,1956sut &ér ecei v e
relatively little coverage in compari#son wit

Theconceps examined by John Cageexperimental musjded to the creation dfluxus, the

28 1bid., 336.

2 1bid., 336.

301bid., 336.

8C.JasomMhroop and Keith M Murphy, oO6Bourdieu and Phenome
Anthropological Theor, no.2 (2002): 188.

2Coessens and ¥stersj°, 6Habitus and the Resistance o
331bid., 336

34There are many other terms for th&s®ds of scores, for instance, text score or event scordpbetely and

James Saunderd/ord EventsPerspectives on Verbal Notatighondon: Continuum, 2012)

35JamesS a u n dveerrsb,a |6 N\otd Evient 2011 Gaccessed 12 Nov 2019,

https://wordevent.wordpress.com/home/venhatiation/
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international network of composers, artists dedignersvho used a miture of different

artistic media and disciplines in the 1960s:

The first examples of what were to become Fluxus event scores date back to
John Cageobds famous c | i®9%,wheeetartistslsuteh New School
as George Brecht,|Adansen, Allan Kaprow, and Alison Knowles began to

create art works and performances in musical frm.

Kotznot es that Othese fAshort formo scoaes are
performance or project or °musical piece whic
Today verbal scores are used in experimental music and other practices that
involve performance or objeghaking. The text of a verbal score may take many forms and

can be anything from direct imperative instructions (along the lingdaf this tone using
this instrumerd to more open suggestidrelusive and/or poetic both in formdoontent
for i nst anc eSy@ghoniNg €(1986) vehchreéadss

the music of dreams
dream music

Second version: dreaff.

This openness and freeddhat allowsthe performer to decide what the realisation will sound
like is perhaps one of the main reasons for usingltaséd scores. Another is thiagy are

more inclusive: there is no need to be able to read conventional notatiohisgmassibé to
compog without any knowledge of standard compositional parameters. Such scores also
invite a more open relationship between composer/scorer and perfbatyeind Saunders

list furtheradvantages:

36 Ken Friedman, Owen Smith and Lauren Sawchyn, &tisxus Performance Workbog@Rerformance
Research-publication, 2002), 1, accessed 12 November 2019,
https://thestudio.uiowa.edu/fluxus/sites/default/files/fluxusworkbook.pdf.

SlizKotRostCédgean Aestheti cs Jamageed. duliaBRolenaofCarBocidye, A, i n
MIT Press, 2011), 102, accessed 12 November 2fjs://faculty.ucr.edu/~ewkotz/texts/Ke2D11-
Cage_Filesproof.pdf

38 Friedman et al Fluxus 28.
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verbal notation can express temporal relationships betweenrgteaia
composition in a flexible way; it makes association with other writing

genres, such as poetry, rule books, instructions, recipes and koans; it can
express ideas with great precision; it can express generalities, it can suggest
manydifferent types of relationships between author and reader; it can

express ideas and concepts, as well as providing prescriptions for &ttions.

Historically inWestern classical musithe relationship between composer, score and

performer has not beapen or freeThe composeis considere@d genius and the performer
issimplyanecessyt o convey the music. Stravinsky ar gl
know what a work is like and what its value is, the public must first be assured of thefmeri

the person who presents the work to it and of the conformity of that presentation to the
composef’®bi wi medns not only that the perform
instructions, to the letter, batsothat they must be a performer of rank. The composer as

genius and creator isRomantic ideal wherein the score is viewed as an object of

baut omomod e nd%Thisiten can alsobeeséen in the experimental/avant

garde dichotomy, as set out by Michael Nymamargues thahe use by composers of the

avantgarde such as Stockhausen, Berio and Birtwistle, of wertdhasdntegraté

damonyd anddbalancés hows o6t hat the responsibility for
hands of the composer, whereas Cage is far more willing to allow relationships to develop

n at u rf2&ten whie agreeing witkox, who challenges as too simplisticé i dea Ot hat
music called Aexperimental 06 existed in a dir
cal | edg airadveaon&, and whil e noting the compl exi i

performerg® we might still accept the consensus tiiat réationship between performer and

39 Lely and Saunder$yord Eventsxix.

40 |gor Stravinsky,Poetics of Music in thEorm of Six Lessor€ambridge, MA: Harvard University Press,
1947), 13233.

41 Don Michael Randel, edT,he Harvard Dictionary of Musi(Cambridge, MA: Harvard University Press,
2003), 542.

42 Michael Nyman Experimental Music: Cage and Beyorhd ed(Cambridge: Cambridge University Press,
1999), 29.

43 See, Benjamin PiekuExperimentalism Otherwise: The New York Av@atde and Its Limit§Los Angeles,
CA: University California Press, 2011).
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composer tends to be more collaborative in verbal sébiach of the information provided

by a conventional scoiiepitches, rhythms, dynamics, tempo, and s® @not (usually)

included in a verbal score and it is up to the performer to make these kinds of substantive
decisions, whether in the momentpseplanned. Some verbal scores benefit from the

performer actually notating what he or she is going to pkgctévely composing the music,

while leaving the composer as a kind of concepaalin such casewe might ask who,

then,is the composer of such a work? Perhaps there is no need for such labels, as these works
often sound different from performanaegerformance. However, in some pieces the
rescoring process i s essential. For instance
full what he was going to play, making it possible to play the same content again from one
performance to another, gt the indeterminate scorifigThere are, therefore, different

approaches to verbal notation. We can simply conclude, with Lely and Saunders, that verbal
notation is O0an approach to scoring that wuse

conveyif or mati on to whoevér chooses to interpre

Approaching verbal scores

Within this field, | concentrated on verbal scongth contrasting approaches for
exploration Like other freer or open forms of notations (including graphies as
explored inthe next chapter), many reveal their interest, their creative potential and
limitations, only through active practical experimentatibime exploration of these
scoreshas been processiented, rather than focusing on creating an explicitly
prescribed product, which introduces a certain amount of indeterminacy with regard to
the results obtainedworked with a broad range e€oredn order to obtain different
perspetives on the field, both concrete instructionaks suchass.Dou gl as ABarrett 6
FewSlence and more abstract, almostpoetices such as Beelirgdi ct Masor
this commentary focuses on the latter.
A performerés i magination and prior ex
when encountering verbatores Perhaps for me, as a classically trainedtit, this is

especially trueMy training included little pracse ofindeterminate musjand

“Christopher Fox, 6Why ThexXphgat ResearchtCanip&nioWh Expelheetdl i n
Musig ed. James Saunders (Abingdon: Ashgate, 2009), 8.
45 Piekut,Experimentalism Otherwis&6.

46 ely and Saunder$yord Eventsxix.
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improvisation was something one only experienced if enrollejanz programme. | am
trained to followthe notatiorand, moreover, to see teeoreas something thatamotbe
altered or manipulated in any way by the performer. | played mostlyeVdestt music

and, as Bailey states, Othe standard Western

i mprovwilodémsd.one takes this one step further,

create something means “Westenn gocisahmsapernaps your
always given priority to making sense rather than;gleat is it prioritisesmaking an art

object, such as a score, over the process of playipguestions, therefore, became:

how can | as a performer approach verbal scores withouj beiited by my instrument,

habitus and creativity? Is there a way to follow a creative process as a flautist?

Benedict Mason:telling (1999)

As can be seen from t he e tling,&ranhiscolectibn gur e
outside sight unseen and operi#€99), is a very opescore: there are no concrete
instructions as to what or how to play, and the form is also free. The faevémgthing is so

open may, ironically, act as a limitation because of the abundance of choices that the

performer can make. However, scores of this kind need not even require musical substance:

the text invites another mindset which could in turn inspiusioal ideas. This score, and
others similartoits u ¢ h a s on8descigbhdtaboseould almost be viewed as a work

of art that stands in its own right as a poetic text.

find a simple abstract music
that is still telling through
the real illusory or imaginary use of sound

eschewing context consequence

development and artiface

or musicality as we have come to know the term
find things at the extreme edge

or balanced skillfully between
showing another kind of virtuosity and control

FigurelLExcer pt from Réng€di ct Masonobs

The conceptual ideas and poetic languaigthe score are perhaps impossible to realise. One

of my reactions, in this respect, was that it could therefore perhaps more easily be read or

47 Derek Bailey,Improvisation: Its Nature and Practice in Mugidew York: Da Capo Press, 1992), 98.
48 Keith Johnstondmpro: Improvisation and the Theatteondon: Methuen Drama, 1981), 77.
49 ely and Saunder§Vord Events274.
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performed as a poem, instead of bejplgyedon an instrument. This produces a form of
impossibility: an ag&etic of failure which characterises much experimental n¥sitason
states: O6The pieces of t hi-musidaosmgkwetasn be r ead

musi cians, acodHedomtihuasns and artistsao.

None of these pieces need necessarily bgsuhjective and conceptual:

they are also designed to be produced by performers in front of an audience
(inside or outside the tradition of the text piece and graphic score), played
separately, or in combination, and with the only proviso that they are

produced as imaginatively as possitfe.

Thus, the score is also open to everyone and may be interpreted in myriad ways.

telling: the process

For my experimental researtir Project 1, | employe&timulated RecallSR) in the

following way: record a version of the score; write down initidlective thoughts in the
form of a mind map; investigate the recording (listening back) and develop the mind
map, adding thoughts and comments; repeat the steps as ne&ssathis was the

first project and | had never played a text score like this, it was unsurprising that my first
attempts did not employ the resistance of my inexperience to infuse creativity: instead, |
played in a way that was firmly embedded in my artistioitus.Furtheracquainance

with the scorallowed me tajive the instrument more space as a distinctive agent,
embracing the factthétt he i nstrument does not just yiel
mu s i C3Whatid it in the instrument thatakes the performer play a certain way?

The possibilities and limitations of the instrument became the main concern with this
score with focus on the flute and its extended techniques. Below, | demonstrate this

evolution through three examples and two dmmaps.

50 See, Eldritch PriesBoring, Formless, Nonsense: Experimental Music andigsthetic of Failure
(Bloomsbury, 2013).

51 ely and Saunder§Vord Events276.

521bid., 277.

53 Aden EvensSound Ideas: Music, Machines, and ExperiefMmneapolis: University of Minnesota Press,
2005), 161.
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When | listened back to the first realisation of the score (example 1) and read
back over the mind map that | made after playing the piece for the first time @igitrevas
evident that my first objective had in fact been to explore the acqueperties of the space |

was in.

Perfor
mer/list
ener

Intuition

telling

Resistance

Technique:
vibrato,
dynamics,

air-flow.
Instrument

as agent

Extended

techniques
?

Ostersjo

Figure2. Mind map 1 producedhilewo r ki ng wi t h RKnhgedi ct Masonds

Thus | am playing just a few tones but exploring subtle differences in the
performance space laftering, for instance, vibrato speed, dynamics and pauses between the
tones. This relationship between sound and s

interlocked in a dynamic through which each performs the other, bringing aurality into
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spatialityand space i nt>Thiug arl e ldeetf discustian aMmedt. e r sj © 6 s
resistance of the instrument, which describes the interaction between pesfamdibeir
instrumens, not in the traditiontéwayiawhmisa of mast e
performer responds to the instrument is not simply aldpueent of strategies to overcome
this resistance, but rather a continual |l ear
r esi s Rurtherensréaccordingto Ostersjp he i nstrument is in no
in the projecti on o6osfh oau |l ndu sbiec auln diedresat6o,0 dbuas a
creat i v e&Onehas todéstes darefully, aimost listeningtm e 6 distemimgnthe
kind of o6deep | i st eni ligstenifgacursibotreinsi@dandv er os pr
outsi de aeasvelsf sednd d&nd s u®Nymanmaldddasgribeésthé o sy r
fact that O6in experimental music the perceiyv
p er f o° Awsthe pierformetthen,l listen to the instrument and how it behaves in theespa
and adjust my playing to propel the creative prodesa.way this is a process distening
carefully to the instrument and following its lead.

My initial realisation of the score, and subsequent reflection, led me to produce
a versiorfor piano and flute (example 2). As my thoughts and reflections evolved, so did my
realisations of the score. In this case, | found that the music stand on theqi&hprovide
interesting sounds that in turn inspired {a#¢gks on the flute, thus moving more and more
towardextended techniques and a wider sense of sonic possibility. In the mind map that
followed this realisation (figur8) | am thinkingof the instument not jusasan object that
produces sounds in a conventional manner, but more as a sound source: the instament as

total configuratiorf?

54 BrandonLaBelle, Background Noise: Perspeetis on Sound AfNew York: Continuum, 2006), 123.

®Stefan ¥stersj®°, 6The RamdthedHabitus of a Peddrmet: Reflectibnsorkai s h Mak a
Collaborative CBPr oj ect wi t h ECodtempordatyeMusicaRevied? J nbsu?d (2013): 203.

¢ 1bid., 49.

5"Pauline OliverosDeep Li stening: A C{Limmlo NE iUdieerses205).nd Practice

58 | aBelle,Background Nois€el58.

59 Nyman,Experimental Music23.

80 1bid., 20.
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Multipho
Instrument as nics ?
total
configuration

(Nyman)

Airy
sounds

Extended
techniques
Using other
parts of the Key-
piano

clicks

telling

Figure3. Mind map 2, producedhilewor ki ng wi t h BRKHngedi ct Masonds

This in turn inspired realisations with multiphonics. In particular, for one of the realisations |
chose a fingering that is rich in harmonics and also produces multiphonics, and explored what
happened when | repeat that fingering, listening carefully to the space and the instrument
(example 3). A shift in the sound is apparent when the harmonics split at one point (10
seconds into the example). el to go with this, accepting what happened and developing

this glit into more splitting, increasing the dynamic power. | also tried to find a point of focus
or foundation, not simply changing everything agehton; but rather than this stemming

from a traditional notion of musical coherence, the foundation becaimai¢al and

performative: | play with the same fingering throughout this version. In this way, then, it

seems | was exploring the splitting as a part of the resistance of the flute.

This process is predicated iotmcatd he per f ¢

correlation between the i n§tdresistaneeastwéllastisapabi |

or her own capabilitie® n e 6 s ) &énd low this rrelation operates in performance
(hexig. | took a risk with the fingering and was well agaf the risk; in another performance
situation this splitting could be seen as
mechanisms [between instrument and performer] preclude a wholly preconceived
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per f or%himthicirstance, even thoughried to minimise the risk, the instrument
decided on something else. Thiditis a good example of the resistance of the instrument; in
this moment) am limited to the mechanics of the flute (or perhayy$lute) and cannot play
with the kind of dynamipower | would like without changing something else in the tone. |
was, then, well aware of the risk and alsevknvhat happens with the sound when this
occurs. This is perhaps reflected in the recording: | can hearditbtdt attempt to correct
the arspeed at once just at the end of the tone, so as to make a connection with the other
musical material. In a way, perhaps | was trying to deny my own habitus in order to get more
power.Even though, by this point in my process, | knew the score insidéwas, able to
take a fresh approach via this openness to different techniques. Coessens and Ostersjo
describe situations like this, wher@g | atgchnigue . . allowedaway out of the
resistancef culture,not by conformingwith but by denyingexpectationgrom traditioni and
wasthereforean expressiorof hexisthatled. . . towardamoreexperimentah p p r ¢’y h 6 .
classical background manifested as aforf resistance to the score, but by using different
playing techniques (and, in essence, developing the playing féomstke) | could continue
the exploration in a creative way.

When this unplanned split tone occurred, was | following the instruaremas
the instrument following me? Perhaps a little bit of both. Ostersjo describes moments like this
in discussing the resistance of a musical instrument and its resonance with a certain space:
such an event i s a 06 mov e foenertresdnates ogethar witha nd t i
the instrumentand the sp#é& st er sj° continues: O0The perfor
immersed in the sonic event. but at the same time also involved in processes of musical
interpretation that oscil | a%Terdigthememen anal yt
connection between the performer and the instrument from lnéchusical material
emerges. What made me follow the split harmonic? Was it intuition? Indeed, what is

intuition? DeBellis argues that intuition is the result of an intemadietween analytical

51 Evens,Sound |deass3.

62Coessens and OstersjpHa bi t us and t he 3%esistance of Culturebo,

63 Stefan OstersjopL wmen Nat ur alis: I ntuitifoweieaBrangdBir&is and | magi
Reflections on Yearning, Imagination and Creativity Tribute to Hakan Lundstrned. Peter BarrgLund:

Lund University, 2012), 157.

54 1bid.
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thinking and sense perceptithif we consider this claim with respect to the moment under
scrutiny, my following of the split was perhaps intuition: | perceived the split, then analysed
what happened in the moment, and what shouldight happen, and responded. This split is

also a manifestation of the specific resistances of the flute; on another instrument, for instance
a piano, this split would not have occurred. Thus, there is a dynamic between the performer
and the instrumenthe control of which would have to be learned for this agential interaction

to work. Perhaps it would not have occurred with another flute performer either, since each
person has to findis or herown sound, limits, and ultimately their persona as aopeidr.

Project 1 comprised an initial stage of exploration of aspects of experimental
music in relation to key concepts such as habitus, creativity and resistance. The reflections
and decisions made during this project serveal@ot study, in that the paved the way for
forms of thinking and processes of work that permeate the later projects. For instance, in
Project 2which is similar to Project 1 in its scope and aims, | did not have to start over again,
in order to find a practical means of incorging iterative processes via recordings and
stimulated recall: the methodology was already in place.

Mar k D e MPeméptualimm, Nobintrospectionism: The Interpretation of Intulfams e d T Measicr i es 6,
Perception: An Interdisciplinary Journ&7, no. 2 (2009).
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Project 2: Exploring the status and influenceof graphic scoresin
an experimentalmusic context

Introduction

As with Project 1, Project 2 consisted of an initial stage of premgssted explorations

carried out through iterative and stimulated recall practices, thus creating and recording
several realisations of the same score. This was an approach aimeidhat igaights into the
researclguestions, but also ones that could feed into the later proJdéxegractical work

here facilitated an examination of the interaction between performer and score as a form of
Ccultural resistanceit takes the notio of resistance discussed in Project 1, in terms of the
performer instrument relationship, into a second doméirorder to explore further the
significant differencéoetweermy background as a classically trainealfist, and the
experimentatradition | employ the ternthorizorg as coined by the German philosopher
HansGeorgGadamer, in the sense of a horizon of understarfingiso make use of
Gadamer 6s discussion of the status of works
guestions of cultural resistandéhe first half of the chapter is concerned with outlining the
practical process of experimentation with the selected graphie, sebich then leads to a
particular consideration of the status and influence of the score (or the interaction between

performer and score) in this context.

Fredric Lieberman: Ternary Systemyq1965)

TernarySystemgsee figured), by Fredric Lieberman, appears in the collection of
compositiondNotations puttogether by John Cagélt is a graphic score, bperhaps seems
relatively easy to approach from a classical perspective, as it contains many parameters that
are used in aoventional Western art musithis choice was quite deliberate since | wanted a
score that was somehow rootedreditionalnotation,sothat the transition between Western
notation and a more abstract, graphic notation was not difficult to perceive or negotiate. | did
not want theesistancebetween the two traditions, manifested in terms of notation, to be
significant. The notion of resiance applied culturally or to tradition could be seen as an
6ener gy &betwean ideas, tnstead obbetween instrument and performer. The form

66 HansGeorg Gadamefruth and MethodLondon: Bloomsbury Academic, 2004), 313.
67 John CagelNotations(New York: Something Else Press, 1969).
8sally Jane Nor man, d&Caemdomry MusiaRelied® (20R3, 879.st anc e 0,
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of resistance that one might think of when considering a musical instrument is the physical

force oneapplies to itIn the context of performer and instrumghtlen Evens notes that the
6instrument does not mediate, doe$Instead, st and
the instrument is a vital c¢omporasstanceitof t he
p us h e sltlisandhle Meeting between these forces, which then creates an energy

differential, that interesting creative moments may odéxgm a more general artistic aspect,

Nor man notes that Ot he Ilagartstaioitselfconstitutesd sifer a mi n
and pr oces s’ tThé termdesistascéistiius usaiul when discussing artistic

endeavours both on a more general |&éublat is practices, traditions and culturesndin

moredetail, for instance instrumental technigde. per sonds di scussion of
and the perf or me it misldadird)yo say siplythat musiwal t hi s: 0

instruments are discrete, selibsisting objects held or manipulated by thdégomer. In some

cases it is hard to tell where %Apersongivey ends
an example: &édThe tone a@msbundisawuclea funftionaoftheo o d wi
way the player opens her throat as it is of thephysa | i n’¥Therphysialrcanidection

between instrument and performer is, thus, strong and manifests itself in the form of a
resi stance that <can ¢gWeareay eohckideahen, tha thexeraggey di f f
multiple aspects of resistander instance forms of cultural or educational resistance or the
resistance between performer and score. The concept of resistance is thus complex, including
many variables. An example of the resistance of traditions discussed in this igrnbjact
classcal musician is asked to improvise and he or she has no idea what to do. Between these
two musical traditions or cultures (where, in one, the performer plays by eain #relothey
interprets scores) we might say that there is a resistance.

As a perbrmer, prior to this project, | kidittle experience of playing graphic
scores: this form of notation was not firmly embedded in my artistic habitus. Thus, the choice
of a score that sits somewttat betweedtraditions was a means of easing the tramsitihe
score itselcontainsconventionaMWestern classical staff lines, and the performer could

perceive thedotHas pitcheshoweverthere are no clefs or key signatures. The pitches are

89 Aden EvensSound Ideas: Music, Machines, and ExperieiMi|neapolis: University of Minnesota Press,

2005), 160.

O bid., 160.

“"Norman, O0Context as/of Resistance6, 279.

2Philip Al person, 06T hJdurmalokAesthaticseandtAg Criticis§s, no. fl (2008)s38.¢c 0 ,
73 bid., 39.
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connected both horizontally and vertically by straight lines. Thereleme several routes to

the same pitch. The score as a whole looks somewhat like a system of coordinates.

|
|
|

Figure4. Fredric LiebermanTernary Systemd.965).

My approach to this score was similar to that of Projetiidt is an iterative process,
with multiple realisations of the same score, with each new approach informed by what
was heard in the previous versions. My initial thoughts were at first to follow the score as
closely and literally as possible; that is, to usepitehes that seem to be indicated in the
score, and to find some kind of ordering mechanism, as in a conventional composition.
Due to that choice, in the first realisation there is no real sense of resistance: the style
employed is one that already existsny artistic habitus and therefore the result is not
very exciting. For this first realisation of the score, | made a dynamic choice: the higher
placed notes were to be played at a stronger dynamic level than the lower ones, with the
highest placed notiherefore the loudest of all. The notes are connected by straight lines,
and | read this as meaning that | would make the movement between nistesigisd
as possible; that is, no pitch bends or glissandi. Beyond that, | did not decide anything
else leforehand, such as the durations of different notes, or exactly how loud each pitch

was to be played. (This version can be heard in exafiiple
In this realisation, | began playing from the left; | could perhaps also have

started on the first systemherethe loudest pitch is placed. | started at the left because
the A is an easy pitch to play on the flute: somewhat safe. The loudest pitch is an E, but

this pitch is quite hard to produce loudly without splitting, so players often make use of
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analternatdingering for this tone. The downside with this fingering is that the timbre
becomes more hollow: the choice here was dynamic poweegaétéof tone.

For this first realisation, | paid little attention to how | got from one tone to
another but rathezoncentratedn each new tone in itself. The reflections upon this
version, using the processof stimulated recall and mind mapping, fed into the next
stage of exploratiorMy thoughts for the new versions included ideas about the process
to the new tone and perhaps playing4vdrato in accordance with the straight lines. |
could also use the line®nnectinghe notes as a help with the dynamans ascending
line indicatingthe buildup ofa crescendo, for instance.

For the second round of realisations of the score | took a different
approach, using the instrument in other ways. | tried to move away from a more
analytical approach to the score in favour of a more intuitive one (the results can be
heard in exampl8). dntuitived in this context, means that | wanted to move away from
thinking about the relationship to classical notaisa conditioned response and
employ a more open approach to whatever visual impressions the score made on me. In
this version, | wargd the threeglimensionality of the graphic score to be in focus and
opted to use an unstable multiphonic which fluctuates. As | played, | tried to pay
attention to the instability in my breathing and used this breathing to weaken the flute
sound, producingn increasingly airy tone. | explored this instability further,
experimenting with whistle sounds which are very quiet and could oscillate if not played
with stable air speed (exam@g As the version progresses, | use these initial
oscillations as ingmtion for what follows, developing them in the form of trills, fluiter
tonguing, and singing while playing. Working with and through instabilities and
uncertainties of the moment was also a part of the process in Project 1 and this project
can be vieweds an extension of that process.

The stimulated recall methodology proved very useful in this project, offering me a
means to investigate my own practice, changing different parameters in response to what
| found myself doing, and thus developing my drafyt and the range of possibilities in

the artistic output. The audio examples provided do not represent the full exploration,

but, in these instances of the realisatidhg shift in parameters is quite clear. As

described above, the approach to th&t fiealisations of the score were somewhat
perhapstooi analytical, and after listening to them a choice was made to abandon this

approacHor a moredntuitivedone. This is not to suggest that there is a right or wrong
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way; rather, the method providi¢he opportunity to change focus, alter the artistic

output, and engagnith a different type of creativity.

The status of the score in experimental music

The moredntuitivebor free approach to the score, discussed above, opens up questions
about the status or purpose of the score in experimental music and its relation to
performer creativity. One could argue that there is a danger, with this freer approach, that
the actual sore getslostd Perhaps the focus has shifted too much in the direction of an
improvised performance, with the score (almost) forgotten. Of course, there is also the
indeterminacy a performer encounters in the performance situation: the acoustics of the
space, matters of context, duration and so on. However, in this situation there is still a
score, and that must remain significant in certain ways. Derek Bailey states that when a
composer incorporates el ements erhtleasmpr ovi sat
some of the music,d 6passing over that contr
Lauren Redhead discusses the problems that in her exper@ramse when those
working with experimental scores (in this caseinawsine, graphic not&on) shift too far
towards a mor e i mphe pedorners tealise yhe scqrepby wag of an 6
improvised performance that they most probably would, and could, have constructed
withoutu s i ng t’hTeh es coourees.t6i on i s ,i €& einn smhelr ear he
approachCould, or should, there be a balance between preparation and a freer, more
improvisatoryproces® As Redhead say§,c o mposer s of this type of
some of the authorshgf the performancebut the fact that a score/work exists also
needs to be gi®en some credencebod.

The status of the score in Western classical music, in relation to the
ontology of the wdk concept, has been discussed extensivetre recentlythere has
been a shift towards the perspective of the perfoffiiEine German philosopher Hans

Geor g Gada manadedelpiulirethisscontext. Gadamer gives an example of

74 Derek Bailey,mprovisation: Its Nature and Practice in Mugidew York: Da Capo Press, 1992), 70.

“Lauren Rendheerapdr,etd ng Gr aphi cLauken Redltea¢dog); 20 aauarp2013n e L uc a ¢
accessed 18 November 20b&p://weblog.laurenredhead.eu/post/41009584777/interprgtimphicnotatior

carolinelucas

¢ 1bid.

7 See, for instance, Nicholas Coddeyond the Score: Music as Performaf@aford: Oxford University Press,

2013).
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an orgarimprovisation the content of which can never be reproduced; the organist
cannot repeat exactly what besheplayed and no one has notatedispite this, the
audience praises tiperfomance Thus, there is something in timeprovisationthat is
understood: an identity, a sense of a work of art. It is in our understandirnigi®ftet
we can find its identity; the work wants to be understdddowever, Gadamer also
suggests that we r e@ebildecdfermatidrior tracturéd Thiswo r k 6 wi t
would mean that, for instance, the sound stream when reading a poem aloud would stop
and turn in to a structure tarmation’® No one has createthisformationwith intention,
a termwith whicht h e ¢ o n c e ig d¢ftena$sociatedo It ikadeap between, on the
one hand, planning and execution amuthe other hand, res@®Thus onecould say
that the improvisation has turned into a formation or structure and is there for us to
behold as avork of art
In order for the confrontation with a piece of muside a reameetingwhich
could lead to an experienceat itmust be, according to Gadamer
autonomous entity that stanifsi t s®&ltisfiodld have a recognisable identity and in that
capacity be finished, but not complete, since, according to Gadaewnrk of artis never
complete but existsndy in the momenthatthe person beholds& When the next person
beholdsthét,i t i s i n a sense another work: O0the ae
a | o®¥Iewe consider, for instanceyaintes andtheir paintings, they arefinished when the
arehangedon the wall for othertob e h o | d . However ,thepaintitgasdtdl mer 6 s
not complete: the painting needs someone to look at it and interpigté meaning to it.
Even the painter will look at the painting differently from time to time; the painting stands
itself. From a performance perspective this argument is perhaps even clearer, since it is

impossible to replicate a performance: the werkterpreted continuouslAs Gadamer says,

"8 HansGeorgGadamerKonst som Spel, Symbol och Fgstdvika: Dualis Forlag AB, 2013), T45.

" 1bid., 86.

80bid., 86.

8'Gadamer 6s terminology is hard to translate, so | hav
Jef f Mal-Basrt g 6 8ddesStadardEncyclopedia of Philosophy. Edward N. Zalta, accessed

18 November 2019, http://plato.stanford.eduwiestgadamer/

82 GadamerKonst 85.

8Gadamer 6s ideas par al |-eehtury critcal approachasttoehe togation df imeamingt we n't i
in artworks. See for instance, John Dewyt, as ExperiencéNew York: Penguin, 2005).

84 GadamerKonst 86.
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0The works they [the perfor ming...eercreatioht s] dea

and thus visibly hold the identity arfd cont.i

The work of arhas, then, according to Gadamer, left its creator in order to stand on its own,

to be an independent work of art to be shown for others and have a life of its own. From this

moment it is the work of art itself that conveys something to us, not its crdateever, the

work of art is stillgtselfor e gar dl ess of how Omuch it s trar

pr es étMvoa te.o@very perforinance is an event, but not one in any way separate from

theworkit he work itself i ®vemat ofit fl€Condidepnpamne @ Oi. |

score as a work of art in these terms, the concern about the&its®lf@ in the terms of

Redhead or Bailey, thusperhaps not that important. The score isdustd but rather is

living its own life, conveyig meaning to whoever chooses to interpret it. The performance of

a score is oOnot separate fPemfobmanaresembdhaein

interpretation®fa wor k but part of the proc&ss of the
The issues discussed so fiaay apply to all scores. However, the less

determined nature of experimental scores offers a different context, where the relation

between notation and action is less clear. It is perhaps harder to acknowledge the score when

itis highly indeterminate, and of course this

objective: their very intention can be to reduce the apparent intentioii¢yof the first

things that seems quite obvious, though, is the need actually to treabtheas a score.

Redhead offers advice in this area, with respect to approaching graphic scores, including

asking questions such as how amuwsicianonemay performthe notation so that it is

dissimilar from other similar works, and considering how ttees relates to and differs from

particular traditions within contemporary music practitAccording to Gadametradition is

never interpretedorrecthybb ut i s medi ated by the interpret:

the time®!

8 GadamerTruth and Method123.

86 |bid., 125.

8 |bid., 147.

8 StefanOstersjop Shut Up o6ndé Pl ay! Ne(@h® thessMaimo gcademyeof Masics i c al Wo
Lund University, 2008)71.

89 |bid.

®Redhead, o0l nterpreting Graphic Notationo.

91 GadamerTruth and Method
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In this context, the horizon of my classical training is fused with that of the
experimental music tradition, particularly as manifested in the piece of music in question. |
therefore interpret the music through my habitus, and | most certainly failfeorpehe
traditionccorrectlyd(though the notion ofcorrectnessi s only ever rel ative
and community of practice). Considering Gada
no right or wrong when performing. Nevertheless, from the perspective of tradarost
least conventions of practiteonecould counter that there are ways of playing a score that
are mora¥ightdor Gauthentiéthan others. After all, graphic scores haesv existed for
decades; contemporary music traditions perhaps act as imposing forces on the relationship
between scorena performef? This seems quite contradictory since this traditidhe
traditionit has becomé itself strived to break free from previous conventiong/estern
classical practice, and this often involved the productiatofes and performances that
cannot easily be considered in relation to ideas of rightness and wrongness in music. With
TernarySystemsthe weight of tradition is perhaps not too overpowering for me; from my
classical horizon, | recognize some things in the score, while other ¢tese@m more
foreign. However, someone with another horizon or habitus might find the score more
challenging. The interesting art experience, then, is the fusion of the two horizons and the
possible resistance between them.

To exemplify this clash and $ion of traditions we might briefly consider two
cases of performances of Cagebés works. Given
out by Cage himself and othéFst is hardly controversial to suggest that for performers to
examine famous higrical realisations of piecesd imitate thentheylose much of the
freedom, or the reconfigurations of practice
are tendencies in this direction, certainly with some of the more famous experimental
composer so6 wo# B &8 instante hmay payferdamces replicate the
appr oach o-#imeCdallaperdtos, David fiugor: the piece is often performed on the
piano, with the closing of the lid used to mark the different sections piebe. This original
version of the work had three movements with specified durations that added up to 4 minutes
and 33 seconds. The piece was reworked and one vefdioa scordists the three

movements using Roman numbers, with the vibARICET6underreath eaclanda note by

92 See for instance, Luk Vaes, Seth Josel, and Goditiglém Raes 6 Hi st or i c al Performance
Experi ment al Mu s i ¢ 6 ,httpa:/torpleesstsitdut. He/en/pkbgeatsthipex 2 0 2 0
9 See, for instance, John Ca&ilence(London: Marion Boyars, 2011).
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Cage describing the firgerformanceCageme nt i ons t hat o0t he wor k ma
any instrumentalist or combinati ofAwsfichi nstr u
the very first performance of the piece has edgeed a tradition (and is connected to a

certain hexis, that of Tudor), and future performers react to its apparent authority, reinscribing

it through reproduction. Ef fect i vdheigentityt hi s p
of théApi Aceidbn Lucier notes: OMost performer
it. They want t o *Wvartilnddentfucher discaidsds the vagsinuvhient e 0 .
Tudordés performances of many odifghtgxHegtiagpas wor ks
kind of performance practice applied to experimental miigfcthe tradition of a piece

becomes this strong, it is very hard not to conformb, tr at the very least be influenced by

it. Interestingly, in an interview in 1966, Cage commdntet hat he 6di dno6t nee
pieced any longer: Pt had outlived its usefu

Gadamer states that one of our biggest delusions is the establishing of standards
by canonizing adgauthentiéperformancé?® He argues thahis would lead to the dehtof
art% For Gadamer, if one simply faithfully imitates what someone else has played in an
authorized performance, one is reduced to aaneative act®®l n t his respect, R
argument that one must gi aseberdblemasiccioguegh 6cr ede
cases a performance almost becomes the score.

In contrast to this example of the dangers of excessive reverence for historical
practices of the experimental tradition, there are examples, again concerning the work of John
Cage, whereonventions of practice have clashed in such a way that the score and
composerso6 objectives, in themselves and as

1964 the New York Philharmonic gave a concert series including works bygevalet

94 Michael Nyman Experimental Music: Cage and Beyorhd ed(Cambridge: Cambridge University Press,
1999), 3.

%1bid., 11.

9 Alvin Lucier, Music 109:Notes on Experimental MusiMiddletown, CT: Wesleyan University Press, 2012),
66.

97 Martin Iddon,John Cage and David Tudor: Correspondence on Interpretation and Perfornf@aneridge:
Cambridge University Press, 2013).

%8 Nyman,Experimental Music2.

9 GadamerKonst 102.

1001hid.

101 1bid.
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composes , a n dAt& Edimidalsswas programmed’? The highly institutionalized
orchestra was given very Ilittle time to rehe
approach®® For instanceeach of thesighty-six parts of the scorareunique and the
conventional staffs altered to accommodate microtonafffPi ek ut notes that 6
phil osophy of a Cage work was so disthatnt fr o
bunder such condi ti on s%Inthiecaspberrdsistance betwebeno me d 't
the two horizons (conventional classical and experimental music) was too overpowering. Of
course, in this case (in contrast to the exa
realisations oft 6 3),&lthough the performance was unsuccessful and the compositional
intentions (manifested in the score) temporarily distorted, the identity of theAtlask
Eclipticalis survived. When there is uncertainty in the process of learning a new score, you
coudobchal |l enge c on ¥&ms ceuld,ahen, laad tb sodmattinig hedv and
exciting, or if the resistance of tradition is too strong there could be problems.

The discussion of the purpose of the s¢w@iped me consider the ways in
which scores oflifferent degrees of openness can instigate a more creative practical process
for the performer; one that is neither totally free and egreded (that igpurely
improvisatory) nor restricting or designative, and that therefore offers the space to further

explore the possibilities inherent in the perfornmestrumenitscore relationship.

Conclusion

The exploratory practice of realisifigrnarySystemdacilitated this particular examinatiari

the question of the status of the score and its role in prompting certain kinds of creative
responses (or potentially limiting other€verall, Project 2, in parallel with the prior
experiments with verbal scores discusselBrojectl, provides an iitial exploration of

certain key concepts and questions central to my research: it comprised a pilot study
examining the purpose of the score in an experimental music context. This fed into the next

stage of the research, discussed in the following chaptecollaborative development of a

102 pjekut,Experimentalism Otherwis@0i 64.

103pid., 36.

1041pid., 25 27.

105pid., 55.

06 Stefan Ostersj@) The Resi stance of the Turkish Makam and the
Collaborative CBProject withErdemH e | v a c Cont¢niparadyMusic Revievd2, nos. 23 (2013), 212.
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new score, in which | could set in creative action some of the ideas and concepts now

established to facilitate the process.
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Project 3: Exploring performer affordancesin the contextof
devising andrehearsing an doject score

Introduction

Unlike the first two projects, which worked with extant scores, this project involved the
collaborative development of a new score; as such, it took some of the questions
explored in the earlier projects into a different kind of creative coritegis project the
iterative processes took the form of devising and rehearsing the score. The SR
methodology was also employed in this prgjeciwever, in this case, video clips were

used as stimuli to remember decisions, choices and thinking dueimyént in question.

Umbrella Resistancean object score with graphical elements

Umbrella Resistanceas a collaborative project developed between composer Cheong Li and
myself, but the project was perforrded: | supplied the initial brief, noting that the score
should be graphic, with considerable freedom for the performer. Li, who is from Hong Kong,
then suggested that the score could be in the form of an umbrella, commemorating the
umbrella movement in Hong Kong in 2014, where protestors shielded themselves from
pepper spray with umbrellas: in this sertke,score would act as a distinct agent. Tinisirn
inspired a move towards a theatrical aspetiie work, with the role of performing as an
umbrella operator. In this project, the affordances between different agents come into focus;

in the process we considered how they inspire the creatipatout
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Figure5. Cheong Li, initial draft of the umbrella score, 2014.

Much of the initial collaborative work was via email and there was some uncertainty in the
process that I, at least, found quite exciting: all Li had to go on was my set of instructions and
the decision that the score should be in the form of an umbrelldirst ideasi at this point

there was no actual umbrellan the form of the initial draft (see figu, floor plan (see

figure 6) and written instructions (see below) give the performer little clue as to what exactly
to play. The graphics mightpeesent different textures or performing techniques, but quite
what these textures or techniques should consist of is up to the performer to decide. On the
floor plan there are ideas for how the performer and umbrella operator could move around.
The written instructions note that the flautist is forced into different positions by the umbrella

operator.
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Figure6. Cheong LiUmbrella Resistangdloor plan, 2014.
The draft picture was thus an idea for how the umbrella score might look when it was

completed and the floor plan and written ndteseda set of instructions to the performers

to go with the umbrella.
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Figure7. Cheong Li, first version of the umbrella score, 2015.

The rehearsal process

The first time | saw the complete score was when we met in York for rehearsals in February
2015. The umbrella score first provided was quite smalldéshdot give the intended effect

of offering the possibility of protecting the perfornardthusfailed inrepresenting the

protestors shielding themselves frtme peppespray(see figure?). Li therefore reworked

the score and used a much bigger umbrella (see f)ufde graphial elements on the new
umbrella are also drawn on both sides of the umbrella. The size of the new umbrella makes it
possible for the performer to be almost cortgdiehidden behind it; the umbrella as an agent
becomes much clearer as the performer sometimes disappears. Who, then, is the performer?
The umbrella takes over the stage, with sound emanating as if from within the umbrella,
making the distinction betweetore and performer hard to discern; the borders are blurred.
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Figure8. Cheong Li, reworked, larger umbrella score, 2015.

The graphial elements of the umbrella form a spiral and could be played from the outer parts

to the inner parts of the umbrella or vice versa. Alternatively, one could work segtion
section across the different sectutsoThes of t he
graphi@l elements suggest or imply different kinds of textures or playing techniques that

could be interpreted in different ways. We worked together to explore the possibilities

presented by the score. The first thing we did was to identifydsotinat seemed appropriate

for these textures: for instance, airy sounds, articulated sounds and more melodic sounds.

After that, we discussed how the umbrella was to be operated (with Cheong operating the

smaller umbrella at this point, see fig@e At first, the umbrella operator had quite a large

role, influencing the flautist by being on the stage throughout the performance. We filmed
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some of the rehearsals, as a part of the SR methodology employed throughout the project, and
after reviewing them weaene to the conclusion that the operator perhaps had too big a role;

the umbrella itself was almost neglected in the dynamic between operator and performer, and
the piece lost the focus we wanted it to have. In this case SR and iterative proekssbs

inform the solutionwhich was for the operator to enter the stage at certain given moments,

thus giving the umbrella and performer much more space. The resistance or tension became

stronger between the flautist and the umbrella due to this concentratarnes.

Figure9. Rehearsal in the Rymer Auditorium at University of York, 2015.

My classical training informed much of the first stage of rehearsals; |
approached the score from that perspective and the requilliyigg was really very
conventional, that is | viewed the scamea static way anth that way the playing also
became static. However, the second stage of rehearsals was perhaps more intuitive or
improvisatory because | tried to be free from any preparations and insteapjusthdthe
instrument. This approach draws on ideas and expegs from the earlier projects where |
found that giving the instrument more freedom could drive the creativity in new directions.
Having now played the score quite a lot, it was embedded artistic habitus. We can, of
course, never be completely frieem the influence of our own experiences. However, with
scores that are moopen the question is how one takes the opportunity to push into new
directions: a form of resistance induced by the encounter between score and performer that

results in a restpang of the habitus. Why would I, then, take this more improvisatory
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approach at all? One answer is that | wanted to develop my own practice and creativity with
this piece. Nyman states, in referenc€toneliusC a r d @reafissth at o6t he per f or
choosetorealizee.as a circle, some sort of ci-rcul ar
representational wayd; O6Each performer is in
correl ati ons 19%Thisisadn grtistic exploratisnomvhich d was invited by the
absence of rules.

One of the questions | had in mind when making this exploration was how | can
play so the flute extends into something that it is perhaps not associated wittniorthab
circumstances of its primary cultural context: something beyond its role in classical Western
art musicwhere it isassociated with, for instance, Mozart concertos, Bach sonatas and
Romantic symphoniesndits sound always consists of a polished toneisgabove the
accompaniment. In this respect, | experimented with using my voice as an additional agent,
transforming the tone quality by singing iritee instrumentand turned the flute into a
percussion instrument, tapping it against a table. | also other extended techniques, such
as multiphonics, jet tones, breathy tones, Sciafingpired trill patterns and different
techniques with the mouthpiece. The focus on tletbeGtechniques was much greater in
the later stages of rehearsal, and #wilt is, perhaps from my perspective as a performer and
flautist, quite exciting to listen to.

It is important to note, here, that these techniques are, of course, nothing
particularly new in the context of experimental or avgantde performance. Howayehe
focus here was not on extending the sonic capabilities aistreimenttself, or the
soundworld more abstractlymy intention with this approach was not just shifting from one
convention to anothérbut rather on exemplifying a performative pess of critically
chall enging onebés own playing. The score may

and | explored some of the sonic responses | found interesting.

Umbrella Resistancén performance

The final section of the chapter is concerned withwing out the indeterminate aspects

of performing the piece, from my experience of performing it several times, in order to
examine how the collaborative project produced a particular kind of situation for me, as a
performer, with certain kinds of un¢ainties to deal with in performancéhese

107 Michael Nyman Experimental Music: Cage and Beyorathd ed(Cambridge: Cambridge University Press,
1999), 10.
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uncertaintiesnclude, but also go beyontthe more purely musical and/or technical
issues of the first two projects, extending into the scene of performance as a whole. In
addition to the score itself being sonfeat indeterminate, the relationship between
umbrella operator and flautistcrucial to the performance, and this in itself will vary
considerably: the dynamic between the two will change according to how the operator
behaves, and this becomes vsignificant, in that the umbrella operator will always
provoke different kinds of resporsfeom the flautist.

Indeterminacy in the scene ofperformance

Due to the dynamic betwe@mbrella operator and flautigtere have been some

instances in the live prmances where the resistance between different agents and
indeterminate factors were the driving foafehe performance (for a video of one

complete performance, see Output 1). In particular, the impact of the actions of the
umbrella operator, and the dynamic between us, is crucial to the piece, but | cannot
predict what will happen in this regard. Fostance, if the umbrella operator throws the
umbrella quite forcefully, without much control over where it lands, we have an
unpredictable situationwill it land upside down? Or near the audienés?he

performer, then, | must make choices in the momémth | cannot have planned for; the
indeterminate aspects of this performance reach beyond the question of how to interpret
the symbols on the umbrella. In one performance the umbrella landed very close to a
projector screen in the Rymer Auditorium in ¥Xdsee Exampl&). In response, | chose

to lie downi an action that had certain particularly interesting impacts. The drama of the
piece was enhanced, as the performer was seen to be visibly oppressed by the operator.
Also, in this position | was drawn tesing the flute as a percussive device, tapping it
against the floor.n my view, in this intersection between the inherent drama of the piece
and the resistance of the instrument we may find different manifestations of hexis. These
manifestations chandgeom performance to performance if the operator is given the
freedom also to decide in the moment what to do with the umibrata not just follow

the floor plan.

As is apparent &m the above, the piece requires the performer, as well as the
umbrellaoperator, to move about on stage. These movements are not described in the score
other than some suggestions of where the performer could be on stage; for instance sitting on
a chair, on the floor,andsodni kewi se, the oper aecifgangttingi nst r u

beyond the basic use of the umbrella to force the perfdmeethese different positions. This
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was a deliberate choice; | wanted the piece to change from performance to performance: with
these open instructions, the piece can be adaptat/tepace or situation. In their discussion

of the nature and function of the gestures of musical performers, Leman and Godgy note that

not all movements can be considered genuine gestures: they argue that for a movement to be
considered a gesture, itmtus i N some way be a O0car%®Thier of me
6introduces a subj ectdepee mbsopdiouadagandwgihd as a
significance of movement in musical performartbet is, different people in different

contexts Wi perceive a gesture as differently expressive (or as not expressive). Intention

therefore seems to enter into the question of the purpose and significance of musical gesture
however,jn much recent empirical study of gestuamdocus on intention is ndéavoured by

researchers, as it is often considered too vague and subject to interpretation. Instead, the focus

is primarily on extension, measuring the movement of the body in ${¥a@ften, this is then

mapped back to a score, examining the relationséiween movement and the structural

and/or expressive features apparent in the notation.

Significance of gesture

In my context, of course, that procedsextensiorcannot happen, and yet movement is

clearly significantWh en, then, i s a performerds action
intentionality of any agentés action, one ha
action. In a way, | believe th#te easonsnay be difficult to find because performers often

act without an explicit sense of intention (thattss not fully thought through): responding

quickly and instinctively in the situation, drawing on years of related experience, in order to

do sanething interesting or appropriate in the situation. Thus, there is no lack of

intentionality, butthere isoften a struggle to defintbe intentiorafter the event, or to make it
explicit. As John Peterson putmsakesit: t he Omet
i mpossible to quest i o'dPeterboa insiegdefotusesarbdefining i t s r

Mar k Leman and Rolf 1 nge Go dRMusicalGefires: SBundy Movemehi s i cal
and Meaningeds. Mark Leman and Rolf Inge Godgy (Abingdon: Routledge, 2010), 5.

109 |pid.
Wsee, for instance, Federico Visi, Esther Coorevits,
Instruments, Body Movement, Space,and ®laoti Dat a: Music as an Emergent Mul't

Human Technolog¥3 (2017): 5881.
11John Pdtnaresngn,onéal Acti ons: (RhDThhssdlonda Stdte Unversity,c al Agen
2014), 45.
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Oparticular classes of situations in which
contradiction of musical forces, unexpected event, ghanh state, repetition/restatement, and
conflict.}12

This is useful in my context: even though a focus on intention is highly
subjective, and explicit intentionality is not always possible to pin down, | still find it
worthwhile to analyze my movementsdcatheir effect. Of course, | cannot say anything about
how the audience perceived the movements and gestures; | could have asked them, but |
probably would haveeceivedas many answers as audience members, and anyway this is not
the point of the work. Hoever, | can, by means of figperson analysis, through self
observation and interpretation of events, reflect upon and change my own practice.

Importantly, whileUmbrella Resistanclkas significant theatrical elements, the
performer and the umbrella operator areindb not need to bieactors in a conventional
theatrical sense. Movement is included to support the musical content and the dynamics of the
situation, busuch movementdo not need to be overdramatior shouldreactionse
Gacted Nevertheless, tiemovements are bound to be read as intentional and significant
therefore a sense of purpose seems necesséeit it important thaimny movements have
some sense of iantion. When | am performing, | tend to be very still; this is an effect of my
classical training that is hard to overcome: extraneous movement is regarded as negative and
as detracting from the musical focus. Thus, a piece like this is a challenge Wherel
reviewed the rehearsals and the live performance, | felt that | was too phssikew is this
passivity connected to intention? According to Godgy (as described above) a movement must
have meaning and expression to count as a gesture. Inribes 8ee could state that my
passivity is nevertheless an expressive intention, constituting the gesture.

My intentionmaynot have beemo represent passivithowever this is what |
see in some instancdsmight be related to the political contextetdmbrella Movement in
Hong Kong was nowiolent, using passive resistance, and in this respect my minimal
movements, lacking exaggerati@ould seem appropriate. However, the intentions of the
Umbrella Movement were revolutionary in and through that pessivity.Could |
accomplish this revolutionary intention witew or almost no movements or gestures? A
performer always makes both voluntary and involuntary movements with his or her
instrument and bodly actions that convey something to the audie&een when | stand still,

something is communicated. The performer could, then, convey something via the body

112 | pid.
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without physical movement, as long as there is a perception of some kind of int&ntion.
certain energy comes from creating a context in whichmowement has a certaiegstance
then holding this moment with physidehsion.This does not mean, however, that the
performer can just stand still and do nothirighe performer did sajothing would be

achieved. There must be some sense of drama or energy hualdihig the performer creates
this context effectively and holds the tension, the energy will be conveyed to the audience.
MeyerKal kus menti ons that 0comptemdhvwhichdpossegsai ma g e
behavioural compatibility with motor activity. Visual objects are not constituted without
act i Vi thisssende, as the perforniare,my lack of motiormaysometimes limit my
use to the audience as an informative visualalyet trigger something else in the memory,
initiating another level of expectation. Mey€alkus continues:

What fuses the heard and the seen here is primarily the kiatest
dimension that .. becomes bodily reality for them [viewers and listehers
What grabs a hold of us . is the coordinated rhythm of tones and

motionsi4

Thus if the heard and the seen as we know them are removed from the musical context, we
perhaps construct a new dimension that becomes a substitute redihitygresion consisting

of memories of musical expression conveyed through the energy of the performer. Research
shows that a form of mimesis takes place in experiencing a performance; the audience

0i maginesd the embodi ed e xmmatinghisenenetic hey wat c
hypot hesis, argues that we O-maddsoundstingennts ofh u ma n
our own experience of making t haends atnheatoré tshiim
process of comparison involves overt and covert imitaifdhe source and visual and

audit ory it seemsptzen, that ifi the. performer embodies this energy

sufficiently, the audience will perceive it. In the end, in reviewing the instances of movement

in my own performances, | felt there was p@dhaomething missing in this kind of energy.

BReinhart Meyer Kalkus, 6é6Work, Rhythm, Dance: Preregql
Embodiment in Cognition and Cultyreds., John Michael Krois, Mats Rosengren, Angela Steated Dirk

Westerkamp (Amsterdam: John Benjamins Publishing Company, 2007), 166.

14 1pid., 175.

WBArnie Cox, O6The Mimetic Hypot MascaeScientia@ noEN2001Y i ed Mus i
196.
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Petersen statesthatan ent ity only attains the status o
i nt ent i'®ldaanbt thmkcthe@udience had a problem understanding my movements
and still saw me as the performbowever at certain times themay havehad trouble

understanding why | moved.

Degrees of freedom and dynamics between performer and operator

The movement and expression of the performer was one of the things that changed
significantly from the rehearsals to the live performance. Little changed in the umbrella
operatord6s movements and gestures: lbleofcontin
the performer evolved during the process from initially being more focused on following the
actions (more or less) of the operator, towards makiggeater number oéaktime decisions

with less regard to the operator. The question, with respéieetunderlying issues of my
researchywaswhether this made the performance freer or more fixed. In the initial stages of
rehearsalit was decided that the performer should react musically to the movements and
actions of the operator. For instancehi bperator did something violent with the umbrella,

the performer should react musically in the same way, perhaps by playing loudly and
forcefully. After reflecting on initial rehearsals, | felt that this disturbed the intended
implications of the basicysthamic situation between the two performers, or at least that some

of the core values of the piece could possibly get lost; the representation of peaceful protest
would disappear, transformed into violent playing. For this reason | changed my response,
then, to staying calm and neneactive during the performance, in the spirit of the Hong Kong
protestors. Subsequently, if the operator throws the umbrella, the performer calmly but
assertively moves to the umbrella while playing. As a result, both theipesfor6 s gest ur e s
and playing remain calm while the operator moves about with larger and more forceful
gestures. This contrast makes the performance clearer, with the agential actions more
distinctive. The freedom of the performer is restricted and fixednmesvays with this
approachtheycannot physically respond entirely at will, but is governed by an overarching
rulei stay calm. However, one can move calmly in different ways, too. The performer has the
freedom to decide how to approach the umbrellatagbosition from which to play: sitting,
standing, lying on the floor, or whatever. Here only the imagination sets the boundaries. This
freedom is enhanced by the fact that the umbrella, when handled by the operator, can end up

anywhere on stage, espelyiah more violent situations. In theory, the umbrella could end up

116 patersenintentional Actionsxix.
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in the audience or perhaps get stuck somewhere; this is not a problem but rather an additional
indeterminate aspect of the piece.

| have performedmbrella Resistancat different locatias, as well as with
different umbrella operators. As a result, | have seen how the piece evolves from performance
to performance depending on the nature of the space and other performers. With an
indeterminate piece of music such as this, it is possilddjtestthe work for instanceto fit a
space thataynot beintended for performances in the first place. For example, | have
performed it in spaces that are designed for performances, such as the Rymer Auditorium in
York and at the Royal IrisAcademyof Music, as well as irspaces that are not ideal for
moving about ifi these include a small art gallery space in Amél, Sweden (described further
below), and a very narrow room at University College of Music Arvika, Sweden (see figure
10). These conditios have significantly conditioned the way | perform. Likewise, the people

| have worked with, taking the rotd umbrella operator, have also influenced the

performance in various ways.

Figurel0. Performance at University College of Music, Arvika, Sweden, 2017.

Depending on the space, the performance will of course sound different, in
different ways and to different extents. This is in a way a form of resistance of the actual
performance spadesomethingof whichl, as a performer, can make use. | have, for instance,
played in a very small space offering almost no room for moving about on stage. This made

the performance very intimate, with the audience very close. In this case there wass&lso a
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of the umbrella ending up in the audience. Thus, the more violent throwing of the umbrella,
possible in a larger space (with no risk of injuring someone), was out of the question. Instead,
we had to find a way of demonstrating the force of the urnaboglerator in some other way.

The solution was to fold the umbrella together in a forceful veagniple8). This made quite

a strong impression, as the graphic notation on the umbrella was distorted and the sounds of
the flute had to stop while | foldegpuhe umbrella again. In this respect, the resistance of the
performance space made the piece evolve into something new.

Some of the umbrella operators have been people | know very well, while others
have been people | have never met. This also makes for interesting performance situations. As
| became more and more aware of the different qualities of the piece and itsgdslle
believe that | imparted some of that confidence to the umbrella operators. Thus, the latest
performances of the piece have required very little rehearsal, even ihaayhe casethe
umbrella operators havet previouslyseen the actual umbrelta knowlittle about the piece.
| have a much clearer vision of how the piece should, overall, sound and how it should look
on stage, despite its continuing indeterminacies and contingencies. Of course, the piece
changes from performance to performandeese seemingly contradictory aspects of the
piece actually work together: when | know the piece very well, | also have the confidence and
capacity to change it in ways | could not have done in the early stages of rehearsals and

performance.
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Project 4: Experimental performance processeat Old Link6ping

Introduction

To examine theesearch questionByoject dinvolvedthe collaborative development of
multiple new scores, using a specific s{dd Linképing OperAir Museum,asthe
inspiration. In the context of this site, the questions addressed in earlier projects, along with
the performeiinstrumeniscore relationspi, are considered from a different perspectA®
discussed below, the sithoseroffered a range of different possible compositional
approaches and performance situati@ssaresult | approached a range of composgirs
different nationality and witleonsiderablydiverseapproaches to writing music work with
meon this projectl invited not only peoplel knew and had worked with before, but atsees
| had never met goreviouslycollaborated with. Sixomposersfrom Hong Kong, Brazil,
Sweden, the bitedKingdomand the Wited States agreed to work witime on this project.
Their compositional approaches ranged from experimental, interdisciplinary and poetic to
more conventional, througtomposedyVestern classical approaches to form aathtion.
Thus, the outputs consist of pieces with graphic scoresbéesed scores (both instructional
and more abstract), and conventional classical notation.

As this might suggest, for this project the type of scoreumasportant: that
was left open to the decisions of the composers (as described below). Instead, the significant,
shared factor was that the pieces would be developed from the context of the site and serve as
a part of a processriented exploration of it. ie site itself was chosen because of its diversity
and different possibilities for exploration, but also for its location, with easy access for me:
this meant that | could visit multiple times, getting to know the site very well, so as to work in
it more dfectively. For Project 4, video documentation was used to watch and listen back

over aspects of the process, and reflect upon the events, as a part of the SR methodology.

The site: Old Linkdping OpentAir Museum

Old Linkdping OperAir Museum was created freserve older buildings and, in so doing,

the stories of times past. When it was first decided to create the museum, the tuzgem

was on the outskirts of the citfs Linkdping has grown, the museurmsw a part of the

city. During the 1940ghe city of Linkdping grew very quickly, mainly thanks to the success
of Saab and the aviation industry. This meant that many old buildings in the city centre were

being demolished to make room for modern construction. Politicians thought that a@miropen
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museum was the onilyayto save some of these older structuties:majority of the buildings
are therefore ones that have been moved from theedibyer by disassembling them and
rebuilding or by moving the entire structufidne collection of historistructures, the oldest of
which dates from the beginning of the 1700s, ranges from toilets, stables and sheds, to shops,
restaurants and homes. The museum is open every day, all day, and some of the buildings on
the museum grounds are residential: peap&there.Thanks to the museum archives, we
know where the buildings wergiginally located and much about their original use and the
lives of the people of the city in the past. The main archive used for my research is-an open
access digital museum ted Bild Linkoping (Pictures of Linkopind),’ a searchable database
of photos. For instance, searching for Old Linkoping brings,&5p0Lhits from the database.
Entering the name of a particular house or other building (by looking at a tourist map of the
museum, for instance) brings up its original address, and a new search for that address reveals
photos of the house in its original location. There are thus several contexts to explore: the
building@ original location, and its present location in the moseas well as its
representation in the archive.

The composers were provided with a btietsuggestdways of approaching
the site. Most of the collaborators were from outside Sweden: they would be working at a
distancefrom documentation of the sitend photographs supplied from whichd take
inspiration. The compos&ollaborators were invited to interpret the photos in any way they
wanted. They could choose one photo or as many as thdyTikey could take inspiration
from the architecture, thamhdscape, an imagined soundscape, the people in the ghstich
like. The instructions also specified that it should be possible to make a presentation of the
material in the form of a performance (or many performances), to take place inside a chosen
building, or outsidégt, or both. The performance coul d al
original location away from the museum; however, nobody took up this option. The
composers were asked to consider the implications of the buildings now being in amuseu
context, with the audiences potentially comprising everyday museum visitors: how should the
performance be presented? How should the performer interact with the audience (if at all)?
What time of day should the performance(s) take place? | suggestdtetbaore (if
provided) should give the performer considerable freedom but could take any shape or form:

textbased, graphic, objetlased, and so on, but also conventidiaktern notation. The

17 https://digialtmuseum.se/owners#3i_.
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response could be, for instance, just a short instructroanfaction in connection with a
building or site.

The setup of the project made it possible for the composers to work from a
distance. This was always intended, although | had hoped that funding would enable visits for
some of the composers to work atesThis did not turn out to be possipie the end only
one composer spent time in the site, but this in itself opened up interesting questions about
performance and the archive significant field of research in performance studias
discussed later in this chapter.

The performances of Project 4 took place betwieand 18August 2018 in
Old Linkoping OpepAir Museum. The activities were concentrated around the weekends,
when most people visit the site. All events took place outdotws of the sites, Kagelbanan
and Dansbanan, have walls, but no radofsd as such all the locations were exposed to wind
and rain. Inevitably, the weather sometimes intervened in the performandes; occasion

it also affected recording quality.

Outputs

Despite some of the practical challenges, including weather, the project generated seven new
pieces for performance in Old Linkdping, all of which were performed during the week in
open spaces where the public could come and go. Some pieces podliedparticipation.
The pieces were:
1. En flyttad stadkuliss av stadby Johanna Ferngvist
Kagelbanarby Gavin Osborn
Dansbanan by Gavin Osborn
Sand to the beadby Douglas Barrett
TheVoices offime/Solitudéy Lourdes Saraiva
Sché by Alex Au
7. Traljud by Adilia Yip

The project yielded a range of outcomes, all documented on a w&hgiteprovides further

o g bk~ w N

exploration of the project: it presents the background to the project, the scores and video
extracts. The website igcated at:
https://sites.google.com/york.ac.uk/ljudochrumlinkoping/hofte.the commentary, | have

not attempted to discuss all the work produced, but rather have selected a range of contrasting
examples for discussidhatrelak to the key concerns diie research.

The ®lected exampleare as follows
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En flyttad stad, kuliss av stg@ith composedohanna Ferngvistjn this
performance the performer utilises the score as a mediator to transform the site in the
moment, and by extending thabitus of the performer. It invites an exploration of
performative agency and creativity in a particular context: a town square.

Kagelbananwith composer Gavin Osbornyith this site, the question of the
relationship between performer, instrument acwtes was in focus, particularly because the
words of the score contributed to a form of resistance, which in turn yielded interesting sonic
responses.

Dansbanan(with composer Gavin Osborrthe project developed in this site led
to consideration of theesistance between performer and site in the context of public
interaction. It also exemplifies possible new forms of creativity through iterative processes.

Sand to the Beadlwith composer Douglas Barretth this work the performer
plays a piece fromhe classical canon while in an unusual situation: buried in sand. The
conventions and expectationsaoclassical piece are rooted in tradition. When the tradition is
broken or altered in this context, questions about the purpose of the score as \ealbles th
and expectations of the instrument are raised.

Three further pieces were developmd are not discussed in deptére partly
because the conditions of performance made recording of any kind very difficult, and partly
because the issues raised are already discussed in the commentary in redatithetgiece

TheVoices of Time/Solitudgvith composet.ourdes Saraivathis work is
inspired by archival photos which are incorporated into the score, both as a graphical element
andas a mental image of roof texture and roof tiles. This work was performed in front of the
house that inspired it. Weather conditions duringsidormance of this work led to my
needing to adapt the scofer instancethe scorgrescribes very soft sounds in the form of
whistle tones; this technique is hard to execute in hard wind and it would be hard to hear the
sounds too. This was, themkind of additional, sersenforced creativity enabled by the
resistance of the surroundings

Sch# (with composer Alex Au)this duet for flute and windias made from
field recordings of the site. When | performed this wdhke wind was strongnd it rained. In
fact, at one point the stopwatch used for timing stopped because of the rain.

Tréaljud (with composer/performer Adilia Yip}his work is for flute with a
recorded backing track on marimba inspired by one of the houses on site asitsariginal

placement both in the present and in history. The idea is to walk while playing, thus
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representing the transition between the periods. There were some technical issues when |
recorded this (one factor being the wirahd | had to be assist&vith the microphone.
For further information on these three pieces, see the website or the scores

provided in the appencis

Site-specificity and the arts

The operair museum project requires some situating in relation to critical consideration of

place and site in artistic practice. | will therefore examine the terrsdeificity, before

moving on to discuss the project more specificallyere are diffeent definitions of site
specificity. One common denominator is the <c
Tompkins argues, O6placed is difficult to def
O0pl ace as geogr ap hiessadial oshistorecal popitiors and thenplaceorh s it
l ocati on o f®Siespetific perfanmancestare created and performed in relation

to a O0placed, understood in any of those thr
though, developing artistic work in relation to place, however broadly understood, does not
necessarily make it sitepecific. Nickk ay e st at esp ¢ dhiafti ®@ awdisk @ emi g h
and define itself through properties, qualities or meanings produced in specific relationships

bet ween an fAobjecto or @i As&aye says,sirsdecificityposi t i o
requires developing a particular artistic relatiomtite initss i t e: mo v-gpecific 6t he s
workistorep | ace it , to ma%kAssuchtKage alsoadtkimowledges tdt s e 0 .

0 s-spedificity presentsachallemg t o noti ons of HAoriginal o or
probl ematising the r el &Thais, arheveptcduldibes® en wor Kk
strongly connected with a place that moving it would change the event itself and its

significance, even if the perforninae actionsverethe same.

In asimilar vein, Pearson and Shanks (2001) offer this definition:

Site-specific performances are conceived for, mounted within and
conditioned by the particulars of found spaces, existing social situations or

locations, both used and disused: sites of work, play and worship: cattle

8Joanne Tompkins, O6The-SpRlcadeéea darmded aP r &Retidmihg $tefr f Sir tma n |
Specific Theatreed. AnnaBirch and Joanne Tompkins (Basingstoke: Palgrave Macmillan, 2012), 4.

119 Nick Kaye, Site- Specific Art{London: Routledge, 2000), 1.

1201pid., 2

211bid.
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market, chapel, factory, cathedral, railway station. They rely, for their
conception and their interpretation, upon the complex coexistence,
superimposition and interpenetration afuamber of narratives and
architectures, historical and contemporary, of two basic orders: that which is
of the site, its fixtures and fittings, and that which is brought to the site, the
performance and its scenography: of that whichexits the work ad that

which is of the work: of the past and of the present. They are inseparable

from their sites, the only contexts within which they are intelligitie.

This is illustrated byrhe Weyburirroject (2002), a sitespecific performance in a mental
hospital devised by Knowhere Productions (directed by Andrew Huston), a theatre company

based in Canada. The project used the following definition espieific theatre:

Site-specific theatre is a performance which overtly uses the properties,
gualities, andneanings found at/on a given site, be it a landscape, a city, a
building or a room. This form of theatre emphasizes particular images,
stories and events that reveal the complex relationship between ourselves

and our physical environmettt

This definition, along with that of Pearson and Shanks, is useful to the Old
Linkdping project as it is directly relevant to my approach to the buildings and site. Both
stress not just location but the wider secidtural significance of place, in termsits people
and the narratives with which it becomes associated. The corbpamdThe Weyburn
Projectdevi sed wor k that was O0speci ffthiswao and
also my aim.
Site-specific performance is, then, inextricably nented to place. Thus, ss$pecificity is not
a question of, for instance, setting an already existing performance in a new space. Rather, it
is the actual site, place and space that determine the performancéhadieyburn Project
wher e 0 tglitself tdkesifotud and provides an archaeological or forensic site of

invest®¥gation6.

122 Mike Pearson and Michael ShanR$ieatre/ArchaeologglLondon: Routledge, 2001), 23.

1236T h e We y b u rThe ARchaeglogyot Sdence and the Discourse of Magaessssed 14 February
2018, http://uregina.ca/weyburn_project/pages/sitespec.html.

124 1bid.

125 |bid.
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Moving beyond the broad distinction between-bigsed and sitepecific work,
the performance collective Wrights & Sites proposes a continuum in which to plarerdiff

theatre practices in relationship to place:

In theatre building Outside theatre  Site-sympathetic Site-generic Site-specific
e.g. Shakespeare existing performance performance
in the park performance text  generated for a specifically
physicalized ina  series of like sites generated from/for
selected site (e.g. car parks, one selected site

swimming pools)

layers of the site are revealed

through reference to:

- historical documentation

« site usage (past and present)

- found text, objects, actions,
sounds, etc

« anecdotal guidance

- personal association

+ half-truths and lies

« site morphology (physical and
vocal explorations of site)

Figurell. Wrights & Sites, continuum of theatre practi¢®s

In relation to this mapping of a continuum, Wilkie notes that:

this scale reserves the laldgite-specifidonly for performances in which a
profound engagement with one site is absolutely central to both the creation
and execution of the work (these performances work with and from one site,
do not tour, and do noepform preexisting scripts), and suggests new labels

to distinguish other theatrical experiments with ttlogatre spaces’

Wilkie problematses the degrees of the scale, wondering how to classify performances that

seem to fall between the siyeneric ad sitespecific categories, for example when

performances are reworked to fit a new sitepractce common to many performance

companies who produce si@sed work?® David Wohl has developed various continuum

models relating to his research on sipecific theatre productiorisfor instance, the

Gudienceco n't i nuu migxtcamd i hilwliandke a slightly different focus; in
particetta@mti mMus m@ Omaterghosransformeds i t es: O0Transfo

sites are usually alterexd some way to mimic theatres (identifiable spaces for actors and

26FionaWilkie o6 Mapping the Te3peadinfi A RBarmrfvaNgmbidatraSiitre Br it ai
Quarterly 18, na 2 (2002): 150.

2TWi |l ki e, OMapping the Terrainé, 150.

128 |pid.
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spectators)while unaltered sites make no attempt to create a theatre space: there are no seats
and no separated and distinct ¥°dledoeus hdrepr per
then, is upon the extent to which the site is treated similarly to a conventional performance
arena, as distinct from other aspects of the ways in which the site informs or becomes
significant in the development of the work.
Overall, itis clear that sitdbased workoperate on a continuum, from the
placing of extant artistic work in new contexts through to the development of new work that is
fully site-specific. My Old Link&ping project worked with an unaltered site, with
performances enerated specifically from aspects of the site and performéouaed therein:

thus, a sitespecific work.

Old Linkdping as site

All buildings at Old Linkdping Ope#\ir Museum have been moved from their original

situatiors, creaing a new context for thstructures. The structures have been erased from

their original place and nebwildings have beeerected over the site, like a palimpsest. In

some senses, tlsructurea | so can be understood to mirror
but this only hppens when one has a deeper knowledge of their history. On the original site

there isnow nothingto suggest that this was the place of an older structure: instead, there are

now roads, shopping malls, and new residential awgdh.the relocation, we mig ask how

much is 06l ostdéd when a building hasthédeen move
buildings in the museum were copies, especialllgal wereextremely well copiedjsingthe

same materials and built wigieriodtools and equipment, sutiat one could not really tell
whethertheywerecopesfrom theirappearance? From the perspective of functionatity,
probablywouldnotmatter But what about the O6feelingb6 of
and does it change? Perhaps that does not even lie in the matenadsit be easier to feel

the 6auradéd of, for example, a house,nkwia its
argue that oO0conservation is a po¥thenetcoud! sani
thus be a danger in preserving things just forstilesof preservation. Pearson and Shanks

continue by arguing that in such situations, where structueepreserved for their own sake,

divorced fromtheirc ont ext or hi s-tyoleofjthirgsis acduded. Liearfde | i f e

2PDavi d Wohd e c io6fSii dCalede efd/isualerdd Performing Arts Faculty Pghlions Paper 32
(2014), 32, accessed 3 December 201, //digitalcommons.winthrop.edu/cvpa_facpuh/32

130 pearson and Shankepeatre/Archaeology9?2.
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death are missing. Tikodwearca na d taii \ e'ffthef veeil d & d

case of Old Linkopingyisiting the operair museum, absorbing the atmosphere of a building

in this setting as a whole with the other buildings around it, amdilgamore about where

the building was originally, how it was usaddwho by, somehow leadseto experience

the new strature differently. You realise that, for instance, instead of a road, this location was

once someoneds homavherehrethe ayse s toighm sit $,06 tolien he
In this respecit is interesting to consider Hunnebergsgardaasanal group of

old wooden housasat still standn their original siteThese invite further reflection upon

what constitutes the o6aurad of old structure

themselves is retained, but their context is entirely altered: theyoarsurrounded by

modern structures. Thus, if one just geghemby without observing them closebnecould

miss that these are unique buildings, and pe

original buildings in their original place.

Figure12. Hunnebergsgardarna, Linkdping, Sweden. Original structureiseir original site, 2018.

The museum site itself is inorganic: it is an assemblage of buildings never
intended tcstandnext to one another. Yddai ar gues that it is a spe
their surroundingsdo that 0ci¥AssuchBauquestionshei r a

the underlying aim of restoring or fabricating cultural landscapes, as has been done with Old

131 bid.

¥2Yan Bai, o6Significance of Originals and Replicas in
Han Dynasty Site Otigisak QopysFakenOn @é Sigmificance of tle Object in History and
Archaeology Museun{§$hanghai, 2010), 1accessed 3 December 2019,

http://network.icom.museum/fileadmin/user_upload/minisites/icmah/publications/Sbtsghacomplet2.pdf.

63



Link°®ping: it can be 6misleading to visitors
the artefact or site environment as an authestlection of the actual item or site as it existed
hundreds or thod®®AanBaiohrygeass ago9. tii me a m
be it at the original site or at a remote lodal®me authenticity is lost as the museum itself
createsitsowoc o nt'¥a¢ 6such, Obdabsolute historical i nt
that can be hoped for ¥aAnaastpighadiegneeowéhr as
is, then, always problematic as the site is always going to be a palinMisestll experience

the past as reconstituted through its pres@gtcontextualisation, whether through the

physical location othroughwhat we are told about the siteut we alsoexperience ithrough

our own subjective perspective and experience. Thlas, inkdping is a multifaceted site,

and artistic intervention can help unravel its complicated layers of history and meaning. In

what follows, | discuss four of the pieces developed in relatidhis site, and the

performances that took place there.
Performance 1. En flyttad stad Kuliss av stady Johanna Ferngvist

Fernqvist was the only composer who could work on site, exploring its properties. She also
researched the background to the eoeadf the museunThe twepart piece she developed

draws on the experience of the site as a wlaold especially the characteristics of the

relocated town askind of temporal palimpsest, but she specifies that the town square should

be the place of performanda choosinghe squareshe is drawing on the notion of a town

square as a central gathering and meeting place in a town, and hence as an appropriate place
for an artistic statement that engages with the site as a viltwpl®cus here was on

investigating the score as a mediator to transform the site, exploring how it might induce
creativity and open the performé&ior the composer to actually be on site, madethe score

that is most connected to the site as it draws on the history of the site as well as its present day

affordances.

This is really twopiecescombined into oné® Thefirst is a poetic texbnly and

the secongdwhich is an actuglhysical scorean object, isnore instructional

The first part:

133 bid.

B¥4Bai, o6Significanced, 13.

135 | bid.

136 The scores described in the text are full scores. They are, however, also available Appendix 1.
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En flyttad stad

Jag har stoppat tiden med en grdvmaskin. Det som en gang var, har jag placerat i dockhuset
och jag star inuti och ser hur datid blir nutid.

I have stopped time with an excavator. What once was, I have placed in the doll house, and 1
stand inside and watch the past become present

Figurel3. En flyttad stagdJohanna Fernqvist, 2018.

The titleof the first partEn flyttad stadmeans a town that has been moved
refers to the moving and rebuilding of the houses in a new coiliext is also key to the

score as it describes the freezing and preservation of the structures in a specific era.

The ®cond partKuliss av stadsee figure 4), which could bdranslated into
6coulisse of a town, 6 (a coulisse being a p
of the stage where the acting takes place), comprisgsictions t@ p e r theosoumds of a
guiet townthatonly comes to life when tourstwisit it There are also some notes which
frame thetext, which could be interpreted in different ways. The paper has been deliberately

scrunched and staingegiving the impressiothat it has been lost and thrown away.
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Figurel4. Kuliss av stagJohanna Fernqgvist, 2018.

These two text scores are very opguite what they might mean or how they should be used

can change or transform along with the site. The process undertaken here opens up a range of
guestions, some of them connected to the status of the site and the score: What is the purpose
of the scoren performanc® Is the score a part of the site is it acomment on the nen
fictional-fictional status of the site? And, in extension, does this inspire me, as a performer, to
transform my own practice and training into something new? If so, how?

In order toreflect on thighis more carefully, tonsideredhe status of the site
in terms of the O6real d or o6hyperreal 6. As di
are original, having been moved from their earlier locations. Theyliee placed in
accordance with a city pattern that has been
centre. Is the museum therefore a kind of copy, but of something that has never existed? The
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houses have existed but never in this arrangementetlidayout is a copy of how a town
might have looked. In this sense, perhaps it is more a copy of a copy. This is further
emphasised by the fact that some parts of the museum do not have a corresponding part in
0real 6 Link°ping. Bwaperié¢dalardpys8 mhoghghskedns
these issues. Hyperreal i t*¥%Whersspeaking of eraitory wi t h o u
and hyperreality, it (the territory) oO6no | on
that precedes thtee r r 8 or y 0 .
What does the new context of Old Linkdping represent? Baudrillard states that
Gepresentation starts from the principle that the sign and the real are equivialerss n d
delineates four steps of reproductitre reflection of a basic reafitmaskng and pervesion
of a basic realitymaskng the absence of a basic realigndno relation to any reality
whascever'®® Baudrillard cites Disneyland as an example of the highest level of simulation,
where a kind of hyperreality has been congedcfor example, in the part of the amusement
park constructed on themes frétirates of the Caribbearnhere is a simulation of something
that might have been, but is not, rooted in a historical place and situation: it is a copy of an
original that has ever existed, a hyperreality. Likewise, Eco describes Disneyland and Disney
Worl d as 6absolutely fake ¥WOtLdesdbnkwhpichgares
from nothingd, but i1t is not a r edunedpignt ati o
sits somewhere between Baudrill ardds steps t
faithfully reveal reality, but hint at a reality which the signs (the houses) are unable to capture.
Could the idea of a hyperreality also be translated to music, as a kind of
hypermusic?f music is viewed as a discursive formatiamthe sense that music is often
viewed (especially in Western classical music) as operating not purely as sound Bat also,
example, as a form of narratithen, adriestarguesdt is always already a kind of fictum,
a falsehood, for its expression as fdarto ent
fireal 0 as a-r e ialt'Dhid caises quationd apouavehat the music is that | am
performing at Old Linkdping. One could perhaps argue that since Old Linkdping is a kind of

hyperreality then the music reflecting the place is a hypermusic. Interesting moments might

B3, Baudrillard, ¢Si Seledtedwritirmsd M.Bosts i(Stanfordalinivecsity Piess,i n
1988), 166.

138 |bid.

139pid., 170.

10 Umberto EcoTravels in HyperrealityHarcourt Brace Jovanovich, 1986), 40.

141 Priest,Boring, 203.
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occur when the music is compatedhe hyperreality of Old Linkdping in that it could be

viewed asakindofnemusi ¢ or in Priestés word ddunmusic
Priestarguesfora® un musi ¢c®6 which is 6not Musi c,

o6not acting as an agent siontand camgimicatidnican kakepr oc e s

pl al®?@omusidi s, then, 6éa fisomethingod on just t he

metamusic in the sense of its being ulterior to MiSttAccording to Wolf metamusic

6denotes musfilcetxihael weddfers to *Pgdlefstads a

definition of metamusic asinmusi©departs from the standard definition of metareferences

(metafilm, metapainting, metafictiaand so on, which are seadfvareand seHlreferential),and

is morecharacterized by failure instead ofexfli vi t y: O6Thus, what | am
failed evento but oOa f &%Priestargeesy thanitwolldbe ettei | | a
6to call u n mu Brthe failure thgt pxpresses & nortsensical unmusic, is not
outside of discourse so much YaThiscowldbe adi cal i z

exemplified by the piece | played in the square, in which | tried to mirror events that occurred

in real time. | could never be able to mirror the events exactly and therefore they are, in
Priestds words failing events and does not,
hypermusic.

It seemsthen that hypermusic and music can equally be eéws discourses
butthatmusi ¢ O6circul ates a respect for a simul at
and symbol, in a way that t HePrigbticenclunesthate of h
6it is this finot 0 ar s amnmbttvatfalds discoursetbgch anitsalii s i ¢
making a knot that threads the nonsenseeMts i ¢ t hrough t*he sense o
Hypermusic ighereforenot just simulation but a roadmap to simulatibaw to fail a stage
prior to Baudrillards map and territory analogh.is difficult to situate the performance at
Old Link°ping into Priestdéds ideas and though

the music, or sounds, that | played had not been produced before in the obtite museum

1421bid., 204.

143 1bid.

YWerner Wol f?2 PovMedamtmuaslisc and Limits of 1ilgeldctadc ef er ence
Essays on Intermediality by Werner Weldl. Walter Bernhart (Leiden and Boston: Brill Rodopi, 2018), 318.

145 Priest,Boring, 204-205.

148 1bid., 206.

147 1bid., 207.

148 bid.
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(and perhaps never will again) and that the sounds were influenced by the site, this would
then suggest a roadmap to simulation. If | were to perform once more in the square at Old
Linkoping, for instance, the result would not be the saheeroadmap to failure would
change and it could be viewed as hypermusic. It is through this failure, however, that these
performances at Old Linkdping grow and come to life; failure is a part of the process and key
to its success.
In thecase ofEn flyttad stad Kuliss av stagthe scorsareinspired by
something that is not real but rsrt a kind of realitythe site of Old Linkdping. The museum
is real butthe reality it tries to present is not: it is a hyperreality. Certain events (washing
clothes, horse and carriage rides and so on) aaaeted by museum employéeasctorsi to
depict life in a town such as this 100 years ago: the actors mirror thatgsctually
happened. The visitors on the site expectthisrea ct ment and, i n Priest ¢
actors circulate a respect for a difference between the real and the artifice.
This piece was hard to prepare for in the town square itseltpdbtie fact that
as soon as | played the flute in that location it would be like a performance, because people
are always there. The initial explorations of the score therefore took place outside of the
museum context. In this process, | collaborated thighcomposer, exploring how certain
aspects of the score might be interpreted. We discussed, for instance, how much | should
imitate or mirror events in the square. In the initial phases of the exploring the score, we came
to the conclusion that the twaps should be performed together, to draw together the focus
on temporality, juxtaposing the historical with the present, while at the same time to
mimicking the museum as palimpsest.
I had scheduled two performances during the week: formal, designated
performance situations. The performances, were, however, exploratory and indeterminate
because | could not know beforehand what was going to happen in the square. | tried to
respond to things | perceived happening in the square, both mirroring as ctopelsile
what was happening (while recognising that the sounds on the flute would be different) and
also taking the events in the square as inspiration for the performance (se@puitput
instance, Iplaykeg | i cks on t he f | aistegsthtooghoutithe reaordingp e op |l e
(see for exampl e 1840 06A0t abnddlSPEMInH Baconmesmnopeuutt p u t
intense and | explore that through airy sounds on the flute. | also explored what was afforded
by the museum as palimpsest by gdilifferent playing techniques to draw attention to the
multiple | ayers of the site (this can be hea

evolves into a multiphonic effect). Nevertheless, | was not trying to mirror things that
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happened manyears ago, but rather tried to follow people and events in the museum in the
moment. In this way, the score and the performance transformed the site into something new,
drawing out aspects of Old Linkdping as experienced at that time, in those condittbns,

whomever was around. Of course, this performance was ephemeral, and the site went back to
onormal 6 afterwards. The performance, howeve
some of the people who visited the site at that very moment. Ithe iperformative moment

that | may transform my practice and the score is a mediator to facilitate this.

Performance 2: Kagelbanan by Gavin Osborn

Kagelbanan is an old skittles alley in the OpenMusuem a semiexposed site with a roof

but no walls. Composer (and flautist) Gavin Osborn chose this site for his piece. Osborn
worked with photographs of the site and also had access to the rules of playing skittles on this
alley. Osborn subsequently used shape of the layout of the skittles and the words of the

rules in his score (presented in Appengix
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Figurel5. The skittles alley at Old Link6ping, 2018.

In the game, the nine skittles are laid out in a diamond shape and the objective is to roll a ball
and strike them down (see figut6).
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Figurel6. Skittles laid out in a diamond shape.

The score is both graphic and text based. The graphic part is based on the skittle layout but is

rotated 45 degrees to a square (see fifjdye
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Figurel7. Excerpt fromKagelbanarby Gavin Osborn.

Osborn writes in thenstructions that:

73

1) The square and any of its graphic extrapolations may be used as a
score.

The performer is free to define how that might work, but one example
might be to assign each dot a pitch, and then trace pathways between
pitches using the coeating lines.

Variants: the lines may represent pitch contours themselves; other
parameters may be assigned to dots and lines (articulation, timbre,
etc).

2) Texts- the texts embedded between the graphics may be used as
part of the piece in any way, inmjoanction with the graphics or on

their own.

3) The physical site: where possible the piece should be performed
inside the K&agelbanan itself. Movement is permitted.

4) The physical game: where desired, the physical skittles may be

incorporated into the



performance- for example a player may roll a skittle and treat the
layout of the fallen skittles as a score instead of, but in the same way
as, the graphics.

For Kagelbanan| had two performances scheduled in which the public could come and
interact. | also had time to explore the site on my own and in starting to work with this score, |
investigated the site by walking in it, sitting in different positions and also pléyengame. |

then tried all of the four variations described above for myself to get a better sense of the
score but also the site in order to be prepared for public intera€herscore specifies the

use of the skittles alley at Old Linkdping. Howewamnge could perhaps argue that the score

and performances are sijeneric, that is, the score could be realised in any skittles alley. In
the continuum in figure 1, examples of generic sites are car parks and swimming pools, sites
that are more ubiquitouban skittle allies. | think however that the performative aspect of
Kagelbanans unique; if | had, for instance, performed the physical game variant of the score
in another skittles alley the result would have been different as no skittle ally is sintiar

other. This, then, is an argument for the score beingpéeific.

The skittles alley is a popular venue and attracted people on both occasions |
had scheduled. However, no one wanted to appear on film and it was, then, difficult to
document ths. The interactions with the public involved them in the physical game and me
realising the knocked down skittles as a score in real time. | decided to further investigate this
part of the score myselffound the physical game variant (see examdplef the score
interesting as it creates a new score each time (and it was fun to play the game as well) and
the performances were, thus, improvisatory and indeterminate to a higher degree than, for
instance, the performances where the text was in focus.dntext where the score changes
all the time, there are more options than if the score is fixed. There could, however, be too
many options if the score is very open and creativity could be limited. | think that with the
framing of the game of skittles theaige constraints that help creativity such as the skittles
themselves which invite to experiment after they have been knocked down. 25 seconds into
example9, | use the skittles as sound makers and subsequently also as score as inspiration for
the flute. These realisations of the score were, because of their indeterminate nature, highly
exploratory and iterative. Much of the time there was not anyone listgagtgccasional
passersy, and this added to the exploratory nature of the realisations because of the lack of a
proper performance situation. | do not know how much this could have changed if there had
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been an audience; I, however, think the scorberphysical game variant invites to a more
indeterminate approach even if there would be someone watching as opposed to the text
based score which | will discuss next.

The text part of thecoremade me focus more on therds(see figurel8) and
perhapghis has, to some degree, to do with that English is not my first language. | had to
concentrate more on the words and their sounds which shows in the recordings. As a result, |
find that the sounds of the words became interesting to listen to; perhapteoesting than
if the words had been in Swedish. Thus, the language barrier became a form of resistance that

| used to inform the flute playing by, for instance, using the sound of a word as articulation

(see exampl&Q). For instance, 50 seconds irxamplelo, |l use the word O0kn
play the flute. Subsequently, | use the cons
sound.

The process of realisingagelbanaropened umuestions about the resistance
between performer and score, and how that resistance impacted on the creative choices. As
noted above, the score prompted two essentially different approaches to the site: one
indeterminate almost improvisatory approach and more conscious approach regarding the

words in the score.
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Numbers

one
one
nmne
one
one
one
mne
eight
twelve
four

9+6
thousands
countless

Rules

find
use
place
lrap
throw
put
mve
Tut
knock
land
form
remain
stand
give
consider
include
rgjoice!
give
fall
Tut
look
remain
stand

Figurel8. Excerpt fromKagelbanarby Gavin Osborn.

76



Performance 3: Dansbananby Gavin Osborn

Dansbanan, the danceflaarGamla Linkdpingis somewhat more sheltered than

Kagelbananlt is situated in the north, and the forest behind the dance floor forms the
northern boundary of the museum area. Gavin Osborgpthposepnf Kagelbananwas also

the originator oDansbananAgain, he worked with photographs in the creation of this score:
the full score can be seen in AppengiAs withKagelbananDansbanans composed

specifically for the site at Old Linkdping, and superficially we might ask the same question
regarding sitespecificity: could the score be realised at any dance floor? However, in this
case Osborn specifies in the score that the public should listen to the sounds of the museum,

thus situating the experience very definitely in this particular context.

Through he process of realising this piece, the resistance between performer
and site was examined in terms of how the piece provoked interaction with the public.
Dansbanarns a piece not just for the performer but also for the public or anyone in the
location; de to the nature of the instructions given in the score, we might consider that in this

context, the site is not complete without anyone interacting with it.

Osborn provides two sets afstructions f or bot h t he édpubl i c

For thepublic

- Imagine that any & all movements you make on the dancefloor are a
type of dance (this includes standing still)

- Keeping this in mind, move around & across the dancefloor as if
tracing patterns: this is your dance.

- Be as aware as possible ofthk sounds around you: birds, the wind
in the trees, rain, the sounds of people & the museum, & your own
sounds. This is your music as you dance.

- Be aware of other peoplef you are alone, this is a solo. If others
are on the dancefloor, treat theiowement as if they are dancing with
you - whether they are doing this piece or not. You may also imagine
you are dancing a duet or an ensemble with others outside the
dancefloor.

- If musicians are playing, you may include or ignore their sound in
your darce as you wish.
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For musicians

- All the above instructions may be used. Movement should form
some aspect of the piece. Additionally, the following options may be
included:

- Trace patterns across/around the dance floor; retain the memory of
these patters (or draw them out) as if making a dance notation, &
treat these as scores.

- Trace patterns across the dancefloor as suggested; as you do this,
note a small number of things (this may be anything: grass, a
building, a cloud, a face); treat the words theese things as score
material (for example create a dance suite of movements: 1) grass Il)
building III) cloud V) face etc).

- Observe any motion you can sgeeople & animals, birds, leaves &
branches on trees, vehicles, objects; treat these as davement to
duet sound with.

- Take a "dance definition": e.g. 'ceremonidocial'- ‘participatory’
- etc; use this as a framework or to otherwise colour your
performance.

- Find a description of a dance that might have been (or is still) danced
on the dance floor; use the description only (including diagrams if
available) to inform your performance. Do not incorporate any

musical reference to, or element of, the dance into your preparation or
performance.

During the week at Old Linkoping | hadhsduled two sessions when the public could
join me to explore the score, interacting with the: sitey were invited to be listeners but
also, at times, sound producers and/or dancers, alongside mysaifahdr instrumentalist:
a melodica playet had invited to work with meBeyond this, | spent additional time
exploring the piece in the site by mifsandwith theother instrumentaligterforming on the

melodica. Thus, there were three different variants of the score realised

1 Public involvement withnstrumentalist¥ myself and the melodica playe(example
11): here focus wasn the public beingncouragedo listen to the sounds of the
environment and sounds from the instrumgnti e n maki ng a &édancebod
this.

T I'n this realisation, the museumds residen
myself and the melodica play@xamplel?): thefocuswason observinghe

movements of fellow musicians or things in the environment; for instance birds, other
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people or vehicles. These movements were théeabed as dance movemerits
inform and inspire the playing of instruments
1 Instrumentalists only: myself and the melodica plaggamplel3). In this casethere
was more time to explore different aspects of the score, for indtgutiacing patterns
across the dancefloand treating it as scorby listeningmore closely and
extensivelyto thesonicenvironmentbyt a ki ng noti ce of the ot he

movemens, and so on, as suggested by the score

In Dansbanar was, then, working with the flute, the site and the public and therefore |
concentrated less specifically okthffordances and resistance of the instrument in itself, but
focused rather on the situation as a whole. The public situation offered particular challenges
for instance, time limitations, with regard to the extent of their involveinefitich created a
resistance that was significant, and as a result | found the creative choices and performative
actions to be ineffectivddansbananhowever, also yielded more interesting outputs when the

affordances of the site could be explored mordapth through iterative processes.

Figure19. The dancefloor at Old Linkdping, 2018.
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The videos of theerformances with the public sh@eme of thempromptu
and uniqueealisations of the score, all which had considerable limitations due to the
constraints of time and context. The obvious thing, retrospectively, wahéhadrticipants
lack ofexperence in these kinds of contextas problematic without more time available;
they had limited time available, and in this sensejthgistancé of t hi s part of t
was perhaps too great. However, these are still instances of realisatioasodite and
moreover, theglemonstrate a clash of cultureghich is in itself revealingn examplell, the
resistance is perhaps the greatasithe participants seem to wander along aimlessly, looking
at each other for clues for whatto do. Exani@¢ s i nteresting as it inyv
residem musicians and this groumas experience with different types of musievertheless,
in this example the playing is aimlessly execuéth little or noapparentntentionand little
attention to or iteractionwith thecontext (such as theurrounding soundsf the wind, for
instance)This is, then, an example of a clash between the habitus of these musicians, all of
whom worked primarily in conventional musical contexts after conventional classical
training, and the context of the site and score in which their conventional ideas of musical

performance was challenged.

Examplel3, comprising a duet between myself and the melodica player, with
no public participation, involved more extensivexploration of the sitand the scorghe
iterative proceshadmore roomo developIn contrast to the examples with the public and
resident musicians, here the resistance prod
location and people, senady affected the affordances of the context, in this duo situation the
resistance of the site (now without public) and the affordances of the surroundings served as a
way into credivity . Spending more time with the scqggeomped adeeperexploration otthe
affordances of the space, its materials, and their relationship to perforrranexample
sensing the movement and sound of the wind in this space, | took inspiration for my playing:
an instance of this can be heatd 8006 il examplel3. Similarly, the properties of the dance
floor itself are explored at@06 it examplel3, where Icreateda kind of exaggerated
walking dancewhich makes distinctive sounds. This continues®5@ when the flute is
used as a percussive device instead. Thusnitied exploration with the body and movement
resulted in an exteleduseof the flute as somethingeyondthe conventionally played
instrument. This is a good examplehaiw the site andcore helped transformmy

performancesducation and traininthus,expanding myartistic habitusand creativity This
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extension of playing techniques are of the same kind as | experienced in the earlier projects.
The difference here is the context of creiifias a performer and how the extensions and

changes came about: here the creative agency was experienced and developed not just through
the relationship between the performer, score and concert space, but rather the process of
working with the open scerin and through the site inspired different kinds of musical and

performative ideas; a further extended performer creativity.

Performance4: Sand to the beachy Douglas Barrett

Figure20. Set up ofSand to the BeacR018

Sand to the beaclcomposed by Douglas Barrett, invites performers to construct or find a
beachThe performersre to

choose a canonical art music work from any period, suited to the
instrumentation of the ensemble yet with at least one of the performer
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from the ensemble excluded from this instrumentation. In the case of two
performers, for example, the chosen work should be a solo. With four
performers, it could be a solo, duo, or trio.

Split the ensemble into two groups: instrumentalist(s) and gés)diEhe

instrumentalist(s) should learn, or already know, the chosen work by heatrt.

Document the fAbeacho and performance with
sound recordings®®

The performer(s) plays a piece from the classical canon, while being buried in
sand. Barrett seems to ask: what happens to a canonical piece when it is put in a new context?
And for me, this opened the further question: how does the new context affect the performer
instrumentscore relationship? These questions were examined thtioeigbalisation of the

score.

For his engagement with the site, | provided Barrett with photographs and
information about the museum to work with, but he chose not to work with a particular site.
As such, the question of site as a physical entity is rnibieifioreground; rather, the site is
treated as, in Tompkins words (discussed abo
museum, designed to display historical artefacts, is significant. Through the performance of a
work by a canonical and theefore dead, whité composer, performed (as Barrett knew it
would be) by a white man and his collaborators, Barrett draws attention to the rikeeum
characteristics of classical music performapiaetices: its historically rooted conventions
and ritualsare made even more bizarre by this recontextualization, while the burying seems to
imply that these conventions need burying. Barrett prefacestrewith the line6 P1 ay i ng
music by white ci s men t od:agommenttiavakaethebr i ngi n
overheard or imagined while attending an influential new music festival. Bydcatipin,
therefore, the piecalsoinvitesreflection on the underrepresentation of women, people of
colour and other marginalisggoups in contemporary art music institutions. In this process,
the piecdancitesquestions about what happens to a conventional, classical work in a new

context; about our expectations of performance and the nature of tradition.

Sand to the Beadso raises questions about audience experience and
reception. Taking a conventional classical work and performing it in an anomalous location
and differently from how it usually is performed could be confusing or hard to understand:
one might arguethahti s i s one of the composero6s intend

149The full score is available iAppendix3.
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might invite deeper reflection. de Wildt discusses the fact that musanensecoming

increasingly hybrid, mixing contemporaayt with historical adfacts and, as a result, are

sometinesc o n f u s i n g'°There ig,ithen, theaigherpexingvisitorsif a distinction

between the two positions, the performance and the museum, is not apparergamlitb

theBeachin this context, however, the distinction between the different elemenés

performative event and the museum contexiis quite starkThere was little chance of the
audience misconstruing the performance as so
and any confusion was more likely to be focused on the fact of something unusual occurring

in the sand box. In this respect, perhaps tmgeawas rather of the event seenting

distinctivei too separate from the museum context, despite its location within the giounds

such that the audience would not understand the relationship between the performance and the
museum as a pointer towart® questions of social position. de Wildt questiorisrifattes

avhether visitors understand this distinction? Is itrssponsibility of the artists dhe

museum to clarify this distinctiod%?* This surely depends on what the artist and museum are

trying to accomplish. Nina Archabal discusses the focus of museums as either curatorial

(keeping original objects in collections), educational (telling stories), or a combination of

both: 6the |lines bet we e #*?Thénmseunmanaetidt haveotd be s h
decide how to display their exhibition most effectively, whether by displaying only historical

objects and artefacts, or by reinforcing a narrative about the past and/or our understanding of

it. In a realisation oSand to the Beadh this site, there will be a form of resistance between

t he audience and t he p theitleatitymfahe obecteanloe, as Kay
resolved only in the vaTheresistancepegadfbetwemma nce of
performer and audieradn a piece like this opens up a space that is not resolved, except,

WAnnemarie de Wildt, 6éWindow -MtamdtHistery, Recdnstructiohnand Amst er d ¢
Re al i ©rigidal, CopynFake, on the Significance of the Object in History and Archaeology Museums
(Shanghai2010), 65, accessed Dec 3, 2019,
http://network.icom.museum/fileadmin/user_upload/minisites/icmah/publications/8btsghaicomplet2pdf

151 |bid.

2Ni na Archabal, &éThe Copy as an ex hiGQrginal; CofyRrake,r esent at
on the Significance of the Object in History and Archaeology Musésinamghai, 2010), 66, accessed Dec 16,

2019, http://network.icom.museum/fileadmin/user_upload/minisites/icmah/publications/Sbtmsghai

complet2.pdf

153Kaye, Sitespecific Art, 184.
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perhaps, through the audienceds subsequent

find meaning in it.

In myrealisationof Sand to théeachthere was one performer of eagpe: he
sandist burid me, thanstrumentalistin the sangdwhile | performed my chosen piece:
Andantein C-major K.315 by Mozartl was a little worried that the amount of sand required
was going to be hard to fintlowever,l knew thatonearea of the museum has a playground
and, b my surpriseone of the features of the playground was a béikersandboxwell-
suited for this piee.The playground does not relate to the historical context: it is simply
provided by the museum as a place for the amusement of children. This, therefore, proved a
practical solution for finding a beadhhad scheduled two performances of this pieceland
chose the two Saturdays at either end of the week, at 2pm, because | knew there would be a
lot of people in the playground at that time. As vt flyttad stadit was hard to conduct the
exploratory process fdhis piece on site, irhe sand box, aswould be perceived as a
performance by the public. Therefore, all exploration took place away from the site. For
instance, the sandist and | discussed how fast he was going to dig the sand, how we would set

up the beach (see figue€), and how we would document the performances.

This work is hard to prepare for because it is impossible to correct anything
oncestarted.To remove the sand and start owayuld somewhat undermine the process and
effect of the piece. Similarly,could not prepare for how it would fet havethat amount of
sand omrmewhile playingthe flute in fact, this was quitshocking especiallysinceflute-
playing is sadependent oactivebreathingLikewise,| had to hold my arms in an awkward
position whichwas quite tiring. For the first performantiee sun was strong and the
experience of playing this piece was aballcomfortable. The second performance was

better it was lessumy and | was prepared for the weight of the sand.

An interesting aspect of the realisation of this work was the disconnection from
the audience. In the performances | am turned away from the au(seecexamplé4). This
was due tahe angle of holding the flute and alsbexe the camera and microphamwaild be
placed. Because of this, | had no idea if@mwaswatching and could not connect with
anyoneThis event was also disconnected from the main museum site where all of the other
performances took place; my impression was that few people weeesthesifically to watch
the performance, but rather simply to use the play 8vbdle unable to watch the sandist
properly,| had some connection witiim: | was able to hear when he stopped digging and
saw him walking awayafterwardsLikewise, ezen thaigh | could not connedclirectly with

84



the audience, | felt and heard the people on theBieplayground wadusyduring the
performances. In the videsome of the audience reactions can be sssnepeople stop and
listen,otherswalk by without notting the performancat all,andsome continuevalking but
while observing what is happening. Tpéing up of the sand reinforced the feeling of being

somewhat divorced from ordinary goings ona world of my own.

There was, then, a physical strairchallengeas well as a feeling of isolation;
perhaps not the best basis for playing a classical work. However, the actual music was not in
focus. Isuspect thahe majority of peoplevere more focused on the sight of the performance
than on careful list@ng: in a situation with@meone being covered with sand while playing
inevitablythe musidbecomeseconary. This is the purpose of the worbf courseand it
raises some questions for me as a performer. What am | perfoamingtill playingthe
work by Mozart? Is there any resistance between the two traditlassical and
experimentd As a classically trained flutist, how does this new contéattaine? The score
states that the performer is to use a canonical art music aratkor the flutehe music of
Mozart isabsolutely central tthe canonThis music can of course be played anywhieug,
todaythis piece is often heard not just in consdaut in contextsuch agunerals weddings
and otheevents: it has a certain range of expected performance comtexesbroadly,
classical music practice has a whole set of convensisriswhereand how thenusic is
played,andhow performers andualiences should behavdoreover the idea of the scolts,
as has been often been discussed, often treated asifosbmething sacreas if it is the
work o6itselfo6, an art obj ec t™Takingithisworkdbywn r i gh
Mozart out of that context challenges these conventidmss the piece sets ugptension or

resistancdetween what we see and the music we.hear

An instrument also carries certa@rpectationswe expecthe fluteto soundand
tobeplayed n a particular way. Al person states th
her musical instrument seems to be at the foundation of what we mean by the practice of
music; and the idea of the musical instrument seems central to our undiesiaf the
mu s i ¢ &9Theanstiturdent ighen closely connected to our understanding of how music

should sound. Alpersamont i nues: O0The devel opment of mus

B4Thisdrawsa Ly di aTh&lmagmaryMuseum of Musical Worklliscussed later in this chapter.

Al person, 6The Instrumentality of Musico6, 37.
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West, is tied in import &Hftwe attangd apetfoamariche use o
featuringa Mozart flute concertove assume that it will sound in a particular wayt also

thatthe stage wilbe set out according to certain conventions,thatthe audience will

behave in @ertain manneif anythingin this changs, thereformsa kind of cultural
resistance or a r esi st an ccenteptdalisationafanatérialsy n. As
or shifts in the ways we frame and focus our attention, perception, and values, generate
resistance when t h'®¥hederfameingtrumenidtae radationship,s qu o 6
thus, shifted the expectations of conventions and tradiaogreat deal during the realisations

of this piece and afforded a particular reconfiguration of my agency as a performer.
Rounding up: Archive and performance

The processes of realising the scores developed in this project, in this site, raise questions

about the status of the score and its role, for the performer, in instigating creative responses.

This is especially the case given that most of the s¢amad all those discussed in this

chapteiare to quite a consi deanddldobecadsegomeae qui t e
subject to change in the process of realisation (as, for instancé&agétbananwhere the

physical game variant can create a new score in each realisation). In this contextofiotions

archive versus performaneeeinteresting and further considering the relationship between

the two helps to contextualise the work as a wHblee view a performance as ephemeral

and a score as a stable artefact that can be archagdie are conventionally encouraged to

in the ontext of western art musicwhere does that leave the versions of the score that
change in the process of realisation? And ho

agency and the status of the performance event?

Performance and the archive ammetimes viewed as opposites. There are, of course,
documentary traces of a performance: for instance memories, recordings or written accounts.
These are not, however, the same thing as the performance: they cannot capture everything in
the liveness of theventThe live performance of music is, then, ephemeral. Archives have

the opposite purpose: the objects of the archive are preserved, must ideally stay the same. As
Derridawrites: Geven in their guardianship or their hermeneutic tradition, the achimald

do neither without substrate nor without residence. It is thus, in this domiciliation, in this

156 | bid.

I5%Nor man, OContextodo, 277
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house arrest, that archives take piae&Consider, for instancéhe objective of The

Metropolitan Museum of Art Archivesto dollect,organize, and preserve in perpetuity the
corporate records and official correspondence of the Mug&din contrast, a musical
performance inside the museum will, as soon as the last sounds are heard, all but vanish: its
purpose and value is predicateditsnvery ephemeralityin this respect, we might

characterise archives as to do with the stability of artefacts and institutions, rooted in place.

However, recent performance theory also explores a different side to the archive, considering
the ways in which it 1 s madisideaismsnhexdntlinghe Hel en
perception of aarchive as unchanging and unchangeable.clingorial responsibility

towards preservatiocpnservation and restoration belies the myth ofthbility of the

artefac6€ As Iball and others discuss, the actual physical appearance of an object might stay

the same in the archive (though, over timepitld also change, which perhaps in itself

demonstrates that archives are unstable), but depending on who is looking at it, it will take on
different meaningsSt oi an notes that O0the archive poses
things can be juxtaposekh. this space thpossibility arises not only afaming,but especially

of seeingthe same things in another vid§* Thus, an object might also take on other

meanings if it is put together with other objects, and/or in a different context. On a general

level, this relates to the Linkdping museum as a whole and the fact that the buildings were

moved into a new contextreating a form of hyperality, discussed above. More

specifically, a piece such &and to the Beadtheals explicitlyand performatively with

exactly this issue, withnextant score with particular historical status, function and meaning

placed in a n& context so as perhaps to take on a new meaning. From this perspective, an

archive is always subject to change, andsigaificanceof any of its artefacts could be as
ephemeral as a performance. Li kewi soere from t
cani and perhaps shouldalways change in the moment and according to shifts of context

and perspective.

158 Jacques Derridairchive Feve(Chicago and London: The University of Chicago Pr&885), 2.

96 Mu s e u m ATheMetropdaditandMuseum of Art80062019, accessed Dec 16, 2019,
https://www.metmuseum.org/art/librari@sdresearckcenters/museurarchives

®Helenbal | , 6 Rust i nRBerfaamance Researéhsno. d (200R):.H9.

Bllinda Cassens Stoi anpbeingAreahiniingg PReridrioancaRaseash b,y
no. 4 (2002): 133.
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Considering the notion of the musical archive, musicologist Lydia Goehr
discusses the nineteerthntury emergence of the idea, put forth initially by Liszt, of the
canon as a kind of musical museum or archive
for O6an assembly, every five nyseiadkesr eed bhbye swthiéc
be ceremonially performed every day for a whole month in the Louvre, being afterwards
purchased by the gover nmetiAs &Groek hpdediyit £se d da
was hoped, these worluld be played every so of@rforeved'®*Thi s O6museumd, t
comprised both the experience and memory of these pieces in performance in a venerable
institution, and the governmeata nct i oned publication of the s
intentional object$ neither the score mahe performance but something A@ducable,
between the twd &ould be heard iperformanceg justas often as paintings and
sculptures wergiewed by gallery visitor®Otherwise they would be stored away, but always
under thecondition ofreadinessor exhibitiom*®* Linked to the emergence of this idea of a
canon of o6worksé was the devel opment of the
concert pedolmersand dohduciors, audiences were asked to be literally and
metaphorically $ent, so that the truth or beauty of the work could be heard indit&&Fhese
halls, then, became the institutions guarding the work of music; that is, an archive, perhaps in
the fashion Derrida describes: a form of house arrest that we still seeToday.
subsequently, implies that there is a O0right
or less the same every time. None of the scores discussed in this chapter can operate this way;
their openness resists it and they require a diffeiedtdf performer agency, one that is not
6sil ento. It is interesting to note that the
canonical idea of a score: they resist the idea of objectification and rely on performativity, on
difference in everperformance and on affording different things to different performers. For
example, a first glance at the scoréafiss av stagmight suggest that it would fit in a
musical museum because it has particular physical properties, due to the treatrmeent of th
paper and its physical presentation: it seems a stable artefact. However, on closer examination
the nature of the text is such that the realisations of the score will still change, depending on

what happens in the context in which it is performed. Wthikiscore suite the musical

162 ydia Goehr,The ImaginaryMuseum of Musical Work©xford: Clarendon Press, 1992), 205.
163 |pid.

164 bid., 206.

165 Goehr,The Imaginary Museun236.
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museum? Perhaps so, if we find a way to document a changing score or realisation via the
performance.

If we then move the focus to the performative aspect of the archive, Diana
Tayl or 6 s q u e:dsdperformanceshatavpigh disappeaes, or that which persists,
transmitted through a nonarchival system of transfer that | came theapertoire?61 s
there, then, a true and convincing means of documenting performances, or do they,
essentially,vanish Tayl or 6s comment carries the implic
performances not purely through conventional méasisch as by documentary texts or
recordings, which cannot reveal everything about a perforniabaerather incorporating all
the diffelent ways in which performance remains: through memories, embodied experience
and so on. hatdaepsionsmigla pekfkagmancé lsehaviors stiat/would not be
recognized in texts and documed? Similarly, Rebecca Schneider questions the very
essentialisation of performance as ephemeral or an act of disappedtbweeconsider
performance as a process of disappearai@ephemerality read as vanishmeéregrsus
material remains), are we limiting ourseltesan understanding of performance
predeterminedby our cultural habituation to the logic of tachived16®

Taking this a step further, Helen Freshwater arguesttisadpossible to view
performancetself as a form of archiving as it creates a spasehich sociakexpressioré
can be reflected, developed and articulatétin this project, the photographs from the
museum archive have transmitted something to the compdserther composer would not
have interpreted the photos in the same way and already, datieswe see that the archive
may Yyield different responses, depending who is looking at the photos and the context in
which they consider them; in this respect th
performative. However, there are also othadk of archives in this project: the museum
itself as a resource for the project, the <co
which might in themselves form a different kind of archive. In none of these stages is the
archive entirely stablend likewise we could also see performance as a kind of archive: a

lodging of sounds, ideas and experiences in the minds and bodies of all those who experience

186 Diana Taylor,The Archive and the Repertoire: Performing Cultural Memory in the Amefiasam: Duke
University Press, 2003), XVII.

17 bid., XVIII.

Rebecca Schnei der , Pé&fBramingfRemamns Arcaad WReimTaniesiod Theatrical
Reenactmer(Abingdon, Oxon: Routledge, 2011): 100.

169 1bid.
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it. In this respect the score and performance are perhaps on each side of an archival continuum
which could shift depending on context.

Finally, then, these questions of archive and performance help to clarify the
overarching research questions of this project with regard to the purpose of the score, and its
potential for creative affordance, iefiormances where not only are many decisions left open
to the performer, but the context becomes a significant factor in the process of realisation. The
site-specificity, here informed by consideration of notions of archive, transforms the questions
of the performetfinstrumeniscore relationship and how that relationship may inspire the
creative output; questions initially examined in earlier projects, but without the explicit
interaction with site and context. All the pieces discussed in this chapsamesvhat open
and require the performer to participate actively, in a collaborative development of the score
They invite an iterative process, contingent on the experience of performance itself: the scores
afford different approaches depending on theextnwithin the museum. The performer is
then inspired creatively in different ways by the same score, according to the particularities of
the situation. Through this project in Old Linkoping | designed performance situations which
allowed me to further mgreativity via the process of interaction with score, instrument and
context. However, beyond this personal artistic development, this process also offered a
method: a conscious evolving of ways to provoke different forms of creativity from oneself as
a peformer through simultaneous practice and reflection upon that very process, to expand

creativity further.
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Project 5: The Souvenirand the performative affordancesof
interaction with objects

Introduction

Project 5 further develops approaches to the idea of using an object as a score, started in
Project 3. However, this project uses an object of great personal significance as the score,
with particular implications for theesearchquestions:

The background to this project is quite particular. There are times when objects of various
kinds have to be inserted into our bodies in order for them toidungtoperly.Becausamy

S 0 n 0 sbore Kidirotlgrow as it shouldiue tocomplications at birth, he had expanding
metal wires springsi inserted in his head (see figuZkand2?2). Six months later, when

the springs had done their job, the surgeonk them out. We kept one of them as a souvenir

T hence the title of this projettand in this practice research projea $bring acted as a
stimulus for creativity in making the work. The creation of the piece was developed from the
guestion of what faction the spring might have, now that it no longer agitg initial
purpose as a medi cal i mpl ant . I n this case,
experimental, performative context, as a musical object of some kind. As in previoussprojec
SR was employed to reflect upon my creative choices. In this case, SR was a driving factor
behind the recorded background (explained below) that was created to support creative

decisions in the moment of performance.

Objects in experimental music practices

One feature of experimentalism is that it encouragesspenialists to participate in music
making’® This can be facilitated by the involvement of objects that are used in everyday
settings The ubiquity and ease of operatioratifsorts of found objects from different
environments which might include things such as tools or kitchen appliances, alateri
from around the home or outside, foodstuffs, and sbmeans that anyone can use them to
create something. The processes and results vary considerably with diffenghsimilari
objects and different practitioners. The Vegetable Orch&Stfar, instance, makes
instruments out of fresh vegetables, which are then manipulated to produce interesting

170 Jennie Gottschallgxperimental Music since 1970ondon: Bloomsbury, 2016), 8.

171 See http://www.vegetableorchestra.org/.
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sounds. This use of easily obtained objects is one approach. Another is to use objects that are

rare and not used in everyday ljfas in the current prect.

Figure21. Close up of the spring used fdhe Souvenir

Figure22. Spring, size indication in relation to hand.
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Either way, one approach is to build instruments out of objeotsnstance, Bart Hopkin is
an instrumentaker who builds versions of conventional musical instruniefitdes,
guitars, and so onhbut also new instruments such as the ostinato machine: a-dnvten,
semiself-playing instrument that produces repeatessical patterns’? Others take existing
instruments and rebuild them, or deconstruct their parts for use as instruments in themselves.
An example is Andrea Neumann, whose exploration of the resonances of the piano led to a
reduction of the instrument, dealing everything except the stringsundoard and frame to
make the Inside Piand®A third way involves using objects as instruments; that is,
experimenting with their inherent qualities as opposed to reconstructing them.

In Project 3 of my PhD resezh, Umbrella Resistancea collaboration with
composer Cheong Li, an umbrella was used as a score upon which graphic notation is drawn.
The umbrella was also used theatrically, operated actively on stage by a second performer.
Here, as in the current project, the fact that obj@ashreedimensional opens up new doors
into creativity which conventional notation, and also graphic and text notation, perhaps
cannot. Thanks to its threBmensionality, an object invites us to touch, feel and play with it.
Thus, the sense of touch paps takes a more prominent role over the other senses when
making music with objects. However, as Richard Coyne argues, no one sense has power over
creativity: o611t i s..itrh atth e rteeant¥liwethepusetaved edre stoh
sense dikerently, and with a different degree of significance in mesiaking, this brings a
new connection point to creativity which results in a kind of resistance between the Aénses.
the initial stage of just touching the object, the imagination startetdhfe creativity which
may then yield musical responses. The actual touch and feel might make it easier to unleash
creativity, as opposed foor certainly differently ta (for instance) responding to a text score
usingan i nstrument . i Whialle pormaeds cesnwenth an i ns
habitus or expertise, might | imit onebs crea
never played in this way, creativity might flow more easily. With an umbrella, as discussed in
Project 3, in staimig to work with the object one inevitably starts to involve the movements

and gestures that o6belongdéd to it, that are e

2Bar t Ho p k i-Ma, ¢ hoi BeseHipkina2018, accessed 27 November 2019,
http://barthopkin.com/instrumentarium/ostinat@achine/

6 Andr ea Nabar®@or 2089, accessed 27 November 201t8p://laborsonor.de/choreographing
sound/andreaeumann/

"Richard Coyne, O6Creativity aThdRoBtedge Compailidnéo Cleatigitn y of t
ed. Tudor Rickards, Mark A. Runco and Susan Moger (Abingdon: Routledge, 2008), 29.
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umbrella. In this way it may be easier for the musical performer to expsiod her

physicality or embodied response, making use of the performance space from the movements
and gestures already connected to the object. In relation to one of my key research questions,
concerned with the extent to which an instrument either limits or ingpeastvity, the object

in this project might be considered as an aid to escaping creative restrictions and limitations.

Object functionality and significance

The basic idea behind this project was to explore the function of the spring. Once, this object
was inserted into a human body and had a certain function. Now that it is outsidginis or
context, what could its function be? Also important here, though, was the personal
significance the object has for me, and how, or whether, this should somehpwaent in a
performance situation. Of course, in a performance situation the audience may not know what
an object is, or have any idea of its function or significance. Therefore, | wanted the object to
become part of the creative process, not just atradi entity. This raised questions of what
the function of the object could be, in the piece, and how it might be used in a musical
context.

These questiorisof how meaning or contextual information is carried in
musical sound are connected to thosé musique concrete and acousmatic listening, terms
coined by Pierre Schaeffer in his consideration of the extent to which listening should focus
on the qualities of the sound O6itselfdé, as
its mode oftransmission. One of the questions that has been central to my project is whether
or how the object should be presented on stage. Should it be concealed, inspiring the
performance but not itself presented, such that the music is perceived as abstds& $hen
sounds would, then, be unrecognisable from their source. In consiteFingture of
acousmatic sounidsound that is heard, but without its origins being appér&chaeffer

writes:

the concealment of the causes does not result frimehaical imperfection,
nor is it an occasional process of variation: it becomes a precondition, a
deliberate placingn-condition of the subject. It idward it, then, that the

guestion turns aroundVhat am | hearing?. . What exactly are you
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hearin@i in the sense that one asks the subject to describe not the external

references of the sound it perceives but the perceptionitself.

Treating my object acousmatically, the focus would, then, be totally on the sound itself and
not on the spring as abject. However, for me the importance of the object itself was such
that this was not an optio@ne idea that was interesting was to mix acousmatic sounds with
live sounds; this offered a way to explore the ambiguities of oapettound and their
relaionship.

In order to better consider these matters, | examined related work in the field
with certain similar concerns or thematics. The experimental electronic duo Msampted
the sounds of medical operations for creative use in their adb@mance to Cut is a Chance
to Cure(2001), using sounds from surgérg laser used in eye surgery, for instante
create musié¢/® The samples were then rigorously edited andipudated, treated as
compositional material faaproduction playing on the relationship between the often
abstractsounding music and the knowledge of its origin. In a very different context, but one
in which, as in my project, objects become musicatumsénts, some of the work of the
Vegetable Orchestra has a similar process: in sontewbrk, it 6 p-reerded the sounds,
then composed pieces via computer, and after
the recordi ngs,ongertekififsi it emer odbc an’"Imtmee leggp!l an
case of the vegetables, the only way to know what vegetable makes what sounds is to see a
live performance. Otherwisé is just abstract sounds.

The same applies to Matmos and their soundgeiflo not know where the
sounds come from, we hear this as electronic dance music. However, knowledge of the
origins of the sounds adds a new dimension to the music, changing how (and what) we hear,
and how we understand it. With the Vegetable Orchestrant) no understanding of the
context means that one is unaware of an important aspect of the music: the fact of fresh

vegetables as instruments, but also, therefore, their perishable natbhessduivenimproject

"pji erre Schaef indudio Guktuen ReadingstiniMes #usic ed.Christoph Cox and Daniel
Warner(Continuum Books, 2004), 77.

E]l ana @oaarndcadm,g & o Rhinoplasty: Mat moWHYY22 Agile@ls, Sur gi c a
accessed 27 Nov 2018ttps://whyy.org/articles/danciag-rhinoplastyhowmatmosduo-turnedsurgicat

soundsinto-music/

"The Vegetabl e Or Thé\egetableaQrchest@accesset 28d\Naveniber 2019,

http://www.vegetableorchestra.org/qa.php
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the same issue applied; if waly listen to the soundst is impossible tdell what they are or
where they come from. A soluti onCrackersa hi s mi g
@ortrait of a city thr oudmCradkers Ottawd2000), ng bone
for instance, we hear cracking sounds, recorded and manipulated, but one cannot tell that they
are made from the cracking of human joiktswever, in order to acknowledge the source of
the cracking, in his live performances Migone uses@cerced audievisual material of his
right ankle cracking. This is projected on a screen while he repeats the same action live,
projected on another screen. Migone thus uses a mix of recorded soufrdsppded visual
material and live gestures to enhanceegigmce of joints crackingdn the audio CD of this
project, the musical tracks are interspersed with recordings afreker$talking about
what it feels like to crack their joints; again, the music itself could be received as purely
abstract, but Migne surrounds this with contextual information that changes our listening.

The fictional filmSound ofNoise(2010)also helps draw out some of the
thinking behindThe Souvenit’® The film comically depicts a group of percussionists who
perform illegally at various institutions in a city. One of the institutions is an operating theatre
in a hospital, where the musicians perform on medical equipment as well as on a patient. In
thscase it is not a question of a |live perfor
experimentalism in a fictional, fixed setting. In the film medium, we see and hear everything:
the instruments, how they are played, and how they sound. We albe semtext of the
operating room and all that that may entail. Here, one of the issues is the question of fiction
and reality and how it may affect the experimental processes. The film is quite humorous but
the settings serious: an operating room. IrigHtictional context, the performers can of course
turn usually impossible creative ideas into practice: no ethical issues apply! In contrast, the
reatlife origins of the spring undoubtedly restrict some of the choices, in terms of what |
regarded as fednde or appropriate.

Related to these issues of reality and artifice is the question of copy and original.
In the film, the medical equipment is real but the patienti®py§ or representation: an
actor. What would have happened if the patiemteanoriginal, a real patient? Would the

scene still have been comical? In my context, what if the metal spring wasdaoigaraloi

Christof Migone ChrigtacEMigonelaeessed 28 November 2019,
http://christofmigone.com/crackers_ottadwa
96Sound of Noised, YouTube video, 3.30, posted by o6nc

https://www.youtube.com/watch?v=NtlvRcdY3nc.

96



not an actual medi cal spring that had for so
it have had the same effect?froe, on a personal level, it is clear that the background story
of the springaffectsmy creative choices; using a copy of the spring or a fictional background
story would not have inspired me to the same extent or in the same ways. Likewise, the
dramatice f f ect of telling an audience that the s
significant: its authenticity matters. This is not to say that any single approach, whether it is
fictional, real or edited, is more valid for making interesting creativedsoand music. What
matters is thelifference here, and the significance that takes on. Every choice made during
the process affects the artistic outcome artié&iSouvenimproject | had to examine and draw
on the reality of the situation in a very tarigilway.

The umbrella ifUmbrellaResistances a copy: the umbrella converted into a
score and used in performance was not used in any of the Hong Kong protests. That work is a
musical reimagining of an actual event: it does not attempt to convey a real situation. Thus,
the umbrella becomes a symisadrtefact; something that can be used freely, creatively, like
the artificial human patient iBound ofNoise Additionally, the umbrella is not used as an
object with which to make sounds (at least, not intentionally): it is an obijgctvhichto
interact. In contrast, ithe Souvenimproject the spring becomes the actual sound object.
The interactive artworlpnea(2016)*8° by media artist Vanessa Vozze,an example of
6real 6 obj ect s u sieantaxtApneaconsists gf thieemmenvironmezitw ar t i s
an exhibition, an interactive environment, andrtual reality environment whi ch &éi nvol v
visitors in % Apneaa s pl the dnensionmobtlye @motions migrants
who venture outd tomecrpags tolfe tsheeadaramnwor k i ncl
t h e ®ariginal artefacts found at the locations of shipwrecks are taken into a new context
and ordinary objects, such as toys, take on a particular significant power in this new setting.
The significance and symbolism of a toy car in this coritexthibited ina box but also,
when one puts on the VR headset, floating past, in the sea, makes us think about its owner and
his or her probable fate: it acts as a simple but extremely powerful symbol of childhood,

memory, loss and death.

Wsee, Vanessa Vozzo and Taadlntesantigity imBozumanitary StorytalingeThes i v e n e <
ApneaC a s e SStientifig Jdurnal on Digital Culture$ (2019): 2738.
181 pid., 31.

¥2Vvanessa Vo zvanessa\wZacessad20 March 2018{p://www.vanessav.net/apnea/?la=en.
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The Souvenir the process

In selecting a spring that had been insertéainmy s o n @ choseae @j@ct of particular,
personakignificance that | wanted to use as an impetus for an open, exploratory, process.
Thisincluded elements of composition but left a lot open to the inspiration of context and the
moment. | wanted to set up a performance situation with creative possshlitt also a frame

to support that creativity in order to explore the relationship between performer, instrument
and score. | wanted, in particular, to investigate what could be afforded by the kpvinig

could inspire the creative output and how ight influence or transform the role of the
instrumentAs | will explain below the spring forced me to make performative decisions that
could not have been made without it, pushing me as a performer in new directions.

The spring is made of stainlessedtand is kept inside a plastic jar. In
experimenting with this object as th®rtingpoint for developing a piecégxplored, for
instancehow the spring sounded inside the jar when shaking it. | also took it out of the jar
and used it as a percussive device against other objects, such as the floor, the flute, a chair,
and the jar itself. Thus, at first there was an explorative aspect podjeet. Then | tried to
find sounds on the flute that somehow could connect with the percussive bgumadsiving
the object itself. | also considered the function of the flute and recorded a selection of samples
deliberately intended to be conventiboadlute-likeG longer tones and glissantke
shapes, exploiting weknown characteristics of the instrument, where there is no ambiguity
as to the source of the sound. Now | had two sound worlds: the flute and the spring, but how
should I join themogether? Again, | considered function, particularly. The spring had
changed function; what, then, if the flute also changed function and became something else? |
therefore started exploring processing effects to alter thie poopertieof the flute. lwanted
some of the effects to sound similar to the flute and spfings for some of the long flute
soundsfor instance, | used long dra@nd for theshorteronesof the spring | chose delay
and echo effects to enhance the staccato feel. These svandsed in performance together
with live flute playing The adding of the effects followed, to a large extent, the same thought
process as the originatnic outcomethat is, a more explorative approach at first and then a
more conscious aspectttie process. This whole process relied on iterative procedhuss
stimulated recall was an effective method to draw out the choices | made as a performer both
in the momenandin the more compositional aspects of the recorded background, thus

enablingme to continue making creative choices.

98



From the abovet is clearthatthe first part of the project was an exploration of
the possible sounds of the spring and jar. This phase was, as Gottschalk puts it, a kind of
6l earning by®Thsakocesspd epmhams g by makingd was b
and compositional; improvisation is always a part of what | do as a performer in this piece,
but with a good understanding of the recorded background, combined with an openness to
change according to ctaxt. Thus, when setting up a performance situatioii hier Souvenjr
both compositional and improvisational, performative elements are a part of the process, but
their significance might change depending on the context.
The sounds from the objeaisre percussive, but | am not a percussioAist
Gottschalk says, using unfamiliar instruments or objects without expertise is often employed
in experimental practices as advantage in the learnidbg-making mindsetbecause® y o u
dondt haveytowdkhkmowWwewpamtdocess and result Ocan
interesting as a result of “eperformerovthr s t hat a
expertise in percussion might have approached the objects in a totally different way, but
possibly with moe conventional and less experimental results. Gottschalk also discusses the
use of objectsinmusima ki ng, comparing it to aspects of
with intention or pr eaAgain eplack af preconbeprtsorwi t h cu
prejudice as to the soumdaking potential of the objects or techniques to use on them perhaps
left this process more open and playful, while in contrast, with alfkeéebject, | might
have a less experimental process
At this point in the proessthefollowing questions remained to be resolved
before a performance could be finally developed:
1 To what extenshouldthe object itself be on stage at a performance? Should it just be
on display?
1 Should I or another performer play the object?
1 Shoud I tell the story behind the object? How abstract should the performance be?
This involved determininfow the object should be presented, and whether the audience
should be aware of the history of the object. The options \{Ereot shoving the objet or
telling the audience anything abatias the inspiration for the performance (that is, not using

the object in anyvay in the actual performancg®) usng the object in the performance but

183 Gottschalk Experimental Music59.
184 pid.
185 bid., 89.
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without divulging anything abouts history; (3) somehow teilhg the story behind the object

but not showng or usng it in performance(4) usng theobject and incluchg its history,
somehow, in the performance. Eatioice carried implications. Optimnewould render a

very abstract relation to the recorded background, with the audience experiencing an
acousmatic soundscape combined with live performance, but with no reference points. This
option would focus the attéon solely on me as the performer, with the questions dheut
objects and their function not apparent in the performance itself. The tesulivould be a

more conventional performance of a piece of abstract music. Qptipincorporating the

objeds into the performance but with no sense of their origin would also still disregard the
problematizing of functionality: it would be almost as abstract as optiariThe audience

might perceive some similarities between the sounds of the recorded lpaakdrthose
produced live, and sense a relation between them. However, the issue of function would
remain lost. Optiothreewould lessen the abstraction: the audience would know how the
objects were used to create the background and that the springdnaallgrbeen inserted

into ahuman body. This would raise the question of objects and their function, beitleav

a very theoretical level, lost in abstractions, since the audience would not experience the
objects. Therefore, optidiour seemed mosiuitable, in that it also took the question of
functionality to a more practical, performative level. If the function of objects was to be
explored as part of the event, |, as the performer, had to take a step back and let the objects
speak for themselveFhe actual function of the objects would then be explored live in

performance as well as in the recorded background.

The Souvenir performances

The performances dthe Souvenitook place at Galleri Blén Link6ping, Sweden, and in the
Music Research Centre at the University of YarkLinkdping the choiceo perform in a

gallery, with paintings and sculptures on display, meant that the objects (the spring and its jar)
could be viewed as if part of tehibition: they were, therefore, placed on a plinth, displayed
like art objects. The audience was encouraged to move around the space (though, in fact, this
did not happen: they preferred to stay still), and | also made the ddoedmpthe

performane that | should use the space myself, playing from different positions in relation to
both the object and the speaker system relaying the recorded sound: these speakers, were
fixed, high up, just under the ceiling. In this way, during the performanceraoted with the
speakers, the jar, the spring, the plinth, the flute, the recorded background, the audience and

the space as a whole; all intentionally, exploring the affordances of the different elements in

100



the space of performance. Additionally, | maywa interacted with other objects
unintentionally; for instance, at certain points in the performance | happened to move into the
light cast by spotlights used for the exhibited paintings.
| wanted to set up a situation in which the exploration of theteexes of the
space was part of the performance situation. To that end, | kept practice and soundchecks in
the space to a minimum, checking enough to know that things would work correctly, and to
have a sense of the space, but leaving my experiencthgsah any real detail to the
performance itself, so that it could lead to interesting artistic choices in the moment. Of
course, the objects and the space are not things théhdqygtedto be there, but nor was the
nature of their interaction knowntme i n advance. As SchWwhanvi o anc
playing a musical instrument, an agent incorporates it into her cognitive system rather than
simply wusing it ¥%whenathenonade the ahace not t@rbheaese tod ;
muchinthespac, and thus reinforced the resistance

abstract cognitive representations® of the s

l nstead, in a situation |ike this, the perfo
musically directed motor possibilitiesd and
physiology and the musi®¥al environment in co

In setting out his mimetic hypothesis of embodied perception, Cox explains that
understanding the sound of imstrument involves imagefiyconscious or unconscioils
related to playing that instrumel¥ While the focus of research in this aisgrimarily on
humanproduced sound (that is, live, acoustic production with instruments), Cox argues that
electronic sands are special but compatible cases; that despite the difference in source, we
still relate to these primarily as related to our motor neurons: we still hear human action, effort
and exertiordndelectronic sound¥°Co x 6 s poi nt i s rodutcedby hdnmo st mu s
acton®, butd bhecaoseel ati on and,thhegrde®ndfi nmaa a

correlation then affects mimetic comprehengmihe extent that it affects the imitability of

186 Andrea Schiavio and Hanne De JaegheP ar t i c i pMakinginyo iSensEusiinBhe Practi ce
Routledge Companion to Embodied Music Interagtezh Micheline LesaffrePieterJan Maes, and Marc

Leman(Abingdon: Routledge, 2017), accessed 28 November 2019,
https://www.routledgehandbooks.com/doi/10.4324/9781315621364.ch3.

187 1bid.

188 |bid.

BWArnie Cox, O0The Mimetic Hypot MascaeScientds noEN2001Y 2.e d Mu s i
1901hid., 3.
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t he sBThugifsthis.imagery and sound source are disturbed or manipulated in

anyway, it can be harder to instinctively map this back to a sense of where the@ourals

from&1 to our mimetic motor perceptions. This is the case with the recorded background in
The Sowuenir. Listening to just the sounds of the background, it can be hard to discern that it

is a flute playing, while the sounds of the spring are impossible to identify because we have
no mimetic comprehension of these souashis way, with the decisioto provide the

audience with the story behind the spring, as well as using it in performance, | aimed to lessen
this issue, reducing the level of abstraction in order to give the spring a more prominent role

in the performance and to foreground the expiogainteraction between performer, objects

and space as the site of creativity and indeterminacy: the audience should experience my own
use of, and exploration of connecting with, the affordances of the objects and space.

From my rehearsals, | found titae piece benefited from having fewer intense moments and
less things happening in the space. | wanted the audience to have the chance to listen to just
the recorded sounds and reflect upon the object, its soundworld and its function. At some
moments | theefore paused my actions, and lisdmmyself, to the sounds. At one point |

also walked out from the main performance space, into a side room, while continuing playing
(see exampléb) . By removing myself, | hopethet o redi
recorded background. On the other hand, walking out on the audience could be too dramatic,
drawing too much attention to the very action. (Indeed, | did not stay away very long, and so
the intention perhaps became more theatrical than intendedggstifolcus on the sound.)

This distraction, in Prie@ wor ds, 6does s omé%Phidstrcantinies: musi c ¢
60 Di st r.aattenuatesthe capacity for one musical event to point to and make us expect
anot her mu%Howexdr, | veouldargue that there are different degrees of

distraction, depending on the type of music, the context, and whether the distraction, for
instance, is perceived as intentional or not. In this case the distraction was in some senses
intentional: | decided to m@ away from the performance space; | was not forced off stage.
However, with the type of music being played and the situation which | had setwipch |

was already moving about in the space, the distraction was, perhaps, not so great and did not

91 pid.

92 E|dritch PriestBoring Formless Nonsense: Experimental Music and the Aesthetics of Raitumeon:
Bloomsbury, 2013), 120.

1931pid., 120 21.
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truly take over the performance, but rather could be seen as integral to the performance as a
whole.

The performancen York (for a full performance see out@)tused the same
basic process with regardtehearsal and the attitude to the space. The performance took
place in the foyer of the Music Research Centre, which is quite narrow but is also a gallery,
with sculptures and paintings: this was the reason for my choice, as again it afforded the
possibilty of displaying the spring alongside art objects. | decided to put the two speakers in
the corners of one, long side of the gallery. The space is not really set up for a seated
audience; it is intended as a place for people to move amuhthereforemade the decision

to continue with the gallery theme and again display the objects on a plinth.

Transforming a performerods habitus anc

Overall, this project, like those which proceed it, but in different ways, is concerned with the
core reseatcquestion of the extent to which working with experimental scores, or developing
new scores to work with, can aid a process of breaking free from training and practices. With
this project | movedurther and @irther away from using the flute as a musioatrument and
experienced it more as a performance object; the flute as a conventional instrument became
less important. As my research proceeded, the strong resistance | felt in the projects between,
for instance, the instrument and different extendeldrigues (such as with the difficulty of
playing unfocused sounds or playing quartertones, for example) has lessened. On a more
general level, through these processes the resistance between the experimental tradition and
my classical training has also umgene changes. The new experiences and challenges
became connected to and incorporated into my artistic habitus. All this new training and input
affected me to the point where | could see the flute not only as an instrument on which to play
music designetbr it, but as an object for making sounds or inspiring other artistic

expressions. An example of this is the appropriation of a percussion technique or practice
transferred to the flute (see examp: the shaking of the flute to imitate the sounds made

by the spring in the jar when shakingTihis is something that | probably would not have

thought of, had | not used the spring and jar as a mdikecastrument. The flute then

became another object; its function changed. This idea is further ewvahesdl decide in the
moment to remove the fluteds f od?.jTeint fr om
footjoint also has keys, thus making the flute into two instruments of the percussive type
discussed above. This was, then, an improvisationdgrpative action and an example of

how the habitus of the performer, in interaction with the instrument, might change how we
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perceive the role of the instrument. Another example of transforming the instrument is when |
use the jar to open and close theskef/the flute while playing (see exam®. |, as the
performer, then, use a creative response to transform the role of the instrument. The result is a
fluid-like tone which is impossible to achieve with the fingers. Of course, many performers
have to ge their instruments differently now and again as part of their professional lives.
However, if this remains a moment of oddity, divorced from their ongoing creative practice,
then its impact is limited and it remaiagthe§ outside the e r f o maimenusicd work.
Instead, here, the question was how such processes might transform and reconfigure that very
avorkd that very sense of what my practice is.

The question of the score in this project is also interesting. The score, as here a
relatively simpe and static object, could (as for instance discussed by Rédfeagm
almost redundant, with little apparent connection to the actual music played; the same
outcome could have been achieved without the score. However, in this project the strong
personal connection to the object, relayed to the audience, and the decision to use the spring
on stage, nde the score very much present: as important, or perhaps even more important
than, a conventional score used in classical performance. This ig femtienced by the fact

that the score itself is then used as a musical object.

%4 aur en Rreedpheting @raphidNotation: Caroliteu c ,daui@n Redheatblog), 20 January 2013,
accessed 18 November 2019, http://weblog.laurenredhead.eu/post/41009584777/inteyaehicgotation

carolinelucas.
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Project 6: Music and landscape: Explorations at Tinnero

Introduction

This project explores landscape as a form of score and as a site for creative musical
inspiration, examining what happens in the interaction between performer and site in terms of

music and sounds.

Figure23. January 2019 at Tinnerd. Le!

collapsed stone wall. Right: morning vi

of fields.

The site of this exploration was Tinner
fossil fields from the Roman Iron Age. The fields in the landscape are full of signsnaih
activity, such as stone walls that acted as boundaries, earthworks, graves and ramparts.
However, it is not the individual ancient monuments that are primarily of national iriterest
no matter how many and well preserved they maly lngt the actualdndscape as a whole.

In this commentary, | first discuss the key underlying issues concerning
landscape, the environment, and how we experience these through performative participation.
Subsequently, discussions of selected examples of other artisticagiqris of landscape

help further examine my research questions and situate the approaches in my own project.

105



Landscape andart

Landscape might be regarded as a hybrid of nature and culture. The landscape is a form of
cultured nature, not to be confused with environment: as Wyness argues, the former is
everywhere, and 6is both human aad wheueas$s @
|l atter 6is a specifPrHcag!| gl somamsiconstrhat i én
iNatureo but is overinothetwonls, thelandscapeusragantofact i o
us and we are a part o experiegnce oHamdsappetislae n sugges

e mb o di é°Theocangekt of the body in relation to the landscape provides, according to

Tiley and CameroDbaum, oO6an exi stential ground for our
and of it, we act in relationtoit,@ c t s Mo ruesodv.er , ébodi es and | at
produce each other in mutual relationd and 6

acts on us through &%This meand tha a gerformeranfa landacape b o d |

could be both subgt and object, and the landscape could be experienced

from the O6insideo, through kinaesthetic sen
about postur e, position and movement, or fr
among others intersubjectively constituted through aiatuielation with

other persons in culturé®

One may then assume that performing sounds in the landscape will change the embodied
experience ofhe landscapdor both the performer antieaudience. This is exemplified by
Carrlandsby Mike Pearson and John Hardy, a series of three sound compositspied by

a landscape in North Lincolnshire, incorporating music, effects and the spokefftvord.

Pearson and Hardy took inspiration from tloea, fauna, history and geology of the site. The

¥James Wyness, OPerspecti ve €onemporara MudicRewe84eno.4Sound, anc
(2015): 304.

%Bennett Hogg, OHealing the CContempdnarg Music RelieS nbs4c ap e, N ¢
(2015): 282.

197 |bid.

198 Christopher Tilley and Kate Camer@aum,An Anthropology of Landscape: The Extraordinary in the

Ordinary (London: UCL Press, 2017), 7.

199bid.

200 |pid.

2016 Car r [The Calrkardds Projec2007, accessed 2 January 20@fp://www.carrlands.org.uk/default.asp
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listener is invited to walk around in the landscape while listening to the compositions on
headphones: the pieces are available for download as twelve MP3 files, accompanied by
instructions that call thaesttener to action in the landscape. At the same time, Pearson and
Hardy also allow for the possibility that the piece might be listened to elsewhere, in any
space, but viewing photographs of the location; the sited experience is quite particular, but the
piece can also operate differently, referencing the Isitthe first track@nitterby Carr§ the
listener is invited to imagine the landscape as it was viewed historically, as a mysterious place
filled with danger, witches, creatures and phenomena erbary superstition. According to
Pearsonthe listenertakep art not only as an audi ence memb
participant i A?AmRearsonexgain€arraralsi isomd.nt ended t o €
the understanding of the landscape througha ve engagementd and O6pro
approaches t o a%Theaudiéncéiamdtinghis paseethe audienzenigalso a
kind of performeii then gains a new perspective on the landscape through different kinds of
activities.

Examplesof sound art and music in landscape such as this may be traced back
to thelandart movement. Many artists in the 1960s and 70s moved out of art galleries to
create art projects in landscapes. The processes could include taking materials from the
landscapé stones, flowers, water, and so’ioand incorporating them into an artwork, or
using the landscape as an environment forspegific performance, sometimes simply
working with whatever was found there, or sometimes bringing additional materials from
elsewhere into this landscape. A key example by a pioneering figure in this movement, on a
monument al scal e,SpiialsettyRlO#)gee figubedd| at460metraldng
spiral reaching out into the Great Salt Lake in Ufd4The spiral is made of mud, stones, salt

and

202 Mike PearsonSite-Specific PerformancBasingstoke: Palgrave Macmillan, 2010), 82.
203 |pid., 83.
2046 Hol t/ Smithson Foundat ihttpiWhplismithsorfoursdatiencdorg’2 January 2020,
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Figure24. Robert Smithson, Spiral Jetty (197¢.

S0 on, ands only visible when the water level drops to a certain point. At the time of its
constructionthe water level was very Igwowever jt subsequently returned to normal
levels, such that the artwork was covered with water for many years. The spiual is th
sometimes visible anak other times invisible: we know it is there, but cannot always perceive
it.

On a small er s c ALireMadsbWalkingl{1867)dLongo n g 6 s
walked backwards and forwards in a field, until the grass flattened andble Viisé
formed2°® He then photographed the line as documentation of his intervention within the
landscape. The two works described above exemplify different approaches to the landscape:
Smithson adds things to the landscape, using natural materialeatmgra form that then
amplifies something that is already there (the shifting water level), whereas Long adds
nothing at all, but his actions have a significant impact upon the site.

Referring to sound art or sound works in landscapes, Gallagher mmakes

di stinction between transpositional works, 0

materi al f or sound wor ks t hmsttuwar &« sau diwthieo e d

205 See http://holtsmithsonfoundation.orgy/.

26 A Line Made by Wal ki ngo,httpsi//awwetate.oeycikdaet/artsvarks/lomgling-anuar y 2
madeby-walking-p07149
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audition takes pl ace wftChrilands ashdiscudsesl abibveec ap e s i
couldpotentiallybean example of either approach. It isiarsituwork when the listener is in

the actual landscape, dutould also be transpositional if the tracks are listened to elsewhere,

while looking at the photographs. Wever, many works are more characterised by their

distinction between transpositional andsitu approachesrhreeSongsby Jennifer Walshe

[@}

uses landscapes reimagined as vowels and vowels as land883phse sounds ar e
using a combination of thiaternational Phonetic Alphabet and photographs of the landscape
around South Dublin County. The latter are used in conjunction with-seasi®ns of the

vocal tract to indicate specifictongpeo s i t i ons PThisisthenasi nger 0.
transpositionaivork: the performer and/or listener do not have to be in the land€Cdpe.
contrastEcho Piecg2009) (see figur@5), by Michael Parsons, is am situwork:?!1it is an
environmental soundiork in whichthe performers explorthe acoustic properties of a place

by moving and playing. The audience and instrumentalists move through the location at
certain intervals, playing short notes to create and listen to the nature of the echo in different
positions. These echoes will be spedifichis space and could not be produced elsewhere.

2’Mi chael Gal | agh elnSitwCanempbrarg Mugie Revieddd rio.o4 (2015): 316.

208 Jennie Gottschallgxperimental Music since 1970ondon: Bloomsbury, 2016), 172.

2Jemi fer Walshe, 6fiThree songso by Ukeoirn O6Connor 6,
accessed 20 March 202@tps://soundcloud.com/grupat/threengsby-ukeoirnoconnor

210 Gottschalk Experimental Musicl172 73.

211 |pid., 236 37.
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https://soundcloud.com/grupat/three-songs-by-ukeoirn-oconnor

/ > - & /
Figure25. Michael Parsondscho Piecg2009) at Canary Whatt?

As Gal | a ginhsitasoyndiart ;itervenes in the relationship between
culture and nature, thereby reworking landscapes, albeit in ways that may becsieall
temporary and di®Pfai ss&thsRHdacaeworks the landstapetingh .
moment, but as soon dgtmusicians and audience leave the space, the landscape goes back
to normal; this is, then, a form of temporary reworking, and nothing remains: it is difficult to
articulate what this temporary reworking consists of. It can, though, be relevant to discuss
how this ephemeral experience of and in the space affects the musicians and audience, or how
the sounds work with the space. This fed into my thinking for this project: | considered that
the affordances and resistances of Tinnerd, as a specific sitedtive interaction, might be
interesting to explore, especially in terms of the perfofim&rumentnaturelandscape
relationship.

Sansom argues for a owith/of/ fordé appr
performance, wher ei ance) gomceppua and practecal, ara inidthtegp e r f o r
through performative pa%Sansanidgseribes artisticatiategies t h e
where a | andscape practice is produced Ot hro

waiting and simply not kneing what the next step might be (across widely ranging

212 Seg http://centrefortheaestheticrevolution.blogspot.com/2009/06/pu® by-michaetparsons

curated.html.

2’Gall aghepe Auadnoddca3lo.

2“Matthew Sansom, ODi-eposvemgl @Dgiatati esmpl Oaabi ons of E
Contemporary Music Revied4, no. 4 (2015): 272.
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timeframes), alongside clearer kinds of directive (often apparently immediate) insight as well
as other more questioning °2RFinalty,sSansdmagues i ve pr
that if a prodictive relationship between self and landscape is affirmed through the practice,
6it can be understood as for the ihfitmdscaped:
without any sense of Aaudienceo otdsoeaf t han t
r el at i%63pisahlettgistan installatiorfor the landscape, dfsis impossible tdknow
when the installatiowill be visible and it thus lacks an audience. There could, then, be a
point in not performing in the landscape for a conventional audience; instesachight
explore the o0for the |l andscaped concept.

Stefan Ostersjé and Bennett Hogg, membetheif andscape Qartet, whose
aimist o 6i nvestigate the creative possibilitie
natur al environment; and to consi detYhatehe phi
constructed instruments in the landscape thdt¢h&@ nge t he OoO6practices of
and creativity beyond that of simply resituating an already established cultural activity in
anot he f8Thapis they did not want just perform their musical instrumeritgyuitars
and violinT conventimally but in a different space (the landscape), but rather wanted to
initiate a kind of sitegeneric activity, where the site changed the nature and use of the
instruments as much as the use of the instruments changed the site26ghows a photo
of atreeguitar: a guitar attached to a tree using fishing lines. A violin was then suspended
from the fishing lines to function as a resonator, creating addiagolian harpOstersjo and
Hogg thus used the landscapeaamspiration to reinvent their itkimentsithis action also,
in a way, bypassed aspects of their artistic habitus. In certain re8psctseanscended or
transformed that habitus through the (re)invention of instruments. We might argue that it is
i mpossible to remove onedés habitus, but it =c
practices, which then, through repetition and haligation, changes what one experiences as
oneds own practice. The effect on the | andsc
performers becomes embodied and incorporated in their habitus. Again, this understanding
became something that was explored inmayk at Tinnerd, experiencing quite what the

instrument could afford this specific landscape, and vice versa.

215 |pid.

218 1bid., 275 76.

2"6Landscape Quart et 0 httpsi/tacdscapecualtetdrg/dbaudl uary 2020,
2Bennett Hogg and Stefan ¥stersj %, odfuRadiGtiasnsTrefe Ecol
RiverVi ol i ns and t he GGotarparagyMusicRes34 no. ¢ (2015): 336,
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Figure26.TreeGu i t ar at Devi | 0 s,by8iefar Ostersjpland BehnetinHogyr | a n d
2013219

Explorations at Tinner®

The explorative project at Tinnerd effectively used the landscape as a score: it formed the
final stage in my various explorations of the interaction between performer, instyament
score.lf one reasthe landscape as a scooebk realised in the site itselfjs inevitabk that
onewill produce arin situperformance practice with more of &f-the-landscapésense to
it: it would comprise a practical exploration of the landscape. This took into consideration
what is afforéd by the landscape and how it might inspire interesting, creative outputs.

| visited Tinner6 a number of times between January and September 2019. At
first the visits were purely exploratory, and | chose places | had visited previously. In these
locatiors, | was familiar with the surroundingbut| approached them in various ways,
getting to know them differently. For instance, | listened more intently and searched for
interesting sites which could inspire me creatively, whereas on other visits | lmachbese
focused on simply enjoying the nature. As this first part of the project was in January, the

weather was cold and snowy, and certain interesting features in the landscape were hard to

291hid., 336.
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discern. When the snow disappeared, | expanded the field ofatxpis and took longer
walks. This second phase had a focus on borders and fences as the creative impetus.
Subsequently, | started researching the site via maps and disctheetecation(see figure
27) with the oldest traces of human activittythe areathis became the main focus for the

project.
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On researching the area, | discovered that it is prohibited to make any kind of
noise that might disturb the eneirment, including playing musical instruments. This forced
the project in a certain direction: it had to become transpositional in some way. | decided to
use field recordings, both audio and video, subsequently manipulating them in different ways
(away fram the site, after the visit), for instance by adding flute playing. In order to focus this
work, | produced instructional scores inspired by the(sge appendix)6 The explorations at
Tinnero yielded a lot of material in the form of field recordingfsequent musical responses
combining field recordings with additional musical material, photographs, videds
instruction scores; | have made a selection of these to comment upon. To provide a sense of
thedifferent approaches and their processes masights, | comment below on the three stages
described above: the first more exploratory phase, the second phase focused on borders and
fences, and finally the more focused approach, which included creating scores and edited

recordings.

Phase 1
As noted above, the first visit to Tinnerd in this context took place in January 2019, when it

was very cold, with snow covering the landscape. &fiectedmy perceptions of the location

and the choices | made. For instance, the cold made it very Hitbquiay for an extended

period. Holding a piece of metal without gloves on at temperaturd® & -15°C is not to be
recommended. With gloves on, oneds playing
balance of the hands, along with the ergonomicsembodied feeling of the flute, are wrong.

The resistance of the instrument is, in this case, different from other instances of outdoor
performance. | have plenty of experience of outdoor playing: | served my conscription in an
army band in the northf ®weden, and have therefore played outdoors in most weather types.
Certainly, wind and cold are the hardest weather conditions to cope with when playing the
flute.

One option, then, was to go ahead and play with gloves, working with that
particular formof resistance and treating the possibilities and limitations as interesting parts
of the process. However, dteethe bitter cold, the gloves were made of wool which could get
stuck in the mechanics of the flute and were potentially damaging to itdedethen, to use
only the mouthpiece: in this way, | could wear gloves and play for longer (see exa&nple

220 Map retrieved fronhttps://www.linkoping.se/contentassets/cc2b074db4c0472d91cd7b547cf17126/gravfalt
domprosthagen.pdf?4aa79b.
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Using only the mouthpiece,isf course quite limiting; butit also opens up new possibilities.
Having removed the mechanics of the flute, thggbst limitation is only being able to play a

few notes. However, glissandi can be produced by puttingefidgsrs into the tube, which is
impossible with the regular flute. Each of the three parts of the classical flute are interesting in
themselves, ahusing only one of the parts forces one to think differently. The mouthpiece,
alone, can produce a tone that is recognisable as a flute, whereas with any of the other parts,
alone, this is not the case: it will not sound like a classical flute tone. Thegei playing

the head joint only, with gloves, outside, in the siics@mbined to challenge the sense of

what the instrument is. In this respect, the first part of the project became an exploration of the

instrument just as much as the landscape.

Phase 2
When the snow had gone and the landscape permitted longer explorations, | decided to spend

more time walking, to get a sense of Tinnero as a soundscape. Here | drew on the practice of
soundwal ki ng, whi c hanyscsrsian whosempurdosef id listemiag as 0

t o the e #With soah enleroad dfinition, soundwalking can take many forms.

Janet Car diHerflLong BlackHail 2wadl4k) o6t akes each | ister
mysterious jour ney tcéantury pathiwayCretracing the fooBtaps &fé6 s 1 9
anenigmaticdark ai r e d ?’WTohnea nléi.st ener i s guided by Car
clips, and is also prompted kbbok at photographs. This kind of audiowalk therefore combines

visual and auditory input; in this respect it is rather karlands discussed earlier. Other
approaches to soundwal Bisplagd Sound Walkg0d0)¥ ol ande H
Gecordingpf sounds of a walk along a specific rolt
headphones who are instructed to make the same walk but at a differamteThere will,

then, be a difference between what is experienced (primarily seen) livewhaht heard,

and this, Harris argues, Oprovokes a percept
influence on the vi s &dVyexpenahceofniffecent soursigamds e o f

their impact upon my perceptions, but algmnmy preconeptions, of a place played an

2lIHi | degar d West er k%ommg Heritag8pno.d (1974)1 1B.i n g 6 ,
2226 He r BU ocancgk Catdifi/Millér, accessed 3 January 2020,
https://www.cardiffmiller.com/artworks/walks/longhair.html

2226 Di spl aced ‘Yomnudedarri$adedsesl 8 January 2020,
http://yolandeharris.net/?nk_work=displaesalindwalks

224 |bid.
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important role in my first exploration of Tinner®. For instance, on starting to listen more
intently to the landscape, one starts to hear sounds that are othewwaseeived when not
focusing on sound primarily. In my case this situation, that included things like the
particular rustling of | eaves, the sounds of
these then take on a new artistic meaning.

Tinnerd is full of boundaries, both ancient and new, that definkatitiscape.
The part of Tinnerd | was walking in is home to sheep: some of the boundaries are in the form
of cattle gridsdesigned to keep the animals fretraying On one walk, | followed a road
from one grid to the next and then turned back, therelmguke boundaries to define my
route. The road was gravelled and my steps made a distinctive noise: | recorded this sound
when walking in each direction. These sounds provided a backdrop, to which | added the flute
at a later stage. The recorded sound piwvalking is very characteristic: it is easily
perceptible as someone walking, on a particular kind of pathway. This, then, gives the listener
a sense of place.

The idea of boundaries or borders as a kind of mapping of the space interested
me. InBorder Fenceg1998), Richard Lerman combines sounds from fences between
Arizona and Mexico, with actions performed by public particip&fitserman used the
actual, physical border to create sounds and actions, such as playing the fence with a passport
or singingthrough the fencé&® Jon Rose and Hollis Taylor have also used fences at borders
around the world in some of their projects, working with string instrument bows to produce
sounds o6ranging from sust ai nPdTbfulthemxplord ones t o
fences, Rose and Taylor constructed their own, treatimg ithéhemselves as new
instruments for sound productiéff. The majority of the fences in the area | was exploring
were electrifiedand thus the approaches above were not an option for omeevdr, the
electrified nature of the fences made them likelbordes and facilitated the mapping of the
space. The gates, however, were not electrified and | made some recordings of them opening
and closing. The exploration took place, then, inside the boundary and this was something |
wanted to convey through the soungisrhaps a sense of freedom inside a state of

confinement. | tried to achieve this by having the footsteps in the background throughout, thus

225 Gottschalk Experimental Music232.
228 |bid.

227 |bid.

228 bid., 233.
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giving a sense of movement in space and time which then in turn might produce a feeling of
freedom. To suggest tlsense of confinement, | used/ voice while simultaneously playing

the flute. | deliberately used a strained voice technique which produced very narrow or
cramped sounds (see examplg. ' his technique was inspirday therecorded footsteps and

my concepbf confinementthere is a difference between the calm and steady footsteps and
the more intense playing that enhances the intended movement in space and time. The voice
technique used singing while playing is a technique | first discovered while piagy

Geor ge Vax Balmbnaend waghusalready present in my habitus. However, the way

| play, straining my voice on purpose, is an extension of this practice and is an example of

how the performative moment, hexis, might change the habitus.

Phase3
| spent time in the area of Tinnerd shown in figrdrom June to September 2018uring

this time, Istarted developing scores inspired by the landscape: the five scores can be seen in
Appendx 6. | have chosen to comment upon the three scores which yielded the most
interesting outputdHowever all thescores are available Appendk 6.

During the research | came across the map (see fjyutbatindicatedthe
oldest trace of human activity in the area;@00yearold fireplace. This area is also full of
graves and other signs of activity. | then thought of all the people that have walked in the area

and wrote a short instructional score.

Remember the footsteps of the ones who came before you. Create an audio-visual artefact of
seven thousand years of footsteps.

Figure28. Text score inspired by the footsteps of history.

| decided that an audiasual artefact was most appropriate since | wanted both
a visual and audity representation of the area (see outpiar a full version) Walking on
the path marked by dots on the map in figifel followed it from one gate to another
recordng the sound and video separately to leave the editing options as open as possible. |
wanted the speed of the video to remaiohanged, so the visual aspect of the landscape was
unaltered. In this wayhere would be greaténcus on the sound of the footsteps. | then
started exploring different speeds of footsteps, to produce a sense of more people walking,
and spent some time@oring ways to manipulate and transform these sounds. Then, the

speed of the audio track was edited so that the sound speeds up at some points and slows
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down at others. This gives a flowing movement to the audio track, which tries to mimic
footsteps ovethe millennia. At this stage, the video was unaltered, but | wanted to constrict
the visual aspect to a kind of tunnel vision, in an effottonlyto draw in the viewer but also
to focus the listening through the visual effect. | edited the video 6®agBanoramic view
and then narrowed the frame so that it became pyramidic. In this realisation of the score, |
decided not to use the flute, so as to retain the focus on the sounds of footsteps. The
performance also draws on the fact that making sourttisawiinstrument is prohibited in the
area and uses that fact as an extreme form of resistance between instrument and place. This
affectedthe choices made during editing, in which the footsteps were made to take on an
instrumental role instead of the #utThus, the negative resistance which on one hand
impeded a certain type of creativitythe use of the fluté was on the other hand the driving
force behind another type of creativity: the use of editing as a distinct agent in the process.
Following the development of that score, with its historic backdrop, | created a
score which encourages the performer to produce their own, new score that explores history,
space and/or pladsee figure29).

Write a text score examining our connection to the past in relation to the space you're in:
Explore the echoes of our distant past through mbiric sounds

revealing connections of mind and body in sacred grounds
Figure29. Metascorexploring history and space.

For my own realisation of this score, | took a step further back: my train of
thought proceeded from the ancient situation at Tinnero to the idea of exploring the origin of
humanity and thus African sounds. | thought it coloé interesting to explore an instrument
in which I have no training at akhnd | chose the mbira. For this exploration, | tried to have as
free an approach as possible. Thus, | did not watch any instructional videos or search for any
information on theénstrument and treated the mbira as a kind of found smaldng object,
exploring its affordances without any sense of its conventional use. This part of the project
took place away from the site; that is, all the sounds for this composition are reaodded
edited with no physical connection to the site.

The first example (see exam@#) gives an indication of the initial process of
exploring the mbira and the flute, from which the other examples evolved. There then
followed a series of sonic experimsnivhich evolved iteratively. | started with the familiarity
of some extended techniques on the flute:&egks and tongueams. This resulted in a duet
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(see exampl@?2) between the mbira and the percussive &egks on the flute (in following

my score, | added echo effects to both the flute and mlainal) a combination of tonguams

on the flute and an exploration of a sonic response on the thatraroduced a kind of

buzzing sound found interesting (see exam@8). After exploing the sont possibilities of

the mbira for a while, | found that it has a sound that disappears quite ghiaklyvanted to
investigate further. I, thus, removed some overtones and lowered the pitch via edhiaiy
created a very dry sound. | juxtaposed thithJwonger flute tones which | also manipulated

with lowered pitch and reduced speed (see exa®lerhis evolved further as | drew on the
work and ideas ofhe Souveniand tried to create a new soundworld, the origins of which
would be unknown to theninitiated. | then removed more of the characteristics of the mbira
sound as well as the flute sounds (see exa@f)lerherealisations described aboaee an
example of how the SR methodology and iterative processes drove the performative actions in
certain directions. The resistance of a new sound objdat mbirai affectedthe creative
choices. However, at first | started with familiar techniques and practices that were a part of
my artistic habitus and which influenced the unknown mbira. As | beocaone acquainted

with the new instrument, and knew more about what it could afford in terms of-swakidg,

the experience of it began to affect my creative choices with regard to the flute and the
editing. For instance, the choice of reducing the ovegaf the mbira as a consequeatis

affordances, and recognising thisen led me to manipulate the flute in a similar manner.
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The next score (see figud®) took what was afforded by the actual map (see

figure 27) as the starting point for its creat.

Kartdjur

De prickiga kattdjuren letar efter vattendrag
85:1

Den stora ormen slingrar sig pa stenig mark
0-50m

De grona faren passar sig for elstingslen
1:1000

Mapanimals

Spotted felines search for water

85:1

The large snake meanders on rocky ground
0-50

The green sheep beware of the electric fence

1:1000
Figure30. Text score inspired by a map of Tinnero.

A map i s @loutarepresentatiom bfia sitg; one that includes certain features and
excludes othergzor one part of this project, | was interestefinding ways to incorporate

the wildlife of the area into the score. | remembered the sheep and looked at the map again. |
decided to make an O6ani mal interpretationé o
that might seem to represent, or abbk represented as, animals. Having produced the text

score, | made a field recording at the site: a recording of the sounds of a field, in which (since

it was summer) we can hear crickets, bees and other insects. As with previous realisations of
some otthe other scores, | then listened back to the recording, exploring flute sounds in

relation to it and recording certain choices. | then listened back again and, feeling that the
sounds of animal life could be interestingly explored, | tifmther workedwith the sounds

of the field recording and flute so that it
| slowed down the tempo (exam@6) and for the feline variant | sped it up (see example

27). For the snake, | could not find a good balance with the field recording and | just used the
flute for it (see exampl28). In this casgthe recording and what it afforded did not enhance

the relationship of the map and performance. There is, of course, muf vegyyesenting the

animals authentically in this context but | wanted to make a connection between the map and

reality, a kind of performative palimpsest of different layers of the HBitis. score is an
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example of what is afforded by a map and its retato reality in an artistic context and

shows that in the tension or resistance between these, creativity may be found.
Concluding thoughts

The aim of thisthesiswas tore-evaluate the interaction between performer, instrument and
score in experimental msic practicesin order better to understand and further facilitate
performer creativityThis included finding th@otential for creative affordance in
performances where many decisions are left open to the performer, and using this as a
steppingstone © expand creativity furthemhetension oresistance thahesenteractions
offered wasexamined through number of related but differentiatedrformance projects,
exploring the nature and extent of the creatipproachesf the performer. Therojects at
first explored useéxtant scores, then devetagnew pieceollaboratively with composers
finally reaching the stage ofeating new scordsr selfperformance

There is much writing about scores and compositionsp&ance by Nyman
and Gottschalk described above, but not about performance processes. There are practitioners
who write about their practice: Ostersjo describes his systematic work of documenting and
analysing artistic processes which could lead to artivelopment. Redhead writes about
practice research, for instance, how to approach a graphic score. Thomas discusses
approaches to performing, for example, Cage as a way to understanding indeterminate music
through performance. It is the relationshiphwiistrument, creative agency and how that
transforms creativity that sets my research apart from others.

Theresearchthus,addresses gapn the field of research with

regard tchow performers work with experimental scores and what the processes might reveal
of performer agencyl hroughouttechnques of Stimulated Recall were used as a means of
critically examining theterative processeand artistic choicedn short, the proess was:
record a performance or example; listen or view the recording again; write down thoughts (for
instance in the form of a mind map) of anything relevant to the issues investigated; repeat
steps if necessary. This then developed into deeper thiakimgt artistic processess the
focus of the research is reflecting on a specific artistic practice the SR methodology forms a
valid approach to the iterative nature of the whole procedrojectl set out an exploratory
approach, providing a pilot projegearedowardsconsidering conceptd artistichabitus,
training and resistancas manifesteth practice Experimening with verbalscoreshrough
iterative and stimulated recall procespesducednsightswith regard to the development of

creativity; insightdhat fed into the later projectBroject 2 continued this exploratory
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approach, withthe practical work facildatinginvestigationof the interaction between
performer instrumeni&nd scorgparticularly in terms of formef cultural resistancéVorking
with graphic scores, the main focus here was the examination jpfitbese of the score in an
experimental music context. Thisenfed into the next stage of the reseatble collaborative
productionof a new score

Project 3, which involved developing an object score with compidiseong L}
shifted he questions explored in the earlier projécts a different contexa different
process of devising and rehearsimyis project took into consideration the dynamics between
performers and alsihe significance of gestures in experimental processes. Project 4
continued the collaborative experimentation, but this time with multiple composers and in the
context of a specific site at Old Linkdping. This opened up new approaches to creativity, but
also questions about the creative use of conventions, traditions, and instrumental performance
in new contextsThe reflexivity heré the cycles of practice and seéflectioni provoked
particular forms of creativity. This evolved into a kind of a metwbéetch informed the final
two projects.

Project 5 took an object with very particular personal significance as a point of
departure for developing a piece of my own. This draws on the aspects of Project 3, in which
an object score was produced in the fafran umbrella, but the personal connection to the
very different object oTThe Souvenjrand my dual role as composer and performer, placed the
guestions in a new context. The nature and use of the object here opened up questions about
the function of insuments and how a performer might transform their experiencing of their
instrument through a critically reflective process of developing a piece.

Finally, Project 6 explored landscape as a score, and as a facilitator of creativity
for the performeccompaser. The particular location, Tinnerd, yielded a substantial range of
creative responses, spread across three phases, the last of which produced several new scores.
The affordances of the landscape drove me in various creative directions, towards different
kinds of sonic responses.

Through the research | have gained an understanding of performer creativity, a
way to chall enge a per fhasnaneen&overdoldaeiThisis i n th
could inspire other performers to transform their expegesf their instrument through
critical reflection but it could also be beneficial in other fields or disciplines in which a
creative mineset is valued and you want to change something in your practice. A
performance example could be, for instance, tgadaritical mindset and arrive at fresh

looks at old works. An example from another field is the pedagogical setting where critical
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reflection is crucial for student development. Other uses of the research are the practical
outputs, performances and daies in the form of pieces and scores. These could be used as
they stand or as inspiration for developing new scores, concepts or ideas.

Overall, he exploratoryand iterativepractices of realisingthese six projects
have contributed to the understanding of performer creativity, offering ways to challenge the
artistic habitusthe relationship to the instrument, and the nature of the performative musical

experience.

124



Appendices

Appendix 1. En flyttad stad, kuliss av staldy Johanna Fernqvist
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En flyttad stad

Jag har stoppat tiden med en grdvmaskin. Det som en gang var, har jag placerat i dockhuset
och jag star inuti och ser hur datid blir nutid.

I have stopped time with an excavator. What once was, I have placed in the doll house, and [
stand inside and watch the past become present
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Appendix 2. Kagelbananand Dansbananby Gavin Osborn

2 Performance Scenarios
for sites at Gamla Linkoping,
Sweden

- Kagelbanan -
- Dansbanan -

created by Gavin Osborn

for a project by Christian Fernqvist
2018
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kagelbanan
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notes:

This score incorporates a number of different possible approaches using the layout for
skittles (rotated 45 degrees from the original diamond layout to a square). Any one of
these approaches may be selected, & any approach, graphic or text can be combined
with any other. Any musical approach may be taken - extended techniques are welcomed
& encouraged.

Numbers of players are not fixed - the piece may be played by one or more players,
although the physical confinements of the skittle alley may limit numbers to 2-4.

1) The square above, & any of its graphic extrapolations below, maybe used as a score.
The performer is free to define how that might work, but one example might be to assign
each dot a pitch, & then trace pathways between pitches using the connecting lines.

Variants: the lines may represent pitch contours themselves; other parameters may be
assigned to dots & lines (articulation, timbre, etc).

2) Texts - the texts embedded between the graphics in the following page may be used
as part of the piece in any way, in conjunction with the graphics or on their own.

3) The physical site: where possible the piece should be performed inside the Kégelbanan
itself. Movement is permitted.

4) The physical game: where desired, the physical skittles may be incorporated into the
performance - for example a player may roll a skittle, & treat the layout of the fallen
skittles as a score instead of, but in the same way as, the graphics on these pages.

This approach may be taken with more than one player (e.g. taking in turns, or combining
the physical game with some elements of this score).

enjoy!




Numbers

one
one
nine
one
one
one
nine
eight
twelve
four
six
four
one
one
one
two
9+6
thousands
countless

Rules

find
use
place
trap
throw
put
give
hit
knock
land
form
remain
stand
give
consider
include
rejoice!
give
fall
hit
look
remain
stand
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