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Performance instructions:

1) This work is unconducted.

2) There is no score. All notated material is within each performer’s part.

3) The ensemble may be positioned in a conventional manner or a spatial configuration.

4) All instrumentalists play independently of each other. The composer treats each performer as a uniquely independent voice.
5) Music is cued only at the start when all stopwatches are loosely synchronised. There are no other points of ‘fixed’
synchronisation between the instrumentalists.

6) Whilst the relationship of each instrument is somewhat flexibly placed against its neighbour, care has been taken to
calculate potential outcomes of coincidence and variability. To this end, it is vital that metronome markings and timecode are
adhered to as accurately as possible throughout the performance.

The Score And Parts: There is no score for this piece. All musical material and instruction is fully notated within each
player’s individual parts. Difficulties associated with displaying the musical material in vertical alignment as represented in
real-time are considerable, as each instrumental voice is delivered through independent tempi. Due to this, the detail of
vertical alignments and harmonic relationships will contextually change from one rehearsal and performance to another. A
vertically aligned, standard score would attempt to fix these relationships on the page in such a way as to unrealistically
represent the inherent flexibility and flux of performance outcomes, rendering what is represented and fixed in the score
inaccurate. The composer anticipates a range of approaches that will contribute to a somewhat flexible performance. This is
desirable and anticipated. Consequently, each performance will yield somewhat different results through its interplays,
gestural and harmonic contexts and outcomes. Adherence to timecode ensures that the architecture of the piece remains
intact but the on-going interpretation of tempi and timecode creates contextual changes to the alignment of musical detail
between all the parts. As such, there is no definitive performance; the music has to be performed or experienced to be
‘known’.

Timecode: Timecode is not used to imply the use of any kind of click-track in performance or to be seen as a straightjacket to
flexible performance within the orchestra and timecode framework. However, players are required to use individual mobile
phone stopwatches during the performance to help structure timings, prevent long-term tempo-drift and delivery of their
material to achieve an outcome that most closely matches the composer's structural intention. Continual reference to the
timecode embedded in each part when read in reference to the stopwatch is particularly useful after longer pauses or where
tempo has slipped due to playing under or over the metronome markings, enabling the performer to compensate by playing a
little faster or slower to 'catch up' or extend or cut short pauses and rests as necessary to remain broadly on track with the
timecode throughout the piece. It is important to start and also complete phrases within and as close to timecode parameters
as possible. Please adjust your playing speeds continually to align with the timecode.

Players synchronise their stop-watches/timing devices at 0'0”. The 0'08” timecode represents rehearsal mark 1 in all the parts
and the start of the piece. I recommend a nhominated member of the ensemble ‘conducts in’ the synchronisation of
stopwatches at 0.0”, enabling a synchronised stopwatch start on beat 1 of bar 1. The more closely all stopwatches are
synchronised, the more focused the musical structure and delivery of the piece will be. In effect, the 8 seconds between 0.0”
and rehearsal mark 1 represents a countdown into the start of the piece for all players whether playing material or silent at
that time.

Note: Excluding rehearsal marks 1, rehearsal marks within individual parts do not correspond to each other across the
orchestra in any way; they are used as a visual aid to clearly indicate tempo changes within respective parts. Collective
reference points can only be found through timecode (see below).

Timecode has been added to each instrumental part for two further purposes:
1. To help gauge the overall duration of each part during personal practice thereby enabling the performer to get a good
‘feel’ for the various tempi and overall duration of the material when playing within the temporally varied ensemble texture.
2. To serve as a collective reference point in any area of the piece during rehearsals.

Mobile Phone Instructions:

e If using stopwatches or timers on mobile phones, be sure to turn off all sounds (put the phone on silent) and place the
device into 'aeroplane’ or 'flight safe' mode to prevent incoming calls or notifications and banners obscuring the home screen
where the stopwatch will be running.

e Similarly, turn off the lock screen function to prevent the screen from shutting down after a given duration as it is
essential for the stopwatch to be visible throughout the duration of the performance.

o It is also essential, if using electronic mobile devices, to ensure that the battery is appropriately charged to meet the
demands of rehearsals and/or performance.

Practice regime:

Personal practice is undertaken as usual. Once the player has command of the musical material, continued practice with the
stopwatch and timecode will ensure familiarity playing as closely as possible to timecode in preparation for effective delivery
and combination with other multi-tempi musical strata in performance.

Dynamics:

All dynamics are expressed as absolute values, meaning any range between pppp and ffff is notated to represent the quietest
and loudest sounds possible as produced by that particular instrument. There is no consideration for relative dynamics. The
composer has balanced the absolute dynamics of the piece being mindful of the overall balance outcome in performance.

Rehearsals:

Each player is responsible for shaping their performance and being both a soloist and part of the ensemble sound-world. It is
important to shape your performance by observing the full dramatic potential of the dynamics of your part and listening to
what others are doing, finding the aural connections, of which there are many, and playing into these, not in a forced way, but
as a mindful act of communication across the ensemble.
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General woodwind and brass techniques. Techniques may be combined in various ways not illustrated below.

Quartertones may be achieved through a number of means ranging from specific or alternative fingerings to combinations of
embouchure, reed pressure and bite-position on the reed. Where specific fingerings are not possible the player may use their
discretion to create the closest 'impression' of the pitches notated.

Glissandi and portamenti may also be achieved by fingering, alternative fingering, reed pressure changes or any other means.

normal tone production plus key percussion
+

slap tongue plus key percussion
b
b +

A >

Normal fingerings O —»

Alternative fingering for a dark timbre =)

Alternative fingering for bright timbre °
~ ~ Multiphonic fingerings and methods of production are left to
Alternate between any of the above ©0 or S0 etc. the performer to originate. Use the instructions in the score
as a guide. This symbol represents the production of a
All other instructions are given in the score. multiphonic on a given fundemental note.
dark, dense multiphonic open, clear multiphonic
L e smorzato:

an interrupted vibrato, abrupt, jerky and constantly changing, produced ad-lib by the player.

The graphic represents the technique not the rate or nature of vibrato change.

RREIRRRIRIRRIR RS weak, feable, uncertain and vague tone production.

Non-tongued fluctuations / soft articulations - produced with
a quick and irregular motion of the tongue [like staccato] but
without touching the reed. Use this technique with any notes

situated under this graphic.
tongue irratically and as fast as possible
[LLE LR T !

AR # h

' singing whilst playing:
00 0

quietly sing into the instrument whilst playing the notated pitches. Choose vowel sounds and

pitches that are appropriate to the tessitura and volume stated. The effect will create an

I? enriched sound emphasising the upper partials creating an audible buzz like a soft frullato.
h All notes with this technique have a 'z' on the stem as well as the 'singing buzz' graphic above
h _# »h # .7 Y the notes. The graphic represents the technique not the rate or nature of the effect.

:

L v |

Flutter effects:
fltz.[h] = tongue flutter [hard sound]
fltz.[s] = uvula flutter [soft sound]
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the heaven that runs through everything [Trumpet 2] © Marc Yeats: March 2021. for info: www.marc-yeats.com
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