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Why?

to unify dots and signals: enriching electronic
music with live performance and algorithmic
patterning [ quotation => |

to investigate links between ‘technologies’ and
approaches: mapping between domains:
algorithm and physical gesture into live
notation: understanding which gestures have
‘meaning’ and which gestures don't

to investigate liveness in music performance
and improvisation

to learn about and analyse compositional
processes through automation

..S0 it's a technique and a tool, just as 'The
Fluxus Tree' is both expressive and an
experiment
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The technique:

...investigates and implements:
automated, algorithmic composition

music composition, performance, improvisation and
notation

physical computing and interactivity




Changes to notions of composition (and notation)

"Formerly when one worked alone, at a given point a
decision was made, and one went in one direction
rather than another; whereas, in the case of working
with another person and with computer facilities, the
need to work as though decisions were scarce - as
though you had to limit yourself to one idea - is no
longer pressing. It's a change from the influences of
scarcity or economy to the influences of abundance
and - I'd be willing to say - waste”

John Cage quoted in CMJ 16:4 by Larry Austin

"Computers are bringing about a situation that's like
the invention of harmony. Subroutines are like
chords... [ and ] ... are altered by a single punch.
We're getting music made by man himself, not just
one man.”

John Cage, 1969.
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Related work: live or real-time
notation

[ definition => ]

- MaxScore (Didkovsky, Hadju)
- Bach Project (Agostini, Ghisi)
- eScore (McClelland, Alcorn)

- Lilypond with extensions

- Live Notation (Eacott, Collins)
- LOLC (Freeman, etc.)

Differences in environment (CAC
or not) functionality and
aesthetics, including quality of
notation, speed and variety of
rendering, etc.




definition:

'live notation' is...

music notation that is generated as the performance
progresses and where this process is itself
considered to be of central importance in the
composition. In this case | am referring to common
practice music notation, generally understood to be
the notation that, like common law, has become
commonly used over the last 800 or so years
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Performances

[ to display, or not to display, the notation? ]




Cambridge Festival of ldeas 2011
Mifune Tsuji http://rhoadley.net/calder




SuperCollider Symposium 2012

Marcus Barcham-Stevens http://rhoadley.net/calder
TG










Comments

from a variety of reviews

"machine musicianship and learning as a
compelling reason for using real-time notation”

"concerns over the possible difficulties involved
In keeping track of a performer’s place in the
'score’”

‘concerns over the feasibility of an ‘accurate’ and
structured rendition”

‘concern over lack of rehearsal, familiarity and
even the status of the performer: only a glorified
sight-reader, no room for interpretation”



, Cheryl Frances-Hoad
Performers’ comments composer (and occasional,

| put these concerns to some of the splendid ‘cellist)
performers involved - they came up with

some interesting, unexpected and

innovative opinions

enjoyable to have more control over contribution

creative use of system idiosyncracies (rapid changes
in page writes)

incompatibility with 'standard’ performance
challenging, comparison with chamber music

interesting take on remembering structure - that this
could happen within the time-frame of the piece

. [ indeed, the idea in my mind, maybe associated with the notion of algorithm design, was of

the use of archetypes ‘archetypally’ rather than specifically expressive melody |

very positive use of negatives (the lack of ‘craft’
made Cheryl play more expressively; the lack of
dynamics enabled more natural, 'very pleasing’

expression)

on awaiting unknown instructions: the thrill of that
tiny part which could go wrong(!?) et msginewhat she mears.)



Performers’ comments Marcus Barcham-Stevens

violinist and composer

relegation to sight-reading: 'no’
creative interpretation
in the moment, adding tension and excitement

role of memory in performance: longer, more melodic phrases can be memorised and then creative
choices made

the role of individual choice as presented by the notation, (e.g. tempo)
'informed’ improvisation
consciousness, instinct, intuition in interpretation, performance and improvisation

Marcus was provided with a couple of videos of a couple of 'versions’ of the piece ("Calder’s Violin minus
one’) and so is able to say that he ‘practised the piece quite a lot’

He makes the point that he understood the ‘gestalten’ of the music which did enable him, in his opinion,
to 'shape’ and even ‘internalise’ the music






Next steps

multiple parts all generated live: 'group’ structured improvisation
rhythmic synchronisation across parts and groups

dynamics, phrasing, annotation...

investigating the balance between composition, performance and
improvisation

machine listening

live coding of 'real’ performance

"The Fluxus Tree' (composition) and ‘Hands’ (gismo) show, amongst
other things, the importance of some gestures, and yet the fact that
they shouldn’t all be taken into account

it's clear that physical mappings are not understood: experimenting in
‘The Fluxus Tree’ has revealed many different methods and
possibilities

therapeutic uses (gismos)

pedagogical uses, maybe particularly support for sight-reading and
improvisation







Thankyou

any questions?
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