Program Notes

Canned! – Simon Hutchinson

Canned!, written for the Oregon Electronic Device Orchestra (OEDO), was inspired by the sounds one can make with a can of soda. Although not necessarily pertinent to the piece, here three things I discovered in preparing these performance notes:

1. The average American drinks two cans of soda a day, for a total of 50 gallons a year.

2. There are 40.5 grams of sugar in a 12 oz can of Coke. The recommended sugar intake is no more than 40 grams per day for a 2000 calorie diet.

3. Soda is delicious.

Sonic Dog Tags – Jon Bellona

Sonic Dog Tags is a set of pieces I composed using programs written in Python, Max/MSP/Jitter, and Processing. My programs retrieve biographical information of fallen service members from the Department of Defense RSS feed, map the information to musical parameters, and draw complementary visual sketches, collectively forming compositions unique to each service member.

Order of the Sonic Dog Tags TBA

Sonic Dog Tags compositions include:

Victor A. Dew, 20, of Granite Bay, CA

Joseph E. Rodewald, 21, of Albany, OR

Justin J. Cain, 22, of Manitowoc, WI

Phillip D. Vinnedge, 19, of Saint Charles, MO

Tramaine J. Billingsley, 20, of Portsmouth, VA

Carlos A. Benitez, 24, of Carrollton, TX

Rafael Martinez Jr., 36, of Spring Valley, CA

Michael L. Stansbery, 21, of Mount Juliet, TN

Jarod Newlove, 25, of Renton, WA

Ian M. Tawney, 25, of Dallas, OR

James D. Boelk, 24, of Oceanside, CA

Frank R. Zaehringer III, 23, of Reno, NV

Irvin M. Ceniceros, 21, of Clarksville, AR

Jessica A. Ellis, 24, of Bend, OR

Huashan (花衫) – Chi (Iris) Wang/Wenwen Dong

Huashan (花衫) is the sixth type of Dan role beyond the five original subtypes. Dan (旦) refers to any female role in Beijing Opera. Dan roles were originally divided into five subtypes; old women were played by laodan, martial women were wudan, young female warriors were daomadan, virtuous and elite women were qingyi, and vivacious and unmarried women were huadan. The huashan role type combines the status of the qingyi with the sensuality of the huadan.

Huashan is a real-time music/dance interactive performance composition between two performers, one who performs with a Nintendo Wii remote controller and one who dances within a structured improvisation. The composition takes input data from the Wiimote's signal and processed this data live in Symbolic Sound’s Kyma system to shape an 8-channel operatic ensemble experience.

Vent – Jeremy Schropp

Vent is the audio component of the third movement of an interdisciplinary work entitled “Emergence” that combines dance, digital video, and digital audio.

The majority of the sonic material has been developed from volcanic field recordings provided by Dr. Milton Garces of the University of Hawaii. This movement is intended to convey the spiritual interconnection between humankind and nature, including the cycle of destruction, renewal, and rebirth associated with volcanic events.

Sedna – Jenifer Jaseau/Anna Waller

Sedna, an Inuit woman, became the Goddess of the Sea after her father cut off her fingers in fear, hoping to appease a bird spirit. Here, Sedna explores a world that is just her own.

Turenas (l972) – John Chowning

This was the first widely presented composition to make exclusive use of frequency modulation synthesis, discovered by Chowning in 1967. It is also makes use of a technique for creating the illusion of sounds in motion through a quadraphonic sound space. Leland Smith’s program Score was used to create the input data for the spatial and synthesis algorithms. In 1978 Turenas was regenerated on a real-time digital synthesizer designed by Peter Samson (the Samson Box), and in 2009 Bill Schottstaedt (CCRMA) created a software emulation of the Samson Box that allowed Turenas to be recomputed to meet current audio standards. 

Ivan Tcherepnine, who was present at the premiere in Dinkelspiel Auditorium, Stanford University on May 1972, wrote the following notes in 1973 for a concert at Harvard University.
This computer generated tape composition makes extensive use of two major developments in computer music pioneered and developed by John Chowning, working at Stanford's Artificial Intelligence Lab. The first involves the synthesis of moving sound sources in a 360-degree sound space, which takes into account the effects of the Doppler shift. The second was a breakthrough in the synthesis of "natural" (as well as almost "supernatural") timbres in a simple but elegant way, using accurately controlled frequency modulation. This is the technical background, but the piece is not about that background.

The title "Turenas" is an anagram of "Natures", evoking the way sounds "tour" through the space, transparent and pure, produced by the most technologically sophisticated means yet tending to sound perfectly natural, as if a dream could come true.
—Ivan Tcherepnine (1943–1998)
The Wavy Cello – Wan-Ting Huang

As we all know, in Eugene half of the year is the rainy season. Thus, the inspiration of the Wavy Cello comes from the rainy weather. This piece combines live cello sounds with electronic materials. Hearing the pre-made electronic sounds inspired me to explore the extremes of the cello’s tone.

stria (1977) John Chowning

Chowning received one of IRCAM's first commissions from Luciano Berio to compose stria for the institute's first major concert series presented by Pierre Boulez, Perspectives of the 20th Century and premiered October 13, 1977 at the Centre Pompidou. It was realized during the summer-autumn of 1977 at Stanford University's Center for Computer Research in Music and Acoustics (CCRMA).

The composition was reconstructed in 2007 by Kevin Dahan and Olivier Baudouin and described in The Computer Music Journal, Autumn-Winter, 2007 [CMJ 31, 3-4]. The version presented here is by K. Dahan.

The work is based on the unique possibilities in computer synthesis of precise control over the spectral components or partials of a sound. Most of the music we hear is composed of sounds whose partials are harmonic or in the harmonic series. In stria, a non-tonal division of the frequency space is based on a ratio, which is also used to determine the relationships between the inharmonic spectral components. The ratio is that of the Golden Section (or Golden Ratio) from antiquity, 1.618, which in this unusual application yields a certain transparency and order in what would normally be considered "clangorous" sounds. The composition of the work was dependent upon computer program procedures, specially structured to realize the complementary relationship between pitch space (scale) and spectral space (timbre). In addition, these procedures are at times recursive allowing musical events that they describe to include themselves in compressed form similar to the fractal geometries of Mandelbrot.

Voices v. 2 2007 [2005 (v. 1)]

For nearly a thousand years, the oracle− a person, a location, and a prophetic utterance− held a place of prominence in the history and culture of ancient Greece. Oracles were widespread in the ancient world, often women who prophesied when possessed by the spirit of a deity. One of the most important of all was the oracle at Delphi, whose roots are found in a succession of goddesses beginning with the cult of Gaia, the Earth Mother, followed by Themis, Phoebe and finally supplanted by the God Apollo, whose priestess was the Pythia. Her utterances were believed to be his “voice” in answer to questions that were posed to the Pythia by supplicants from all over the ancient world—questions that ranged from the mundane to the portentous. A typical form of the oracular ritual at Delphi consisted of preparation and tribute, the query, entry of the Pythia into the sacred chamber, her reaching an ecstatic state or trance, possession by the spirit of Apollo and finally, the oracular utterance, sometimes interpreted by attending priests. The oracles were often associated with caves and chasms and at Delphi it may have been that volatile vapors, at times emanating from an opening in the rock, enhanced the ecstatic state of the Pythia.

Long before the oracles of antiquity, caves had been locations for ritual, harboring the primary evidence of an expressive propensity in incipient cultures as represented by wall paintings such as those found at Lascaux (19,000 BP) and the much older paintings found in the Chauvet cave (29,000 BP). The sensory experience within a cave, however, would have been as much auditory as it was visual, with echoes, reverberation (dense echoes), and resonances, all seeming to emanate from rock walls at varying densities and at disorienting distances. With no acoustic theory, echoes would seem to be spontaneously generated from rock surfaces accompanied by dancing shadows animated by the flicker of a flame− surely mystifying, if not at times terrifying. In recent years scholars have begun to consider the acoustic properties of cavernous spaces in relation to the parietal art and the assumed shamanic ritual.

More than thirty years ago I visited such a prehistoric cave complex in Malta. The experience was unforgettable and I wondered then about the persistence of a cultural imprint on prehistoric people of ritual in caves, the only places in which dense echoes could have been experienced in prehistoric times. Echoes can have magical perceptual effects that seem to touch something deep within us and perhaps it is the dense echoes associated with ritual and mystery from these cavernous origins that were perpetuated in the ancient temples as in that of Apollo in Delphi and in the succedent monumental architecture, the great churches and concert spaces that are the preferred complement to the sacred choral/orchestral repertoire.

Voices is a play of imagination evoking the Pythia of antiquity and the mystifying effects of her oracular utterances in reverberant spaces. A single soprano engages a computer-simulated cavern with her voice. The computer allows us to project sounds at distances beyond the walls of the actual space in which we listen – to create an illusory space. The soprano’s voice launches synthesized sounds within this space, sounds that conjure up caves and their animate inhabitants — sounds of the world of the Pythia modulated by our own immediate history, technology and fantasy, but rooted in a past even more distant than her own. 

Technical note: Selected pitches of the soprano’s voice line are tracked by the computer running a program written by the composer in MaxMSP, the powerful synthesis/processing programming language developed by Cycling '74. The soprano’s voice is transmitted from a small microphone to the computer where it is mixed with synthesized sounds, spatialized and then sent to the sound audio system. At each sung target pitch that is captured by MaxMSP’s pitch-detecting algorithm, the program synthesizes accompanying sounds using a form of frequency modulation synthesis. The overall pace of the composition, therefore, is determined by the soprano. The pitches are from a scale division of the Golden Ratio rather than the traditional division and octaves. The spectra of the synthesized sound, largely inharmonic, are ‘composed’ to function in the domains of pitch and harmony as well as timbre, an idea first brilliantly conceived and first realized by Jean-Claude Risset in Mutations 1969. 
Voices
Prayer to Gaia,

Stone walls sing my song.

Parnassus’ shrines, Corycian rock where the Nymphs abound.

Phoebus came,

Python fought, Python slain.

* I know the number of the grains of sand and the extent of the sea, and understand the speech of the dumb and hear the voiceless. [asserting her prophetic abilities to Croesus before his campaign against Persia, Herodotus-I 47]
Apollo saw from the yawning cave a godlike knowledge breathed,
the air was full of voices,
murmured from the depths
… Dark blood trickles, in prophecy of the woe to come. But rise, hurry from the shrine, and steep your soul in the sorrow!  [to the Athenians facing the Persians before the second more favorable “Wooden Wall”  oracle, Herodotus-VII 140]
Here in this shrine,

having sipped from the spring

and barley burned

I wait for the spirit of Apollo
From near and far
men come to hear
Sounds from my breast,
as when Etna boils
When the swallows, fleeing before the hoopoes, shall have all flocked together in one place, and shall refrain them from all amorous commerce, then will be the end of all the ills of life; yea, and Zeus, who doth thunder in the skies, shall set above what was once below. [to the women of Athens, prophesying the success of  their sex strike, Aristophanes-Lysistrata]
My voice not always willing

I wait for his spirit … 

For I prophesy
as the god leads
Men seeking oracles, let each pass in- In order of the lot, as use allows; for  I prophesy as the god leads …  What horror!  [before and after entering the shrine and finding blood covered Orestes and the Furies, Aeschylus-The Eumenides]
Here in my breast now, Apollo

I follow his sign,
My words without smile or charm
Words that reach a thousand years
By my son

*ipsissima verba -interjections of fragments of  purported and theatrical utterances- the very words-  of the Pythia. The reported states of mind of the Pythia during an utterance, ranged from matter of fact, to ecstatic, to frenzied, to glossolalic, perhaps at times induced by the above mentioned vapors emanating from the chasm beneath the Temple of Apollo. 
(The text is pieced together from Aeschylus, Aristophanes, Heraclitus, Herodotus, Lucan, and Plutarch, with interpolations by the composer.)
