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composed in 2013 for the Contemporary Music Ensemble at McGill University

Scott Rubin
Program note:

Hypnagogia refers to the experience of transitional states to and from sleep. During sleep, our brain traverses a predictable cycle from consciousness to rapid eye movement (REM) sleep while transitioning
through the intermediary stages of non-REM cycles. Through the course of a night, our brains perform this cycle repeatedly, each time altering the periodicity and pattern of the stages.

The work’s structure loosely interprets and highlights the fluctuating periodicity of the sleep cycle, and the musical identity of each stage is twisted and morphed through the course of the piece. In the work, the
ensemble is broken up into three spatialized trios, each of which represents a sleep stage. The material itself is not inspired by sleep, but the sonic behavior of each stage is developed according to the
aforementioned cycles.

Instrumentation:

Flute
Bass Clarinet in B-flat

2 Percussion 1: cajon set (cajon (may be mounted), mounted guiro, 2 temple blocks of different pitch), auxiliary percussion: bass drum, 2 suspended cymbals of different pitch
2: metal set (mixing bowl struck with kick pedal, small gong mounted to a small tom and struck with a kick pedal, metal sheet, cymbal, and brake drum),
auxiliary percussion: splash cymbal, suspended cymbal, ride cymbal, spring drum

Piano with wax paper, wallet, plastic card, heavy textbook to mute lowest register (D#1 to B1)
Harp with wax paper, crumpled copy paper

Violin

Violoncello

Contrabass with wax paper

Electronics: cued soundfiles diffused to stereo loudspeakers
Score in C, contrabass will sound an octave lower than written,
bass clarinet will sound a major 9t lower than written
Duration: 15 minutes

Stage setup: The orchestration of Hypnagogia focuses on the interaction of three spatialized trios: piano + harp + contrabass // violin + bass clarinet + percussion 1 // flute + cello + percussion 2
@ C.Bass Piano
B. Clar. ‘Cello
Left Speaker . Right Speaker
Violin Flute

Conductor




Configuration of electronics:

The electronics consist of 29 stereo sound files triggered during the piece by a computer running Max/MSP. The program and sound files are available from the composer. According to the cues written in the
score, these sound files are triggered by the conductor using a foot pedal. Click tracks are used with certain sound files. These are triggered simultaneously through Max/MSP, but should be configured to be
played into headphones worn by the conductor. A technician stationed at a mixing desk in the audience is required to adjust the sound file levels accordingly and diffuse the amplification of the cello and
contrabass.

The contrabass and cello should be subtly amplified using contact microphones whose signal is sent to a mixing table in the center of the hall. The speaker diffusing the sound should be placed near the musicians’
chair facing the audience, and the amplification should NOT be sent to the main speakers diffusing the sound files. Instructions dictation amplification are notated in the score. When setting levels, the cello should

be balanced with the percussion and flute at rehearsal C, and the bass should be balanced with both percussionists at rehearsal S.

Requirements: 1 computer, audio interface, mixer, 2 loud speakers, ear buds for the conductor, 2 contact microphones, 2 smaller speakers for diffusion of the amplified instruments (Mackie SRM-150s were used
for the premiere)

Performance notes:

As mentioned in the program notes, each sleep stage is represented by a trio of instruments: piano/harp/contrabass; violin/bass clarinet/percussion 1; and flute/cello/percussion 2. In addition to operating
within the collective ensemble, the musicians in each trio should strive to function together as an intimate chamber group.

There are passages in the score that call for the musician to improvise rhythm. In these cases, the music is written without rests. While it is necessary for the musician to keep track of their place in the music, they
need not be concerned with the meter, but should instead perform free of the meter.



Performance symbols:

All:  very breathy sound, improvise random fingerings in
lower register, fast slurred fluctuating chromatic movement,
ad lib. breaths

Box notation: improvised in the style of the notated music for the specified amount of time. Follow the notated instructions dictating changes to the playing style. Specific pitches do not matter unless specified.
Instead, focus on the general character of the improvisation.

Accidentals carry through the bar and are specific to the octave. All trills are half-step unless specified otherwise.

Upbeat or pickup beat from conductor

(during unmeasured passages) always followed by: ¢ Downbeat from conductor fl} Mute all resonance lLv. Letvibrate/resonate

Winds:
[] €—> R €—> gr
breathy tone regular tone growl tone (vocalize into the instrument to produce a dark, guttural, and gritty timbre.
Flute: For detailed explanations of techniques, please refer to “Mats Moller - New sounds for flute” at

http://www.sfz.se/flutetech/ or “Extended techniques for flute” at http://www.flutecolors.com/

slap #Q_ IL\ U 3 T L
. = M P T Gy [T Nk . . . . .
jet 4 = diamond notehead < [k i e e Beatboxing: always with a percussive and breathy tone, voice the specified
= =5 jet whistle B = Slap tongue :é breathy harmonic t t t : consonants into flute. Sometimes, the scores calls for improvised
S ——— half-noise p } P consonants.
— |y [y bl [ 7e 7 |y i [y [y
4 ¥ 4 4
t t m TR pizz.
Pitchless beatboxing Jl tongue ram L Short, percussive, nonpitched burst of air
p k k t sh k
| | | | | |
Vo | Yy
gr.
. — _ ) All other extended playing techniques are explained in
Bass clarinet: EE growl multiphonic 4 o ccore.
_‘_
Percussion: About the metal set: the small gong should be mounted to a small tom,
- high temple block ’ o metal sheet - and the gong (like the mixing bowl) should be struck with a kick pedal.
Cajon set notation: - low temple block : o+ Metal set notation: - cymbal — IP | The metal sheet, cymbal, and brake drum should all be placed on a
- guiro slide : - - brake drum ——

table and muted with a towel or cloth. The cymbals should be mounted
- snare slap over the metal set. In short, the entire setup should mimic the

- ghost tone - small gong appearance of a drum Kkit.
- bass slap

~

- mixing bowl !



Piano:

P
Scrape horizontally over the white keys Scrape horizontally over the black keys :t KHIOCk on thli topkc;f t}ll(e piano with either
with the indicated object. . with the indicated object. palm (p) or knuckle (k).
. h-p
Harp: b p __ Half-pedal: position the pedal so the string vibrates harshly
% Thunder effect: open hand strike in the lowest :t Knock on the body of the harp with —3  against the tuning mechanism. Should produce a buzzy metallic
off register. Half-pedal one of the strings in the —+—  either palm (p) or knuckle (k). _;'_ sound.
register to create a dark metallic buzz. Be sure F
to follow instructions regarding resonance. _—
—_— Scrape strings vertically with crumpled N
o | ‘|+_ paper in the right hand. Scrapes may be —— Foot stomp
long or short, depending on the rhythm.
Strings: Bow placement: molto sul ponticello - - - sul ponticello - - - normal - - - sul tasto Bow pressure: flautando/airy tone - - - regular - - - scratch tone
MSP SP N ST O R ]
A
== Play highest note possible on specified string. p— _
R —  Lightleft-hand finger pressure ric. Ricochet bow
Mute the specified string with the left hand at the
approximate note. If notehead is on an open string, the T :
$ string should be generally muted clb Col lengo battuto, applies to all notes until stated S Strum pizzicato using thumb
otherwise.
(b Bartok pizzicato
cl Col lengo (tratto)

Action is done behind the bridge. This symbol only applies
to the note it is placed on. jeté Thrown bow. This symbol only applies to the

fel w i

Slide up or down from a note after the attack. Length of
the slide does not matter, just as long as it’s more than
a whole step.

Glissando from one note to
the next. If there is no slur,
articulate the second note.

Swipe the bow vertically down the string col lengo tratto.

HH,@—}

Slap muted strings on fingerboard with open hand

note it is placed on.






for the Contemporary Music Ensemble at McGill University

Scott Rubin

January - August 2013

Hypnagogia

SCORE IN C

o[ Fy. T
il
o |
1l | B o1 b Z. f L)
W ﬁ i
E==
M
L Pim L1 ﬁ |
~ |1 o) AN
=3 E=3
m ] 1 vv ] ——— J 1
R B e N W [T IA Am_L TN & =\_\Mw v Y
~y s o7 s o1 b 9 s TTTm W B
o] o] o]
primi
(1))
ﬁ\ IA Am L C|[TTRIA
QL QL le ot 3 N \P{ B
B o] B
primi
~g
. Q) N
B W CHE 8 '- 14 7] 1A aAm_L ZaM | W fmj | [T
1 ] %uwu ] ] N
B o
5 M L1 < R -7 ﬁv [ AF N
A
BogM s B s | _ _ i WA By
A |- = —_
e A
l-ﬂ E3 L]
_ov
a2
INNE:E
S [ = = S
: Enay F ° R
v AR >Ml >m% 1] A.J zni W | R uuwu ISRON SEEEHI -2 0.
ELY e ey My
il L1 » I
g il e
N SR (il
\MMW AUIMy\v
B
T
oM lyl N e S ~d g H P '
‘\m W =3 IJV m N
2
=
535
o E
o =l - \J,Jo
PN
N
™~ oL
N ol
ol J i
R>ﬂw___ 3 1 ) fmJ 1 1 1 T & ’f TIee B
[ i \ 4
il
N
gl i
il 2 1%
[ YEE, 8.g -
Y Seg
i g 22z
(Y8R g 5 ey
Q8 5 |
o NI & SHETY 8 HM i
a o
o
=]
g
SE ) I
& Mﬂ_ 1 [ mm AR [ KA
%L AR TR A XM AW or |TIT
Rijl :
## ot $ ot «
m E==
Q
g . B .
. PR Ll L R | Pall 5! L o [
S CITHHIENEATIIIIEN ’ .D.ﬁ | 5. L & “wm R “fwm i Wfﬁ TN IR
« .
e < <T : N 1
o i
e
e
s e v
L L) AL
o h on
I
)
i 5 Bkt I A
<
: N
] ] | M ] ! ] m i M il |
20| Il
o - ° 8| A
2] - Q
~y 4 o S 177 m
=
=]
§
[
O B
=] g
I 5 1 B b
— ~e ~t M. _:f>.A|n. ° Lhw_.iﬁ © p. w © \\\0>ﬁ
E N N N
oo oo 34 m; .m oo .m.. oo
N N = = N N N o N o N
\ { N — \ { 4
Q
Qo —oa — N ] g o 2 =l
E L g 5 g ) z e 2 g
= § 8 3 z & = > g g 3
o g 5 c £ &
2 s s S ¢
8 o ~




I x
[0 e
_x mi.N
e
o
e
e
Q]
B ==
- i — Z TN = e i
A ﬁ N
B =s E==
. i 1L
[ 1 1 %
LY W B 3 ﬂwﬂm o7
< [\ iwmw.; Iy HE i
=9 N A_wmmv SoE & N |
(171 11 Ay AN
'\DEM” _ A
rE N ol Glynpl ™ 1 < || AT oyl ~ b—-m._ww Y
5 ﬂ._!r\\ ~ gl N pary W N [ InEE. b ] ~ -hlv i 0 Wy ﬁ
3
(1] <
v M e o X JJ | i o (TN || sl My
1T A
v
A
113 #
-nurJfMJ AN Jp.mJ W HEEN [y Alm x;mwun#\/fmJ BYYaN erJ xkﬂ:m._mn p.mJ
HHhv ¥ =
455 hL%_v\
< N\ v
Klywy LY
S ol
B ) ol L) B ™ o)
™~
HP«\
[ YAE;
Q|
By .
& |l < |~ B vw\rMJ T I hw fext ~e | * ~t < Ly & |l oL |t
L L Ny
T NP
$LH
=3
Ll
MH
A
LI LITINN T - T[S
ol
(YHN
E==
pr YR
L 1
. il
L)
s oL
S |
W SN ‘ Vs o "
s s
A
o .KHAMWI
o
E=t
V}
Lw%l
A 11 xLL @__%_ TTTTRA d A
#ﬁ
E ==
b R4 3
. : N N il
sla |y 8 s e s e d e R § s VR ¢
WA I il I \l
o] N &N = = N o . N N N
\ { [ ('/\'( ('/\l\ \ { >
= — — & . 8
) - : : - $ g 5 :
M 3 5
~ ~



o<t

=
on

‘ A
T
i [ LANERI A
[T |97
i
&9 TS PN ~ N
-
on<t
A. G AHVHV il
PN EN G NS @WV T[T L SRR ®
[ 3 a
- N
s ol T T |M i T
g
s ANLH %m . 512 [athel AyMen A : TON-A
) tIERime R i X '
e
e
E=
LNQOO
ol -
=S
o/
&
LY
.
(Y
E= S
L
n_ 191
[
E = S
[y
e W
()
.
X
’___ . ﬁ \_M\ ‘dHMV
e
4
B S v
1
nkHAMh\
L A T W W
T
E =S
o7 o
8 m
i TR & > & AR Miﬁ o
i CRTE 1
] g = = & ) e o N
~— | ——
AN . V4 m.. w
K = > 5 =

mp

b
P&

L™

Perc. 1
Perc. 2




A

gAML

17

AN<H

oA

N

WZAE__

]

1/

~CO

gradually raise pedal

LN<¥

ASANNA

prepare lowest section
of piano with heavy book

\OCO

silently open lid

Y

nl

slam lid down
5]

>
h-p

AR
LN<¥

o _o®.

===

LNQoO

T
~——

%

ed

o

th
B

>

Fig

AN

b, a®

#

4

I

:Ar\:;\ﬁ

3

—
L—
o~

~—

>~

=1

1N

H g
K=

g

T

< 2
_—

Q'ﬂ

Jhe

e

| P |
s

VI Y .

VY

LoE

1 Dang |
| AT

Eflq-

R

hal
o]

o

=

—

§A

‘\/
——

> —

gr.

Je 2 2E

iy

3

o

e e

7

34

beaters
>

aux perc

/4

8t ____|

A.____
& W
E =
E=4

K

A-

N\
aA..___T

Sy
~

\

B. CL
Perc. 1
Perc. 2

@ H g
LA I d

o—tg
™y

S

7

e .

e £ 2

g —@

(@-=g

|

1o—
g D P
= Vg =

)

H o
L 5™

—r

T — .

g

pizz.

2 .

>
>

For i'e

L2 Dt
I 4

—

oy i

Hles e e

L 33—

>

— /3

=
BASS MIC ON

put bow down

2

g

>

Hree e

3
3

"o
L A

qfr_‘_v_‘_ A
>

v i

17

et

>

y/a

)

D)

[ FanY

Vin.
Ve.
Cb.

Elec.



oploe

@)lee)

LNQCO

knuckle (k)

gradually raise pedal

Jj

silently open lid

slam lid down

D
h-p ¢

‘U

(prepared
notes)

lid with palm (p)

hit top of piano
p
m

plastic card

oploe

\OCO

oo

\OCO

ON<H

~CO

LNQOO

0~C0

B. CL
Perc. 1
Perc. 2

®

N g
|

P dd

fo

Il 2

T be
Ul

Ir 2

e e

o

Wl Lo

L—
T O

Ix i

>

J

CUE 2

7

Do

e

[ fanY

Vin.
Ve.
Cb.

Elec.



LN<¥

4
4

FUN

on<t

144

.

v o e
b ~ ~
xm
™ S
& L ]
g
G
5
=) >
q
S 1|2 I el nw%na
M\‘m ; Unl g !L.V
[TAREN Aﬂi
o o A\
SHHH S
B .
3 LN A~ & %A mw
o
Bey
Ll
vy
\c% .
E\" i v
Ll S
M A 3 ~v a
[ B
el
i L
===
~ S ~1 1%
< <
<H .
g e b 1Al
T = ~ LRV o Fot oTeA TRk
) - N ||
= i 8 S
- L
ik o ks
L 2 . N
v £ I 2 [T
=) 3} =}
o 2 o
Pisi 2] a @
& A » | =) N s A~ =
i B = A
5 3 B 5
0 © 2 |9
N - o -
i a ) S N
# = Lot — el
N I h 1
2 a ELE 1) L ¥
N 2 8 2 J
2 m 2 2 1) 2
H E . 2
i [P} Qo
i £ g g
» A & . z A B
AN & o +* Z Ml s
\Af IMJ
I F
L) A B
N
[ YuE;
Ay
o n At vy At m‘ T
LWl \1 uiﬂ
1) K ﬁ uA
™ L (Y e A
E== el e
e
1N | |
“u Ji
L) o 0, B
lw —Hl_
= N
[ o
IS
on i on A~ INCERA
T [aa}
m
3 )
i) vy N A~ A~ i el ©
[}
—L: 2
=
Gy
o
&g
1 P B 5.8 LY A
1N SR
L) Hg8o
) m.. o
2
xv W o .m
o
e 8392
L o A~ w At ESE AT [
\Ll //
g3 ms Py NI
i i
V0
w gy 9
S2% (el 4 B LIl
8z |1
(== b
E RE
L
] an | | s AL
o B ==
i = mN<
O
XX .
| d L]
. e 4 .
e
.
L) Py
N
© e
& L) m ] ol
G -
° . Vi
g g -~ \: L i,
o
myum I
o @ [ 4
o O .0 -~ k)
PR A8
Zg5
S5 .8 N
235
= |- ~ Tl
N = = < ﬂl B G g q
S —— —— S — ————
/ \ % g / .
] N Q
— =} = ; : 2
O » o ~ e¥ £ g i
. g S £ S
m (3 3}
A~ o




ASARNA

LN<t

ASANNA

o<t

<< I 1
T A/$| rir
ol
- ik |
TS il
3
Tﬁ H
e i
8 J
N e il | | |
il 1 I ] I | ]
- o]
D
el —\J.
AT I
1)
3ﬁ _WA. umn
LT -
< B i
1l LN< 1
uun\
I 0
I N
—J.
CHiEs: Y
(e . |
: il g Hy 1 1
m ﬁ LIHTe I . . . . : :
1 .m : k
o 4 . ;
m Nk ) .m 3
(=] | : N
s g I
E i 1) g .
) N SIS o B |
E i
58 ]
mos ; EEU I
m £ N m T 1 1 1
: X I I I i g ‘ J
‘m - M — P m Ik
I ﬁ I £ ) RN |
CELan AN z
__ra
e
AP R L i
- \\J.
* \\Jv 1 1 1
Pmug °l 1 ] ] ] ] o —HH“'
R »
| ‘v — o v
Hﬂ_ [ 10§
R s
* 3_T.
L
AL
i i |
ATTT®
+ NCO
7] I )
o " 44 I
&= 1)
£ Eapy.
- I .L ) ] ] ]
I " " | | ..m =r Lﬂb
- — ! L
1 m i ..m
<l ATT® :
: Q
: g mllll
3 il § RN
2 m
: G
.m W AT s . |
I % \
S ¢ pﬁ
) ﬁ " //
k! |
@ / / 1 1 1
E | 2
© ] ' ] ] z _/\1
1 @ W,
m ~e m _, .
g o
; g\ g
: 3
2 « b ]
B /A :
\J &z
gle - |
= = - o<
T T e
N e 1
A.Fﬁ LI Il
i) i
il LIL)
e
ill | 4l
Y e
1 1 1
 SaNg | | i
-4l ! i | L 1
| B : & AN
e )
‘ _ L ,
u i ‘ B
E: ﬁ i) S Jyu/ Z ||E m
| [[Hs i m
"N
| ATTT® <t | |
5 ) X
= = N &a N eN - :
[N = . . : m
\ — — — <p — . -
\ . 3 { — « Pm & .W s e
= S . :
o A a




p il 7
= o k) N ] iy
it _\— M IN e AT i ;mﬁv
X , ﬁ W I
Exs 11 [ ~ i}
N B ol i
Jw _ ﬁ < X
aﬂ“ \M. ~t mNE | 1B
e . . Hin I I
' | AL
L) ~y
~d 4 LA L.V? ﬁ N \\\W
re =l =
v o ﬁ k) u.\\a §
i "] \\\1' e
N N 1) [ iy .
EX 3 - |
L nay \
L LR i3 Il
4l w |7 LI Ty ™ ﬁ#ﬁ
s o
XY
| @& |
st - Tel ot ot
|9
H d | " | 1 1
ik | Il
~y A~ | H\A. ~y
9 e Il
5 4
m ~g Y 8 m ~ %
= T e o
= o7 Ea = i
m i §0 3 m My m >Kndvf T %w N >f
RS} N @ g |
<< = << i
N1k, i
TR s k)
Praing LI hd
ILIL) ”
ﬂ o
O
=
T I TITe s !
e il
& L u
 ¥aNg 5.4 . . .
1 " ' " ' 1! O
. L)
e
o
( (M e |
N —H\Av
i -
Yot 111
LFme Il W[_.
ATTTT®
LN<y /_ L
oY om i o,
R e S N
an 111
- »
e
ity
Lire Kl
A N
I 1 1 1
* ] ] ] ] ] ‘s &
. (Y
i) .
T EES
sy g \
IMH\
. H e
i A
Lnl'v7 1 D“lﬂ
= ~ 1
[ by
TASA
BN
i
M ] ] ]
] ! ] | ] | ] »
Lot
.V\\f
E
I\ 1T
I o
L L.\
B
il e i
1T :
A
Z ke
e
m e
2 a ol
g3\ LF 17T 1 .
1 S m | " | " | -v | |
¢ s TN
h__ A A ?\M‘Mﬂ
N
ATTO® Ik
MJ.. N
‘\1‘. . \1‘-
ATTT® 1
M [T e
AS =l
( p\H— LITe
e
TPENA |
=== \H_M_l
i .
! e | |
] ] ||l 1
1 AT | 1 " | |u
_
e
T ATTS il
Exd h%w
—J. 8
-4
uw.tn ATTT® 44
44 o o o o og o] bl
G = F 9 b 2N N o q
2 [N N = = NEo N & .
i = N———— N~——— N ;
> ‘ N— ¢ g . . . E:
= m
3 ; - 3 £ o) m S 8
& g m m
Rm =W} [



slap

Ly - Y
7 .V\\H_
a7 L1
ny A~ >.r\1_ 1
1 i " " " ] | ] ]
P NPan:
R3% 3 o 5t
=3 _
o7 4 | 108!
oy 2 [
=S bb.nn
Pan
Hy 0
i MY © umn 1
~ fqn
W LI M
»
B b i~
b,
|
N N B
A
S 1 1 ' ' ' ' ] | ]
= 11N
L1 x5 Ity 2 Iy
H . w E==
- | In g | In NG
L
P o +h [
A= A ) r\
o7 Nk ) (
- | 10N Mq\-
B3 g
_ B==
B i il
o d S TTXT
0
GRS
XX
] ] ] ] ] ] ] — b ] ]
D) P N AN 1%
Y
(|}
I-HHH
L
uun\
1 [ /I 1
4| - —\A. ﬂﬂvw
L) o ANTTTT® AL
] e
X AN
| 2zl
W ~ ] ] N ] " ] " ] T o uuu ] ]
1 [ [
5t 31 5t
“H Pan
N [o) | 1a NG o
|| E=3
1% 4
| ¥ -
p S
1 1 | " | " ] | ]
T [o1 AQLLL L L AN
0
S M
g
1 [ i~
31
~ AN L,
ETS
il
E==
N L 18 < | XX
MR b ' _ ' b ' b b - § ' b
ﬂ M-H. "!\\ CI¢\HH.
i x =N ﬁJ
E = S
ENE ot
~t ~ 1 ~y
o7
A TN ~
oW 1B X YRRE:
1 ] " " " " 1 1
B b 1 1
~t ~e
B L 1
ARy i
1 [ ¥ NG A Hwﬂ SR i
ﬁ k)
Qm L)
il Pla
M - i) .vl_ s\ 1T
o] 2 e EShi b
XX
ot
- ~ “¥ny ~ \\xvv ~
.Aud ] ] ] ] nnUt 1 1
5t
ﬁ k)
T
s
ail | |
1 A e 1 e 1
)
B2 N = = N A N A NI n o
~———— ~————
\ { [ S >
) : 3]
— <} <] . . . 9
o — - N ~ o = 3] s 25
S 2 g = > O
. i)
o e~ A




2 Lw |
© A
0 .
1] ]
>.rlwi 1 o} L)
i (1%
il e » | ﬂ
|8 iy | i It
Hﬂ | | Ty
_Ha N \H_ y | - |
1 il ||
1
MY e
| ~e A I ‘”H\H—
ilid y | 10 NG [
ﬂaﬂ pa X w ~ >.r\1u a
: | ki L 18
M | | i XX |
LHU' - ™ \lO i % u
-y ! b -
.I.w. NN | | é huu _
] ik Nl : i
N — | d
v I | |
iy | | x
: | T8N ' ' \Av \
N ) R R .v}_ hﬁ_.f‘-w --
[ 1 \§
q ] -Mw (1a NG [ 1) | |
‘NH# - N \Av i
primi
A I T i
um\‘ A Q™ l il oA : unn
| | punny
Lt N 4' .
i I X |
ATTTT® |
lHU. - A . Il - '
Q ~
== N o -
ot <>y w w I | |
J B N .¢%w n\\\w
Y 1 | II
i ] X =N | 5
LHU' - A i
| .vlu /'
o oY | | .H#
‘NH# - N )
ﬂw Tia ] ]
il Y Bl uun
1
o] Ea | - -
! | 97 L L YREN
T N
: _ W N
| P! |
il | | ~d 2 uuw#
L
: )
—Py f .P\\f el ﬂ
i | | 1n N il
N 1l
~ 1
d i Primi
i [ B i i q
@ iy
| L
#w- | nn\- _ _
=?uun XS
E [ 10!
Eﬁ.q _ | |
3 LR :
= k) 4 i | | IMW_
[ YREE:
B MO | \ _ pn
| < xix||
& A
L w b I¢ |
°
[TOA o |
I [ ¥a A dﬂ I
o oY | \
“H N /1 Il i . .
| >H ! N
[ i - |
oY
| | ym [T ~
KHA- .MA ! .F\\H | | | ~y 2 \A.uuu
N _
A = | o A~ N bﬂ}f M -
LM_l © ~ ~e LHA_.I | f d
V > .'r\\\ | =0
I ! \. i Y FHAY
i u = W ~ —\A. I "
I 2 ANTTTT® M 4
- F . |
_ N e H_ 8 |\ | ,w
_ ]
ATTT® I
| w " | ' .%W._nmﬁn |
\n\- - N .P\ | y |
E== A\ |
11 ] | | . w |
Chl Il
ETS N %.¢h4 AI—
L1 Z H i d : hH
u\
Al 5 |
Lo .
~y \
o7 oY wlll |
LHUM - ™ —\Av | |
i U "
A 1) .
o] 2 \H— iy i
b. L . | | AN 1
v Hﬂ u/ XK
ATTT® ®
r”mur [ 1a NG . uun#
o ,nwu,o P
[}
— E== N ) - -
q Ll
- Ul
o] \H— |
BV Wl - i | | .
o |
7 L) ||
ﬂwn | | — L L JAN
mﬂ_w Nl |
iy i |
Lt )
AL N |
& | p y il &
¢/ | :
B L - \H— " M _
I hig| | |
.y . [
N i
F. ] sl | | | )
NN .P\H— ' ' |
~e A~ - ¥ uﬂm
s _
] X X
o] oY Rl A\ 4
o)
N |
o] ﬂ Knu
E=S I d - -
o o _ /
—H‘“. = \M_ ol | u.uﬁ
H” 1Muv | I - - LHU'
Ruyl - uﬂﬂ
o7 oY - Ml |
™ N \ il | | |
o B ll
Lt Y ;
o ] il lnmwv | .
> .. c :
1 g L . s N . m
q | NP A& . :
\V | . : C
N 2 | il | n V
\ o == : p :
e m ﬂll ; 0 ; :
B[N . i m
C 1 S————— S————
AN 1 C
— 5 S
— g 5 ;
& ] W.» [
m



[ T
4 N
\\\\%uﬂ e (Yl ."\
| N EE
(Y
v P ATTTT® o ® N,
2«
N -l e =€ ol
o Es ol EES ©
gl R eI il W ; Hoy LY
ik | L) ! !
>l 2
B LI AL ER RN
=T 8 N
\ 118, b g P
A LA (10 g & A [}
TN .m b=l E=3 hﬂ#
B=_1
|5 S Ve
N \ H 1 g2 .
= Ad P A P Y a m Ex3)
I\ 50
\ ity L) g 85§ L
mr m 5 [ 4
Y A H.o B ﬁ
L e i) (YN ([ 18
vooe 2 Wl
MA a_| L) LYl 5 Al
u [0 +¥
Ab\
B € Bk ) X YR
.
L2 8 N
N A i) o B [T
¥ FF )v L) | | ]
ol
B LT [ fal MJ.
1 N e AT i T
pY.a
™ L
—H — K
5 \= B >H1A. B
(| | T
B B L) L) N
== =€
ai N e Y
= L |l
[N kivmW M _
B S
g N LI ' 2 Fiin
Y | L) <
i ; -UH ik b
XX
Y T AelLL 2
.\\‘\ Luy
AAMW\\ || [ i ﬂ Lt f f
[Yual ATTSTS i) o 1)
-l
m=d | || IR
d 1) ATITT®
| "
B s
A 3 i y
o T4 [T ANTTT® Hy
2 N o R
b 1 7 e i} h.wuvy
e £
B LS
o] o LI .P\H w
Pal jl Al =
& L3 - N L) X YHAN koY uuu
.\ SN ‘ [ 18 Nk
A
il !
o L 18 9 | 104 1 O
A L 1! 1 |
NI
-+ g9
—mw [l £
|| =g
L) i 8
K| NER 3 g L 14
= L) 1 A 23 A9 ATTT® "t ~d
By -]
[ 0 =27 e
B ; m A Ik .P\H =€ ﬂ\\\w
primi @ |
N 2N o Enl LR i 1
L) .w < N L N 1
&
.~
A [N v (1N
N /f
5 ’ X YN 5 [Y
N
oot
LT P anll
B N X Yul R
=3 mE H E=3
B Y Am W b [ 18 b b b
e o i PV.? NTTTe asll]
IR I .
Exx
5 (19 N
5- . q o
3 H o/
Pa .VH k=i
- R
LN -+~ i - ﬁ.ﬂ‘ T
b o AL ﬂ\é
AL N .r\_ T A
=
T
BA QN mmw | InNg b
¥ T
A N Al ' \ | .
=== 1 ]
o B A —\J.
AN {1
.mﬁ}\“/ A% [ $a e Ny eell
\\. .
|
L) Wia M
™ AN | IS8 LS
B
d 1 i B .r\_ o < AV
- AN X Vil N Ly
wA [ - -
=< 3 (YHAN
i o "W
£ s
5 A-_ 1 k) e
_H?\ —-© Bl.N
w Hil 1
umm | A A 1 N b \
il
=
[ a Y ”m TN
( =
L) - | (18 ﬂi.
A a \u A .Tli O
g o Piatl .V\i
M ! - N (YE N,
oY < A
- l
p' X 4
i [N 9 1 ATTT® 1 RN
| g o
II! 1 o< (M
5 _| 13 (YN (Y | |
g g
S8 . |IN A
B B =
5 s z 8 1 N o] NG [ Y
= N
o &0 N oot
Pan [Z N == E = =
N F o [ v [ In NG af A
m - m I E=4
Pmum> it [ ' g ol - L
EZENNI s S
mnl e e\ = = N N N
L 7
\ { [ >
Q
H. - N d S s L
— . N K= m
9 5 5 = > O
2o} o o




o T
g b m v o} Hm!\,
N RiiL \ 5 [T B
i ¥
i w * [ 1o [ % I g
K ~ [ Y =3 ﬂ
M \ o N ] ]
W) ) 7 7 "
-
]
I K o7 [ ¥l
| Y
.LA Primi N ‘
20 T8 A o R
e Y uumw
N T Xame ATTS [ Sa | /HH i
M Iy ﬁ._ﬁ
i L) L) . roaay
[.F _ :
i e
F BER o
m. > - AT \\Mn
vy
e
\m.q n.wuvy
4 I
‘I -4 N
E== | I
AN (12 Y . .
N ﬁ_ﬁ. ' .
N In, « L e UN
N Lt LT q 2 [TTA®
H
[ Y
NN 2L A I h
e a7 .h_w >H.wuvy
Lhwvvi | .MW\
B .-1 B
" e (% |&/] 1
N >
Vimi L 100 . .m .Im.
ﬁ\# 7% [ 18 L.’ e V ..w m il
e
_ i [ oM Q T
\\.> m I HMEW E== 17 W
T H'%Lv\ [T N A
uH; |
s [ m s
E=
i LI o
'y ¥ I LTI A . N EJ) I
i) (il AT LS e L) aﬂ AN pﬁ .
N v .
SR 1o Ae L] L
(N
5 - e [y A < xlxn
E== Sl
|.MW\\ 9 |
(1 3 E
| y L“_H\‘
i) ﬁ
I i I
i 1) d ) W 5 1
3 vs
B e [
by
Hy
i) il g 'Yl ™
Il o o
| i
Ty | |
i3 [ —\J. B i) uw\v,
o1 [ ANTT® [ ¥ 1 ._Mﬂ B
| |
e 1] < N
™ H\\A- | JHE ™ N R uuu ~d
ﬁLv\ 1 I\
a it TIHR I BN N
g - g LIt 1) mm B RIIES
ez
SWN
&1 n W . -
ol LIL) T b | & 4.>ﬂ e j1 ﬁ =] ﬁ
o7 A= f 1
a e 1 o
4y 1l Py N
il e B R B
L) il
i) (18 LMﬁ
N
k) o
Ly [49)]
| 1Y 8
: T -y
- e [y . L o | . O
1 ﬂpm\} .
ryill e AeLL 3 AN
A
i e Y
A.ﬂv Jv i .
iy ML) 2 HA
g L [%a 2 [N )
. T [ ¥a
ATTT® b 4v N 1
Ve Primi
1 T O\
bl >H L & Mﬂ
e e s
3 ot
] LB EES
L ¥
uwi ﬁ L) NIl
‘v\\ 7 A .H\\ LH\.
o Rt Y 3 N
& ] ]
] o ' (Y
& \
e |
(30 —Hd. n“m
N e
b L) ASLL ol
Lﬂﬂ—m ‘\ .
I 1] 'Y
>— LIk L Y b
iad S<
ik, I [ - |
Aw\\\,*— (| lﬂ lHU.
Lv\\\ N .R\Av AW# © o
i Rk
“ X YAl ot N 8
IS oﬁ “. AN i
4 e
L Y i o 1%
L ‘W M ol I a i \ \
K\Mﬂ \N. L) i} 1S I 1) o M
Y —W\a hv_? L3 [y |
N 2N
B Bl L} (1A © uun#
e
o1 1 ‘ k) ‘
- i
: T e
ﬁﬂ\VW/ R AT ATTTS il I A |
- oo L n .o m 'I nll
mnlnmuv N ~ = SICEE N < G
- .
\ { 5
AN 4 I \ p . . k
= ] — a o] E S 5 =
. ° g g > > O
m % m



. 4|
-~ N H o _ A Ve
IS . 047 arat J T i
1] R -
I 1 B r | 10N A HHH
i)
om L) T Tl é ~ T w“ A 11
b b L) L~ J L L ¥nNg
p | | f
I = GEEEN ol e | RS R ﬁ __ | b ~ I B I
33 NN
A H
uun f._u_v\ L) L) R.W\vy
\‘. XX
A i5i3 Hlﬂ._lf\
N YN L e
< R s
LA%? [ H ]
il 218
~y 1 o7 1 1 | In g
e
Il - past i Il I
ﬁ L) \g 05 i) L iaNy
e ATIO® i
§ e iy [}
19 s oY V
E==
k] Nk ) 1 1 1™ \
| o EES 5
LWﬂ mmw —_
] LINEE A
I £ :
L) ~ . ~t
§ 1 ] 1) L. ¢ L
o [N ] ln Nl | ™ TR » I
R — s - [ L) ir_.‘_ % % B
L o A | — | (,
b, § ™~ ot 0 M o | 2 < xlxms » >Q|%\ |
b B . [T1® %v.¢ [T gl
I ~t 12 .
Pial ﬁfr | N
Mﬂ N MTTS 3 < TR
il 5 5 N ™
I ] il f . i
NS ‘g ol i g
=
e = ATTT® A~ o w e
A ﬁ e HI.N
1) 1 h
5t B LI [YaNE
et
A TR 8Ty A B
HL) E
2 - N HM m
e N
| 1 R-JuEE
b B hw‘ ~d 1 J) A o uun#
e
Lk [ N
e\ 17
" ~t L) % -\u
A ¥
|l L)
Lo ‘= il
L
) .m _ Tax m ~y 1 1 h.v [ ~y
1 n
-.r 'y ﬂ L
L EE a — JV.mi
Vi A 0PN el BRI S o
[P < A N I
X il o | o o | At |, ¥ B ‘o m
Ras AT o M [}
2 |4 ( ; o
i [ - e .m. | KN g ﬂ __ | | A N
EEs
ke
Pia 4 S k=
$ = N NTTTS s [ L g
ind AN o8 il o
a =+ g8 ] \; + E
5= = E's
@ ey o I | .mvuu\ 2
X YaN b [
ot - e Telld B
(e ey
T X7
Rl L) h.w i
AN X N ﬁ k) 1 O« TN
ﬂﬂﬂ -~ i e v
Y a H LY ’
mmﬂ |W 8
N Uy A “y R-JpiE
& N 1) ) 0 N
el EE3
Ty HJ, 4 i} o
hA \ L B | " Nillj
A4 A
XYl ] -
ﬁ L m;v\ b 3 b B
Mﬂ._.f\ i) Wul
TeA S | 9l 1) 1% T 'y 85
N H‘”l—v ha&
K I
B T & V
B [YEE: ATITO 2 q j,"
15, ﬁ umn
e Y | mE
-y e 8 LR
dLTA L L i
SPMTN PN i) B N
== === - gas
N [ o 1% B
\ i) I 1)
B B i) X i) < xxl
A=y | N
—ﬂun N e BIES =Rl
A N (A
o7 o !M\ o7 k] o 1 X
pa [ i
T an~ R e o
\UI -~ [ I
\# M\ B ‘m OcRBE: # A B il EJ),
NS H " it} % N
e~ e ! A~ [YaNE
u = = [Yal = o
5 B AJTTTS B TR B 9 E
ﬁLv\ e \,’ [ .w m
£
- 1 L8 LN . g
< N L) L EE
[} w
- pu
r = B3
1 T =N - L1k 4 B [TTAe
EZ 3 a oy - EE3
o - o & LB} ﬁ \m/ MmN AN =)
I I | e ||# I
5[ a = = N a N+ & N a
N— / \ e ” \ ;
. - - g & by
. Q
M 5 5 >
= ¥




M‘ N <l L) <+ \ h;HDy e
D Y e — 0
O 4 L) L1 3 o7
— BN .......
L O \w....s w7 |9 XYY
3 [ e
- ™ % % L 0
N \ 1) A A A it N LI S TR
]
©
[ S N o ﬁ\‘ 1.
T AL.T He ~ M AN
o sl # |
= s B & ~ [ ¥ e \“aq>
Pia | ® b [ - |
IV -4/ i) 3 k &
|y
;”_ﬂ B o ol 0 \M.‘- on | [ W T ¢ >LM | i
N m"u 3 i) i) & ;P-\
= ap d e ﬁ ~ ~ < il AV [ YRHN
o N T e i < 14
\‘\HH\ vl
[N ] _m ___rf Py N\ (Y
I Ty e B 8] L=\ B
[
A
% y TN \
" 4 7 k) .,\oé b | u.mm A \
3 i [ ° ®
n g ) st [y M I 2 iJWv
ny 2 \u & l OTe vy [ W By = M o |[[180
e iiiL) s 3 [1aN
b > (Y
1 L A~ ~t o [l
e e i K ® ? AJ_.n B AN
A N1,
N il i =l /| % I
SETHY e X L[ 8 | R U e S (I8 i s
o e [y ]
I L 9 o [[T9RA
A I 4 178 | 184 ...f..l... ™~y
e
Te® [ R L ALs N M [ YEE
8T B [y - % a % M Nm .\b> =5 |1 fer
T = I~ .AA-V i~ A~ A AMWM. L1a% 1! \
11\ iy
= Ll 3 i
3t B A4 L) i~ [} .nﬂ\ AL a e q 8 »
T | primi [Panl
N oo i) L j 3
\u_.uw ™ L) .
F\ gy \= ™ . » [ W Euy N
MR i) [ ¥a o ? %
o1 B B [TTTe m:_ B B \MT v om | W 2 ﬁ AL ﬁ
[ I y S Tt
W “" L Ui M [\ | -~
@ By i [ JNER: _ _ 7’ﬂ " H EES N
Hﬂr [ H
b B Q] e (1) -
N x|
el : ] ] ] A —
mmmur Mo\ [YIR L) q _ _ ? ) Wl x|l ~ 9
Y (17 o7 o7
EES
N Wy =dFU | H
& ) g,k i) 8 __? I AN x|
B IX Vil m i
nm w
=il
NA [ 1) [, _ _ ? oy uuu [l ..-
m = _ LJh) F o
ﬁ g h.w kesyp ~
Ll
|| o A |
I gt i) ~d __? NSLL] x|l
o7 I HA. 9 o7
L \ |
) L)
E=s
k) ~ [ B (18 L) (Y Ya ||
] ' VIV ' il & b
RS LIl | I
Al REpE.S I \\Mﬂ 23
e
Il | Lo m
r L [ L) S X
o - ¥ 2 |lis
B o B e Ne L
= e
CHn e [ YEE
ot [ e _ _ 7’ of i~ i
o i i) —J. <
A _xIxf ny
N e i e T on _ _ 7‘ A 5 <
|- I [
I A
e - Hy i o~ |
IR | A[TTT® 5 |7
' . L vi
e
||| 1A 3#9 [ | I
Mﬂ C L.W. LT N, " an _ _ 7‘ 1
‘
LN 4
7 o k) KJL) 7 ™ 5]
il T . N~ i v
| - N B on_| Y | N
n T ot [%a. R hatt
B B T Xame i) B an | IR Tl i \
Ik} ! 2 v
[} NS [%n 3 oy \ﬁ uuu
e ~ o 1% el h
i 3 I
“y. | (YRR Jis
. = Y [y B <1 21N
IS \ - s \ \
L \u | i |
™ 5 I T [ YaN an B B
M\ ol i) —J. 1% p
Fri A x| H T8 ’ BN [
R4 4 A} anl 4 L) D
.fuv, ot | | J, nwzm §
| | = .
0, 1 L) [ on B (Y e
4 R
EYN N = = N a a e o o
—— ——
\ 4 m HD. \ V4 W
= . ~ g o 0
: C m g = > @) M
) ~ o~



N L) [ YN A~ A ~ A~ nnw_.uwv> o1
E=S
o — _ 4 % WA
O (el ATIST® o m i i A ! 1! =TT
[ L o o )
e >—= u % e il v 1v
1 kud.v s L) oY o A w T &M1N Y kY I
2 hu.w g o O .uv_. i s
|
g Pia _ k Y m
| e & " (1 2
- el M
9 [ A~ m ~ o L o f
£ I # . Lo R S
2 s [1I |
: =% 1 3 - \A 2
03 ALl nm\# e M e [y [ KN RN g ' ' ,m kY il N S
] ] e o & m,
lV,. -
K, e (%N E E
& i 2 2 ML)
m m N | HAJIA
AeLL] Z@ | [18Th
0 e ol m ' 1 1 \ m\ N 5 |
i)
e &
N H“" ~e :
: i m wh
Al Aﬁ i i T 0 0
N L 1N
L\ \ # v
<l ® 3 LI A ¥
_ _ W . . Il _
w4l QU @m% ® e Wi T
h i A = v
%) P NN
L g L 4
FY T\l - — &l
g0 S W W al |2 s
- T [}
: 3 :
g i . 1 . 1| 1 N =— g |1 I
= £l 8 | I o ~t .
O | & 5 i) & [ 1 | g I
B [ Sa ? M-
g RS 1 b 1 ﬁ i ,.W\; TR L YHH|
ik N T
ﬁm“" Uo A~ 14 4\ A~ A~ 14 ™
e\ LI ¢ - 8 W H.W\\ "
—J. o | | ._W\ \ﬂ H-\\ | ™ N W
1 1 ﬁmdf [1T% A~ 1 At .T\; ¢ (T8 5 w !
s g Visi Ty £ =
il e 1IN T y VI =
NAl 4y [ Ya A O g pﬂ a ﬁ ~ 7\14 ~d Q
a .MJ = I\ Ty, - ™ H\Av )U. ) 3( L o | A~ \n;a ~ i .n.wwl m
< i paat HEE g Ay —~ |4
Za N Al Ao ATTTT® il ﬁ-\\ ) At 78 W 3 X Lt o |
H.W\\\ 4 7% A~ ~t :\\ AL
H.W y .Lurr e Ky
.W Iy o L. | 1H ....W. ‘\\Mw
—n A —Hd. O 7% v | | WS 7 XYL Y
) B i) [ z "l Tl
I G 4 % % £ 7
3t AN Lw_.r i A A A~ 1 A W 1 B Lm._.fl © '
4l N 51|l
L » .Me ”v)v n ._n; >L ﬁ.\‘ N g e ﬁv . AL
T - -
’\M. = | i .».o.é & el IR ‘.?\3 W Y 8 ‘an Lfvt\\
H =Ry ]
H ~ \; i3 e o O \H_L p-\\\* ﬁ ~ ,T\; ) ;11/ A || A8 i
- HHH” T
1 e A[IT®T® e - 5 -
N \\\nu. — _\ -~ W ~ ~ | 1R
o i I\ e £ &[T N
| il % ST NN I
o1 o k] < XX
™ 1 v b L] At ~t L |t ‘T\\ < u N
A _a&l | e B = ]
A
oW 1B B e (18! ,_.fl_.. 8] L3 ®
— OTe vy BN M| [ W .."\ w |TTI8A
TN N e ol % Lumm
ik (10
Rl i | T AP ® | ~l T K| RN N
b B TH Xam || e .‘hn\ % kY 0 iwu.‘wv
il N 7 [T7% b | AW At L= | .vu”ﬂ A
EE S Ss -+
i D
i x|
_H\- 5 \= -~ Ty o ™ 2l
Y | s ~ [ bR » TTTONA
[ Y| 14 @ LIIE) el
b B [ YaAl :.f,_\_. - - » @ Awﬁ o
AR ol 07 —\* ol \* .T\; sl
™ 4 \\M-H e A~ 4 1 A~ ™ >n.ww1 b
TRy =
D I HEL) i, - B ﬁl{ u.lnb> 5 paN K
il e m , R s - \)
g I Piai e
g\ 1 - LTTTe i) <
i . ™ ™ ™ ™ E=3
ik N &[T [l g V ~ ﬁ v | o AR kY N~
B B ~y 5 [ ) vV N ~t | Wy it Y (YHREE
1 AQH'.
H At A~ At ] [YinN
N =l Ll il 9
Afrd‘ LHre fSand B H- s |
[N
™ 1 N 1% A~ % 1 At .T\\ ¢ [N
k!
1
.-n.ﬁ_ Qo
T — Ik S 0 Mg arn | P (i i o
M aEi H m ﬁ i N |4
7 B N L) | inNg il 5} B
.n,a/v o ™ £ ® T
H\\. - H\Av ~ K ~ ~ | JEER
| || _a I
'‘
A 5 \u N, ATTTT® [ ] ‘ﬁ\ i __V I DU S e ol
NL.N EI.N AT
™~ ol o o oo og
S [N N = = DN a DN a N N
———_— —— N———
N — / \ [ ) . \ { S
2 5 g > £ T E s s o
9 g ; = s S
i 8 m




AL 1 A9
o 4\ L Bl
[1h 3t 5 Flot A4
XX ) B L |
KNI I ﬁ o HTM A Aol
A& m B ot SN A
A% A4l
\tw s el G st Aol
NS - A- 4}
=& 1
5l A
\A.f & A Lv! b >Lv 1 1
A T P - A
A QL AL
- | " -y |
\ f A
AN meJ L| ¢ B 3t Aol
" il s
e A Y
! 7 7|8 il h
~y I
r8l AR
>wn._._.f I N A 1 [
o Ll T A >.Lw\1
>wﬂfﬂt|_v\ ® B o A B o
A EnN N ol bR
E%s 1IN ’y e
Aol s Lk AR $[T$-A A ﬁ“ © TTNA
<& BeNE= S B =3
- il E= s ——
ey _
“y q q skl 8
e 3t TTmmA N AL
o
g LT
1 (I o RN .#.\1 A A FTAA
1 mA | 1N
| " |
[1Te B QL mA ~ A
mA
1 [ YA o & umn L =8 M\l iy A \,.M\!
E= o
TNO®
B e A g ‘ﬂmn\,
Ty
] |l < it S N
s | WK A Z R svaeRE TR
L LnN<¥ 1
\
il
o llle
XN
()
s e —
w
L1 g 1 " " " " ' ' ' m !
L1 g )
H =S o
M £ S
M g =
oL e £ Q
XX
o : m
<
s ! C
N<H AN i
.nvf = N 7 L1 ﬁ o7
Wrn)v, S s H_ a [ v A
e iy R W ;
e
3_T. -.m\ i\ ol o I3 xR, A48
i = g
L[] i it i N7 Sl e e
ey XA
Ay o | )
.y e AN ~c 1 L e B - N || S |
i | AN e
—_“I. f, RU R ©
. N ~ =~
S TH e M 1Y)
Ly _ _ K-y
ﬁh.f\ 0 b g, A~ Al AL
W
o7 4 7% [ 18 o7
™ ) ) B P7.al
o " A~ A > [ YERAR
B - -4/ o] L st A
- LT
O N ~d (10 | _ __r‘ I . L < xixta || A4
= ] N - £
E== I
e | = e AT AT ERgE < py
’ i H— HiExgl | ] \.’ N T [ YRR
||| L1 L1
N H@ L] JJM -Q» M.n
e — T H
ks \A.lD 0J —3 vy I - ) ” iy | TN
) e o et
il » v
N 5 L) o °
Ny Pliai | 2 f
o |8 Y A i) A) | | 1 Al (18 © [TTeh AL
kS Xt B b ¥ ©
| A
~ 4
5 ) p.mJ [ \a Nl mx Lwi (11
& | KN g ~t 14 [ ] ~ » \\M-ﬂ\,
H Y 2
A N lu ’ ~ - ~ *\ ~r \\.’ - >WD\\ © H.W\\ | 1R
B0 A4 e % I % ? )ﬁ
N
N N —3X b B O \M. om | ; s T w.m M ) e W SR N
S e e .. =2 . R
m AmUU @n# = == AX@U ## AX@U N nlnm N N
| —— | ——
\ V4 \ . . \ V4 S
I .
. — — a [=} T . . . 2
) © g S a = 4 o} =
M 3 5
~ ~



LYY YHIT;
.V

(1

8 WK
N

gr.

Fe—%

P&

o ——_-

0.

-

Y

180
18-

<

L.~ ]

>

- P D

&m' |

—3 6 —

AN<H

gr.

3

ASLLL
N

ASARNA

115
0

N’

o

QT mmmmmmmm

- P D

N —

.

Y
0.

IS

-
=

*

"

7

"

T$-A
%A

e

fo

AN

oo

~Q0

|Ep[ee)

AN<H

ASANNA

L - ™Y

1

o~

Il

[

Y

7

Le® &

A
-
A

L= ]

Heg
u®
Hg

il
I

“#

L= ]

Hog
]
Hgt

Isr_I0

il
I

Il

1o &

*

1® &

T8 -A
-4
B

>

he

1]

Il

> >
h o gte

1O & +*

"

L& &

T8 -A
i
B3

D)

B. ClL

Perc. 1
Perc. 2

1
”A V ~l
Al
HLﬂ._u a ummur
Au(@
2
~g uDH ~¢
~y =3 ~y
{
/
All /A
“ [
1 1
<&
/ 4
il A
i
g w HH
" "
| |
NGe N
S — ———
[=4
jos)

Ve.

A

!

Cb.
Elec.



100

jgﬁ

J=75 J

jaﬁ

[ NN mn N
L Y
i
(YA
ol
AN A ‘ﬁ LI
(YIR
o
L1l OONE W
[y
\
[
o]
N
L 1
i
(Yl
AN 5 S STNA i
o I ., | 3
(Yl
o
[ Y
i o7
A
L Y
i
(Yl
& L
INCH A ._#V, WA
ol
(11
\
A
o]
N
L Y
X
il
N N LAY A
. 0
L AN
N
\\m N N
o
L)
NN
i)
LI “NTe€ 1Y)
K )
e
e
mi.N
™ e o]
Bi.N
1)
NN
B
| “Nw ) a Y]
K E==
I~ O
L i
AL AL A L] o8| MA
AL AL Aqoy | ] [WSTNA
£33 B, =~
aNCO i L [Q\[o0]
o o o7
X "N NOTN 1!’ A a ®A
o] o o]
3
AN L inNg . uqu\, unn_hn\, N uun> &
&
5]

— il [a)

N aw‘_‘_ Gl i ke Q
. Y A
o ( (
: __; . I/ < :
L hirs | I S VAU A JB e K
L b

~~t
B ) T 3T anN N
o 9]
gn 5t
A 0 .
A i
i A e
_a [~ A [N
<< = I I I . 044
Q N = Y N
\ [ . . .
i = > O =

Perc. 1
Perc. 2




~
N
N
N
1A
e
= =3
ey

>
2he £ te
H = — » T - e N
n [ e ey - | - | - = - | - | - | | |
: %¥ i 1T I I I I I I I I I I 1
R S— R —-—
> He tr tr i 5 -
E##E h# bﬁt'ﬂ' - Eb"th- T | | | | | h\‘ L ——— 3.
0 I W Dng | IT T I I |y T I I T T - T - T I I % 1 I T I T 1 T I T
B. ClL -~ ii ﬁo i z - I | - I 1 1 It . I 1 - = ’L‘H‘_QHJ—|_O—|_O—|‘ ; He- | |
5 ——— —————] v
rp 3 5 3 5
——mp ¥4 n P —mp—p ——mp>=p
Perc. 1 | e 7 p3 = = = = = = = = =
r
Perc. 2 H 5 A 2 = - - - - - - - -
ﬁ P slam lid down (silently open lid) remove book from piano
y i i) = ¥ y Z—— - - - L L - L L
@ VV & ‘f‘ r
) |
Pno.
_ N
[P
i radually lift pedal
Red gradually lift p |
)
b 4
l’f\f\ = SO = = = = = = = =
o = N — s° B
= rub soundboard with wax paper, > T——— —
H mp 1.v. move hand in a circular motion
p- "T"I"W" in the rhythm indicated Lv. i
0 g — 0000 e T U@/_ -
A - 9 ﬁdq = - = s e T 5 - 7O = > = ®; .
D T r O [ H [ D[ [ ¢ +8 r D r O [
D) | [ r r_—1 o [ [ g— m— | [ r [
mp n mp
flaut. -
= o Y N —S8P N I:I_ SP N jeté
7 | () ;— - 5 - —3—/] —3—/ —3— r 5 l nj 55—
Vin v = [ ] | O P O O L = | e | |
2 = S e #S Aelses 2 i > beseres = = oy
~ & L5 ~ |- L N
P mp pP————ppp n p mp P —
. pizz. Lv. (set bow down) pizz. Lv.
ve | 9= = 1 | - - - - 1 | - -
e — -
o— | o |
> Vid - #
rub body of bass with wax paper, 7
move hand in a circular motion
in the rhythm indjcated
—— T
g — T 0l J I T ] N IR N
| = - - - - - - - = - -~ = S— - S——
\ 14 > P =
> mp n mp
CUE 8 CUE 9
Elec. - SRR S— - | - | - SNERAY I - | | | |




o<t

LN<¥

ASARNA

LNQOO

<<

&
e

o & &
0 0@

ot

r ]
I . N N el

ride cymbal

LN<¥

&
o

0

n—_—f
P

O

ASARNA

o o P &

*

&
e

LNQCO

T o C o % o o o
e

crash cymbal

mp

=T

o ® | T

T Bl

&

*

closed emboucher

breath only
I (inhale)

Y o o o o
P

>

<<

Lv.

T
short back-and-forth
motions with brush
o o o o o
o o o o o

[
mp=p

V.

=2 |

P s—
H o —

HT =7 .

3
4

T~

@

B. CL
Perc. 1
Perc. 2

~—

#j/#?
)

mp>p

)

S——

o
>

P

—_—————

“I""qd-

______________:::::/

Prgh e

L _be

\

mp

L1
.F' b ’q."'

D

J

N

mp=p

N jeté

<

SP

—

)

pizz.

o
mp=p

jeté

b

D)

J

S—

bl )

©
—

.

L _be

<

S B/

mp=p

ey
o

N

jeté
pizz.

IV (tip)

g
mp

TO00

CUE 10

n

"

§

—»SP
H ———5—

v e 2

Vin.
Ve.
Elec.



ASANNA

—8—

p

D

Y

(sample improvisation)

14

—30

gradually

shorten fragments
T
I
I

LN

Yy

NN

continue| improvising
T
I
I

i g7

improvise random notes in lowest register,

fast slurred fluxuating chromatic movement,

ad lib. breaths

—3—

P4

-9

oy

9 "D“i’#h##j hj#b#q##i# [4'L A

N7
m\_/

play normally

s

n

(L))

&

T
oh e
el P

| ¥ g & &
=

|
O Sy

e?®he

e

oo W1
Fa®™ 1 71

[ 3—1

L3

I
&
&

<

I
o o o o o o o
o0 0 0 0 O

Xl

——

continue [to rub with
wax paper, ad lib.

TO00

AR

- uﬁ (®)
[ uls g
mp
of

B0
Iy
T Y,
Hr8e
mp
o
b @ 1

ASARNA

—37

MSP

—3—

5

t

Y]

I

v
A

vou

>

*
o

I

strike body
with palm

A

OO

N f—

4=

I

2]
IV |

>

pr—

7o

Voo

>y
IV
" 1

continue to rub with
wax paper, ad lib.

000

J

T

1o te

L5 3

=
2

L

Tlorngbh e

I
ok

H¥tehe

‘H. b

o)@#

mp

pizz.

9 Fl. [ 3

CUE 11

J

FACE CELLO MIC ON

Perc. 1

Perc. 2

Vin.

Ve.

Cb.

Elec.



(rhythmic approximation)

"

T

e

(sample improvisation)

half-breath

IR

gradually lengthen fragments

(continue improvising)

¢

INY

N E

7

continue to
slow down

D

§o1% by fe

D

—5—

N—

—37
be’

-

(sample improvisation)

4

:

continue improvising

>
>
== F

(rhythmic approximation)

ba b3

1D,

s

DR

continue improvising

gradually slow
down

A D,

158
H

FL
Perc. 1
Perc. 2

Hp.

N—

A—

I

v

e

33—

U

N

—3—

Py
Y

=

IAY

N

IR K3

=

ge
111
v

A

*

V4

\Tie

\ &
a3

e e
>

X 4

ric.
&l

2

[ 4
X%

~———

MSP ——F N

~—

@ 77

g

UES #-9-
=

S ——

>

4o

—

0

7

Elec.

Vin.



FL

B.CL

Perc. 1

Perc. 2

Pno.

Hp.

Vin.

Ve.

Cb.

Elec.

K
3J=96

very breathy sound, improvise random notes in
lower register, fast slurred fluctuating chromatic movement,

(very breathy tone)

(rthythms don't need to be exact)

166| adlib. breaths gradually (sample improvisation)
5 5 5 —3— shorten fragments > M1 34 [ 5 [ 5 —5—
} f— n  — n n  — n n  — n n — n n  — n n - F— | N— § T = n |
1 T I T In I I I T I I I T I I I T I I I T I I I T I I I T I |- & N’ N I 2 L7 | 7 N ¥} F :/1 I ]
—] " Do b 1 i i 1 i i 1 i i 1 i i 1 i i o 7T 7 & fy' ® (e 7 N/ g he 7N/ o ® — ——
e @ * Tped ehe T g g i i = < " fe LA N Lo —
: N7
pppp
breath [
™ | | | il
oy— | Y Y YA [ il [ Y Py o N — — ]
—1 [~ [~ [~ [ [ [ € < - 2 =7 !
r i I 7 | ) 1
z | | | T T | o —
random key clicks n
(as fast as possible)
continue to slowly come
slow down > toastop
.. i 1 1 1 i | | | | | | | i 1 — - = =
1 | o T T T T T T T T T T T T T T &
n
=
I i ¥ ¥ L L - - = o - L
1 1| I ry Py >y
=I y &
—
mf
89[1 """ I
b!t
) -
) A
y ai e - e - 7 2 Y 2 < - -
D € € -
© f
T 3 1
o — o
J O & & < Y ] < - - & o z 2 & - & & & -
7 - } Py ry </ P & & </ ry ry & - } & ry
Do =3 f - = e
Py . | b ?/; - - P ogn \T |
e 8- | 0.
8”g """ I
P —
=
n gv
) A Y = 0 -
7\ - J < & z 2 - - - z 2 z 2 & & V. - -
@ '/ PN P P P PN P f\ﬂ\v A
D)) —+ 1 L%
, b - S
(thythms don't need to be exact)
— —
): . il 2 P
Ed [ r r rr r r r < [S i rrr rr r r r
— —_— ——— I —— —_—
f 5 5 E——— [a—— 5 5 3
arco "
IV extreme vibrato
ST =
- —
p @ a7 A A A Py —1
A - - ¥ i i i i i — - -
{2y I I P T T T T T
SV \‘ [
g B pprp f
arco
@ IV extreme vibrato -
P s e s e s e o e
o\ £ S S 3 3 =1
J O N ] ? 2 & I I I I I L — - -
7 ‘H Py Py T T T T T
rpp S
>

PSRN o e B v e B e
S

CELLO MIC OFF




<<

(very breathy tone)
(sample improvisation)

gradually insert more

q
==
X | >
(|}
| JEE! - [
e
Q!
v
N -l [
N
al i — ~
x| —
] ] ]
x| —
—
>
~4 ~
- st S
m -
g* 0 & A Me— IR [P A w -
- R\ \ T
] " ] ] " A An v A
/<
i Iy e
T T A)
] ] ]
Ml <
L LLL ) 4] . \.A -
jill f —
4
ﬁ _HAJ
)
m== . .
©| [ X} [
prai) ! ! o ]
ﬁ . e g z
4 (1 - 5 S —
1| 2 &
B N - m m —
VS ) g\ g\
h ] MY — = ISR T
ﬁ b 1 X
BNy -
al [
F)ﬁ_ﬁ\dvv «
N - X
By
4\ b
BNy
w | ] ] ] ]
ﬁ;n\-
E==
ENg
[ [fE
w L] )
IR il ﬁ
AN§ W
sﬁ
®
11 ™ ~
1 1n 1
i ﬁ
L LH A ml - e
m | . [
v | | | L
O&[T g i | < LN w A A< W A< A
i | L & AN \Y
o T [o] o < \A o
L L _ . £
7 -
HH nmw& wm
‘G
1 1 1 ] 1 1
T N,
a
gL L +—H /< 1
&
[
=}
= 1T ™
: .
L 1 ] ] [ - ] 1
2 i *
a : 3l Al
T ~d N0,
[T 1 1 ~y A
L L N 1l Sl il —
|5S) 1 8
LM b"@A \
L L & £
L f e
2 2
K I I
i | | f .m m 1
. (] ()
X_| m m
I 1 Il AN - |
XL N = = o B N NG N &N
\ \—— : \ 5
I .
— = — ~ g a . . k]
- = s g : 3 2 8 :
[2a} o~ ﬁ



“% N [ inNg Nuv,
o
NO
Wy [YEEE! o || —
_ =
o 1 | “H —
] 1 1 x_ 1} 1 [ 1
o 1 | 100 [TT™ -l [1T] [
e 1 [
EE3
[
\ |
o o L1 N W -l %w TN X
L] x| =
O
Ry V Py AQLLL e al =kl —
o —J. X_| <X _HH
m>.h= m.. 4 ATTTT® W. A ri <717
o o | 108 XL 1 [
“4 VN .L al n —
] 1 1 1 1 | 1
“~ N [ YNl al T —
B B al =
NOY
Wy (YAAN al o |17 —
| 4 _V\_ A x nnw‘_ L
, 4
| 100 X1 . [ X
e .vH_ -l %v M\LV [
1 V al [
- ,/v — T
R3% 1 \ \ X AR \ \ || \ AN T [ \
o —Jv X1} o [ X
B RN Pan
TS | ~ ATTTT® A Fru- —
B B [ VAR x| //\\ X
“~ -~ .Fi al .\Q —
i 2 | 1B -l ,‘\J [
'] - | 18! X1} L] [
i 2 e -l | ] B
| o MR | L]
| | | JM N | K |
g - | —
B3
ey [NaN x| o ||HE —
\ e | | =
|| - |
o 1 .vww_ ﬁ [TT ™ x|} _ﬁ\\ [
B L HN || %v “t —
m A x _—
o A Pan. Rdig =8
2 M g AR ﬁ X S RIREEL [
B 1 | 1Y wd ||| x| < || x> fmJ —
] 1 1 n e 1 1
m> “x ﬁ MNOTTT® S | ,lP x| < ﬁ [
~ T
B ~4 e b [¥ || // —
_Hm - | 108! X_|] \ B
) J | {4 il L
b. o D L i\ X | TN [ X
B Y al [
RO
Wy ol al o ||HL —
4 | | 1n NG X1} LN [
| | | | |
| 108! X1} [ 1] [
~t | .vH_ N ox U %v _ﬁ\# X
L1 x| =
o N [ Tl X YEES 1] S\ [T [
o —Jv X1} o [ X
m>.h= 4 | ATTTT® x|} “Hu- [
o o | 108 -l L] [
“~ VN | .V_ A x u— —
| | | | |
i + | 108 X1 ‘1\ [ X
-l i o J o
i =N N ] (1T [
i B ol x| H [
\ /T I \ 1
) 5 )
ANy [YREE: x| el >
| .P\_ N ox U R Y
- e,
N
| 108 - iR [ X
H_ 3 /
A | Y L 1%:4. 5 al = f. —
L] ] ] L al ] [ ]
V L)

B Ul 717w, ASLLL <] SN | [T [ Z
< 3 1] o
< [l | Ll 9
| B h.-r\ i) -l b — =

! Full I8 7 3
— | —
N ey ] s & L. | ls 2|y Lo B
1P AT i HIESE | :
“ f | ¢
< <¥ = ~ <X
X ¢ = = L N N K N &
\ { [ 0 S
—_ — — a o o . . . 29
&% . . A~y jant =] 3] 0 m
c. g g S > o
/M ~ ﬁ




LN<¥ | LO<Y¥ L] 1
B B B o B ua B
\Ww ~ | 2N > M i
A% i & ..w\\ (YN ~ ] .\uw : i EXmn. ]
N il B d b ' 0y o
S H )
X ) ~ [YHEE: [ YEE; anll] ' S NTTXTX A
e o ' ' '
b : ; il _ ] —
o) E= = 1
[ S (18 B ol 1 ) HLJL
m EL.N E=S " =
C Ll " 3
g (1l m i) A
a7 Y : il
- X H e H
& | 4 v FW™O o AT ¢ 1 ! e L) “ w
flil I |
3 = '
CHYY J | o il inmx 8 &[T, )T
5 [T = & Al IMJ s ot e <
q Y 1
B0 E=3 p_ 9
g ﬁ § - 5 N
g e o B 1 e g i = m N =
m A% = \ 8 m RS G-«
8 Bl ° B
.% .Mv <A MW\ 4\ N a1
: il i 5 _
2 S ﬁ 2 Ppi
& \MM« W Y Iu\\ (Y W ol - i~ X M L) BN TXXAY, .m
ks i g
& : I 8
_.23 B (YA w&—#d m ﬂw d IM
— e m il B E
n o, i p A i 3
m —8 EA .ﬁruﬂ Ay AN W ATy ATITS S w | & M\:f@u W M1 (S | pﬁ g wm W
<< ‘ AAA ‘
A”(@v =0
q "
s g
[} = | M
= 1 172} |5 72}
B o & ETTe S ||al 4 Il N 4
[N = L\ g =
o o | e o
.\\m — \ =] [ w. =}
— “—4 N X ® g (11l ks W Zhy B L T oWy
[ 4 I [y = A i 1] o v
- i - 1 mw ~d 1 > Xy » il > Wy <«
o = 0 = — &
Wy { Y 3 o |lu =2 w
) B ~ [ e M [(1a NG m $ M B |[TTe i mo 3 [ )
NOO NOO 1
I\
\Duﬂ
M
(VI x| e [T X
g AN |
i)
Y \ al » = —
LI -l ) X
g N\ [ A s AL [ all AN —
I\
N 1 ]
o © mmﬂ k) x 1} o7 X
2
™ |
m?h_. ~ e N A s L “m- A
o ; = L) ] I.M x| L B
N |
“3 VN e L) LN all \1@/ e —
'l + | 188 v m - 1 [ T
v} 1 ol L =l E& \1.\ W A —
y'| - N [ InNg \iv ' -l NOP BER [ X
y! - ot ™ m A s L N L A
) _ )| y N .
(1) LI ] iR —
iR a i &
i o || \
N 1 U (Y _ LN al 1 5 L) —
i | | : =]
g A : : A SN[ Ay
o 7 il M m w [/ < o [
A “m ] E- m ] A L] RN g Y & -l 1 IcEILE [ ]
& & & FR =2 H Uy ] B H [
8 al —
al —
1 1 1 1 1 A x 1 A
x| — T
al —
all —
x | —
] ] ] ] ] ] 7] ] ] ]
A xH A%
x | —
al —
x || B T
A ~ ~e X ~e [ X B ~
- 3 B x | B — m
e IR =N .\M.H . | ia N [ RSN N B w )
7] & M.o ' [y | ' [ X
il of[112 |
LR
ﬁ ; I a I
] e n i~ al il —
B Fl_._.f -l B
= ©
W A T | 1aNg \x_n_uf - .m Tl B 1
‘ im il ,, =
Il il by L =
i A v P‘ o [[Ih [
B i) x ] ] L) B
JEX ' T | ' Y | | = |
tA an, s K |
£ : B
o | | 1n NG f &
m>.h= rmJ O Luoﬁ N & >~\J. ommmn.__ § s! LE
o 1 ﬁ ~y (1% ﬁ e -~y 1 ﬁ ‘_ ﬁ
o NO a = = NP R a N N a
\—— { \—— s \ { J
. . — & S : ; . )
2 ® 5 G = a = = ® &
o 5 8
& &



<<

LN<¥

ASARNA

LN<H

ASARNA

<< I 1
AL ﬁ I R ) v N
oy A ™ .AHA.. " LB
e 1
AL ﬁ B B (i & 4\1 =g AP
N AUImwv A_.‘ N
el N
[ L) 1) B |
Ly NN
A A
S e H
X! 1) i ol o] ™ =T Wy
x IS I
I A ) = '
ay 1) .
A . E==
Hwﬂ £ 10w e N [ 0 Y N B
o “QIN
s I y Riillh y
| Hhﬂ.f \47 .PH_— ’ M
. AN — -
>uw u%l [y ﬂ (1l omlll A 3 N\ x|
B
[T 14 b B o
AN [ )
[ kool
I\ B i) NTTT ~ 1 b D - 54 Wy
LN<¥ 1
QTN L
B & ) 4\ | b ‘\\Mw.. B
N | ™ Sl in NG
.AHMN pumurk ﬁ g ~y ~y m B
A8 A et o A ..ku*w th, Exmnt )
R n,
M\H— oy g D Y- B b W th \
>u'u (Y onll| b ITAN —Jm
| h.L ™~ ~y b b ’ h.wuvy %
M\ L 1
[ 3N A
o - A o
iffe 1 B
L.a L 2N
e - il - o _H
Mn Cl Shan A N [ D Y LN{ 5 W
<X 1
[Y
¥ _ L*
| N ®
ol . | .
A N |
_a ' —
AL ESN $ 10w (1l | & 4\1 B H 2
\GE N
A S °l i B W B
VN \fr 4l
Il by T W
\an_ >uMﬂ._.f w NP o vy il \% ﬂ E] g .
X ) =) 1
L ~d ~4 79 ~4 1 .£ g o7
X} ASHH (1 omll W m M 5\ ¥
~ STTAA
_\\. /’ Begl o
ﬁ\un Y M || ATT] N 1 e ! “A Wy
\ LN<¥ /_ L
[ >/fr\ ; \
VN 4 T8/A
X Y o o] o W H.\Lr : M > [[w» Wy M
ey '
Ly B < Nwl
3t A an\l Y g g 0 Y- % < T I
4 i ..
.
>.Mq (1! anll 5 X Y]
| . Y
_ﬁ \] ] ﬁw} g o7
iy i Fllom " AT N 1 b s ||[we 84 g
<t < i
— QN
AL i N ' i
oy A an ” B g3
JxYin g oLl W 5 ¢ m P =AY
NP m
.MJ [STR Y
XY ™y [ YA vy siE N _M_Alg g
Fuy
" I i
ay .r# il f
L. Gos e e 1 f—*fmj pil=ey ; b
P ol
s i : ] :
M 7r B I
\VM B T ol ol B | 5 N IX
o - il NI J
ﬁ - [ 1n NG o | |3
\Mﬂ b b ; NTTTS ~d 1 ( 0 Y- N.n_wuvy “H W ) th
N LN<¥+
mﬁln@v n = = N D ) N o A
\—— { \—— s ) 4 J
= — — N £ ) ; . . 2
- : T - . : ¢ g @
o 8 3



LN<¥

on<t

B
S A
S S
-~
wilfll. i,
m i
LA L1 >
E=5 XX
pa o
2 B
lll|. o 1 1 1 1 1 1 1 1
L1 a1
18 g &l W W ool I
v ] o
AL )
O
B =
—
N 2
i~ (18! > | O
Cl .
&
A i@. H.W (3 m = KH'
all- g
. ]
Ly i k=t
n.w ¥ k] ~ | m J— 9 ~Y 1t
-h.q i 2 i
>#f.¢ o o mll [ \\ﬂﬂ d///kqu A~ -~
H i 5 a
| s
| A W ] . 11 o 5
Mﬂ o~ I K L 0 D - L) ISlEL Wy O
\ on<t /_ 1
o7 o7 ¥ o7
i & moom e
A M (YEE; N U ku* 4v EJm, )
A " -
LIl 3t m B \
A " 3
\“« ,y HM\\‘ o anlll w S AN HJN A
s il y
q | y
1 oL W0 Ty XN [ w o - wm
s \ ! 1
. ﬂ m
umwrg 1.
XY o (Y oy il ) PsﬁfmJ AL > . W
e < Nwl
B LN e ~d i~ w %w Pl ny
' 1
.{ i B
S "
A8 & N ERR ol ol a9l s T W D
A m
[ b H o1 o1
A I T
\4»# .Hgml | (Y ﬁ T N [ m s .u..fﬁ 54 - i
it , M “\
B 1T ot H e ot
" AN
s SN ot ~¢ N m o1
pi. N "
Jerh Rt} AP B
X % Y % ol vy .A\* 1 14 EJmn, .
= -V S e ” [ 1o
ﬁnnwun. K [1n b w 0 Y o \* b |
" “
I " ey
X ,V - i 'yl onll] o AN —Jw A
[ ot ot ot ot m “Ta-
il.N 1 MHﬂ
i L " iy
b 14 —\ g : 4\ e b
N YRaNCRREY e ®N H | ot
- =1l ] | I :
1 \Mﬂ B B e i 1 m / 0 Y B “w w i
B m N IR
1 E==
| g | il
|| T " . T
1l il | il
X} e ol vy il ”.\Lr EY Psfm o =] [Tw.
.
Ly | i B < \ﬁ
HIn) .
b ~ % .—_HA. [T ~ > g mg %w Paanp Wy I
| inNg
.h.wN . 23 | b B
\% .-\urk N (YR ol 1 5.4 dﬂknqm A Wy M
4\ 51
lHU' ‘KHA- il
T ~ ] i
ﬁﬁunn . i
b I8 v Nk ~d 1 (T b - L B )
N < <t
Sl A NG NG A N AL &
| — P — /.‘/o.\l-\ —~—— N P c.
= = — Q & g ) ] . 3
= > i : 8 g 56 :
o 8 8




(@){oo)
| 7 (e)oo] i i
o] '\1‘
7 B 7 L I 7
11 Pan. %
S S VTN | PR T 1) m N W & | ] i e
‘V A~ v
. P-‘l E \ ot “Te [\
I [ '
fﬁﬁ N Wl L A W Y
- e () W&
N 1 W \! RAJEA LNW\l B ~ TN o S E N,
DNOO N i
i L [ Noe)
NIl T
o o7 LI 7
Wl o o v U
37 ol ~ L Y
LT e 1 1 \j
I [ 18 ~t 1
Q. .
i~ ~ .Vu W
&\ W =W L) AW A8 Nea il
EES ] w.wuﬂ I N nw“ﬂ NTH < u n n.w; \M.H>
L e ]
gbﬁ o o&fl | ALY LY
| | . r
W ) 1 Lo
. I W\ / N T
", N B I | N o
. vs v B = o
LNOO 7 Ii
adl BT ik --
wolLL] AL, ! H‘ﬁ. Ll - EJ
Gt I = : ead s i
\'y L._v \u. o1 m N i~ >.|M_n\ i~
>ﬁ Ul ol | [TTT A Au; (V2N "m\;) ' ' AN A f
‘ AN i o »
Aol N l ENg i g |
- A4 T i | T iy
PR W
A8 Ll | 1
4 E A ATIT® |hw_D|.> E= A >..W\H——; Hmw..“.> <IN
2 v - 3 . E==
N T 2, = o T
\ L | I
yam iy e ralll T
N 1) g = |
\ = PPN, B A:
N 1L B | 1 g
A b g ;
I >.
i 1)
o T A \JQ a
>.H¢,._.f - L3 ! ﬁ [ V2 NG | >.L'v o | A
A8 TS alf AN i ' ‘l ! 1
XY ~ A i i
. A A 1
>..vE BL| e ? ﬁ.ha A =DH“> r = \ [k
vy EES R>..r\ ~ AL
== Xy T‘ e == T
T «IH ; i
A b B b =“_“W| Uy 5|
iy Al
. . r\\\
FAYT &\ o Wi S Iy il % (1
M —F“.f -@Jm e Wl - _.Ja
1 | il 1 =
4 4 [oT o1 A k) A i) N Tt N Tt RN
vl T T _ A T
N e M [ Sa i
gt | R i ol I
il 1 A . i
A T®A N | i3 _ﬁ AL © ﬁ\}.
& o] '
i [ i
>\D A \A-A- \n;o | 10 NG m X Y o ~t
c o Lo 5 ; CA- [ A4 ‘
NSLHE el il Bl
\ N N ™ EINL m hW__ AN
Hy " o Reull B
>Lv (YENN LI [T AT g 7r.vuvy i B . . .
1 | >w\\ ~d
\ .n#q L yq; st : >..¢u_
m Bl - I ")
m T®A ; e I o [N
‘Y =
AL ; i ; TN
N [ G’ Wi+ 1 A 1
raLL M iy al
>u.ﬂ___ o | [T]Te A ﬁ; [ Yo =y M
Hn>. I .4.7 S ﬁ i ’ i i T
an ™ SN N b
A4 il
A A
. [ ™1 .>
I Y g LI [TTTeA A k N il E% =HHH“
L o0 L £33 ATIT® |PQ> ﬁ unnnﬁﬂ> w _=H A Iwﬂmn>
o E==
e _ Al NIl T
m B 5| L IE
~ ~ A i\m. ~ m .”\
: T o
| 1y
AR | 5 (18
' T iR — P 'y X
LA A.A. LIL ) ; (YRR f\} [ Y, [
m Ll
" L 1
L] : .
A i) ~d m QL .v“ i~ '
" \
e 5 [
2L Al \
w A A”. Y HE umwr{ ] M [ (W g
| bth >
- < ~ b & o L 18 —
o E\q &\ i S S . i ,
A N jis S Pai Pai <! N
RO itk S MWy & B i nills 2
LN<¥ & :
mnlnm o &N = - N . & Tk 5
\ P —— —— S ——— ﬂ ﬂ )
i O o M m a g S S M
- k; 5 > g ° :
W



o N o] o N o7 9] af o L o W T
i) Wi L. YIY SN W LY a8 MTAA
o N o] o N o7 o] af o | o W
i) Wi L. YIY Y=\ i Y T SN FTaA
o] o] 9] o7 o] f o o o
(il (il (l | [Panl
e W TR AN i Y LIJY a8 NA '
o] o] o o7 J] f o o 9]
(| (| (l |T T
e W 1A AN i Y LISY a8 NA
o] o] 9] o7 9] o]
Primi primi |
i) W A X aNd ™A A  EaS
-~
(12N oA AN i ) LY L £ A
o] o] o7 o] f 9] o] 9]
(| (| |T T
[ 1n\G T A Y 1aNg e A LY A | Sas NA
1 o] o N o7 Uniil o] 1
o A Aeri TILZI SN
o] o o7 o] o]
N piS
o . YIY Y LISY S8
-~
o] o o] o] s o o o T
(| (| |T |
(%N oA AQIN i Y ™A A  Baxh NA
o7 o o o s o o o
(| (| |1 |T!
! o i YY e i Y LYY e A i
o7 o o] o s o o] o
(| (| [Pa) |
o i YY e i Y LYYt A
-~
o o7 8 o T
N pis
. YIY Y LIS et
o o] L s o o o
(| (| [Pa) |
] ] i YY e i Y LYYt A i
o o o l o o7 o
(| (| |1 |
i YT = i Yl LISTEN NA
-~
9] o7 J] f 9] o] 9] T
(| (l |T T
i YO =\ i Y TYSY E A
 }
w
~ g >~y ~y m ~ e ~ e ~ g
N 5 M)h m Eyll o w;
I | i YRR et i Y 2 LR %t A I
-
g ~g g = g ™ ~d g
o o7 o] f m o] o L o W
Pia Ll Pin 5 Ll Lt L Panl
A AR JERT N LY N NA
\lpo -~
LN<¥ 1
1 ] 1 1 ] 1 1 1 1 1
~g ~g ~t ~t > ~g >t
i o ¢ e N i N
rm ) «)
1 1 i, ﬂ Ay 1
< | ot | o & | < | o & |9
™ - )
9] o]
4 . ﬁ = ; et ol
AR “Sv% £ 8 7 B AN Lmqb, B
1 1 1 ] ] ] 1 1 1 1
] ] ] ] ] ] ] 1 ] ]
o< 4
1
] ] ] ] 1 ] ] ] ]
~
TN =
— —1
[ ; T ﬁ 1 1 1
< | H B ot
i oolsls TN N
1 | 1 P”a i ©
Iy f S \vm mmmww # .r\wr ~ m 4
Lviyj
1 WS il 1 -
~Y WA >m,u g4 & [ wﬂ [NV R @[3 O
Y 'y
- <t <t ‘
e
mi.N
e
A
T®-A ™ e AR
v o Exy 4
bl T A3
¢ M . H A . . ik, ] - eﬁ ..PHY I
n Ll
~ ™ ~y oﬁ §> ~y ~y A TTTA % oﬁ i M-#>
Ly [Panl
A oL e
o
~y ~y L o] L1 || 1 ~y o
B == B = =
B ot NOe B B B
N oTot TRt N
A LILE} - A A
; . N8 K . & A o T
(YR ALY 1 A uuu4 A N B A Ao TN
- o)fee) -
N DN NG 3
f——— R ——
[ m m.. \ " " { m
— N 5 8] 0 —
g G A = < 5 m
= = >
L 3
] A~y



4 )=ca. 124

3

2
4

~Q0

4 =192

(. WL
k7] 7 1
A.r tu i ul
| 2 — 8 M
Ll
1
o
Ly
. primi
9 Ml e A)
(IR
= L
TN
1
@l £y SO
o
ol
ol | y
ol
(
2 1
8 8 .rw—
)
i
i ) | @l | iJch
T
BN 1
i — | ol | y A
el el
Ly 8 g
L a8 e B 3
3 g s > L
L %% = -
B g £z g g '
® RS g EETITIRY g M~ BNl
SN 5¥em 8 >m\ el BEE[9-8 8 [fall> 8 [Ty PNV
o B g8 ¢ g8 ol
hol Y | R g 2 3 m 9 m AL
S) =] 23
A AL.T\
Ul
A,E_ '
CHVIR AL
8 a
R _
ol
\1", v
7] \\\Aﬂ > -
[N
N
AN
o
1
e
(Y IR
ﬂ ]
=1
R )\ D
g
S Nasll
E ¢ \
=)
AN
L Ll on< L
e
] 1 1 1 1 1 1 1 1 1 mL.N 1
ol
INV
/
(Y REN
-~
1 1 1 1 1 1 1 1 1 1
ot ot ot ot 5t 5t 5t B 5 5t (N =N
< | b & | M s B B & B ot & & | & | b H
Wis L s L Kn_r L Pa L] -}
®A AN (Y2 NS Wi A ZTV A AQSTN LY jﬂv [ YHRRN S
£ = - -
1L 1L NCO 1
Ml o] o o] Ml o] .1_ o7 o | o] Mr
an AeN o eRre N i Y) A i YRRY el e Ay TN
o] o] o o] o] o o7 o7 9] o] o]
(| (| (| |1 |
Y AN " wliee oA AN i YRY el WA Y Eal NA
o o] 9] o] o o o7 o7 o o] o]
1 1 1 r1 a
en AeN 4 "l Y Al i YOy RHL LIRS %2 TN
S
On st 5 st On B q)b B tyl st i =
i Y AN (%5 Wl oA A i YHY e ™A Ay TaA 2
<
O o1 B o1 O B On B N o1 iy o]
A TR N L e N ren it YRR = RL TSRS %2 A Z
)
o o o o o o ot ! ot o o o (@)
(i (i (l |T [Panl
i Y AN (2N ol TrohA AN il YRY e LIS SaN NA =
- .
o oo o oo olo
% NG N == = N N NG N NG N o
| —— ~~—
= — — ~ g T : 3] o 4
& @) S 5 A~y .W [ 5 )
M 8 m




Qf

high tube pitch

1)
~t [T
V | v
s I8 %@J
iy
A ™
i
.Lwt
.HW\
“\\ .
gl \4‘
X il
HW S 1B
Sl e #n
| & e LY
S > & AHAV <
O] ) 2
! N m
w :
L :
R »
\ : g
1 [l w ] w T m.. M
d g
— ~e —
| o
&8l . . . . .
— X R oy S & |71 A
il A A v i
) 5| & M [
—— B LS M e » 8 B ann
B
o
|3l
] _
i | ; 8
e 2 Y
! @ 3t 3 A
g 5 £ [y YA
_ ~t w o W =]
2 o E ” o i
S g & S & g S &, g -,
wel] | § ~ 5 wD E3swm B NE g w ZERIY I‘J& 8 [Tt
. . N /ﬁn\r
ma“ o
3 &
e R o TR
\_“—I
L) L
ik
iy ﬂ
i
zZ UL
T g
ol
. N
7o o
L)
e
ARl koAl
J&V <
®
i )
il
V
z& || [T &
e :
3 i
o B
8 .
A5 E ]
332 il
2372 L
Bea
ol
hoﬂﬁur
/ — CTi
g !l
g
= W, Q
5 4 b
(9] . .
ADW ERVAR 5 \elll]| & &0 o NN
35 S E = = ~ NOe Py
S9N = = &GN N
\ P P ('/0\'\ S — \ P 5
. ) — g £ . ; ; 9
g S : : - = 2 g ° )
o 2 3




FL

B. CL

Perc. 1

Perc. 2

Pno.

Harp

Vin.

Cb.

Elec.

solo, with rubato tr
259 ke i be e as s
5 PP'EL,E EE PEe oo, £ £
y.4 —~ e e e 1 4o : e 7
(@) = : i —_—
© 3 3 51

e

H z g E
111 =0 Py Py
mf
H =
) = o -
V.4 IR et
[(0)) T aaanaii hhhid [
D)
S
plastic
O ‘ | \
DH | | B aakitid
7 W
)
b 4
) =
ANA"4
D)
Rasd
DR A
/ g - -
mf
I tr v tr tr
) ,
y A = | | ; —
o4 | ‘ 2 = 1 |
© S —— R — e — 57 = = i
v ~—— —
rapid irregular harmonic glissandi in highest register of IV
ot A A
rax] I
) !
mp
arcorapid irregular harmonic glissandi in highest register of IV
rax] T
) |




N @ * Y e & H H
ALl N NA
- E=s
™ L
o il \
S X
(1 il ]
Kl i i
By "
1 i i
ki i ]
1] T [MA i
L |
™ ot - =
k: il ) Il i
i Al T i) m.. A % ‘e/ m ﬁ TIA
. ey Tm Nl i
& J L) | & 1 A gL
AU R
A 5 5
.'r .I.O..m..
‘A B3
- N 83 1
I L
A NN
LIy 11 .
S TR 2 I
o M 1 i
Lu_v nHH I
X I g o[l Ii
L E I L
= = H
i E £ il i
o g £3 25 Il
i £ &b & g2 ]
& g oty
“ L Bl LTRSS -
<t <<t ¢ /
0 i
h o i
3>—_H\ ﬁ Hq 3F A
ﬁ : ﬁ f
CHIAR B m i |
I 5 | Il
K .mm il 1A
R ﬂ%a )
ol m m
pd W i 28 W % i
- ﬁ s ES L), H,
il NS ] k-4
9% \ L n ]
% || & A wb | [T £ LT
L,
&
S I
* : LT
. o ST .
>_Ww ﬂ E s LT _mwﬁ
] | SN m L
)| i p g g e i
LN<¥+ m LN<¥
| i i
i I >
nil I 3 Nl
il Rl
g . 8 = §F
il EE Enin g
& i g =
MIBES u £ e ER )
52 9 A2
il & S 2 N
. T @ ov g, 17
Ll LAE ESIEC PR | TN
on<t i onN<t
N Tt \
M ZE i AN
A =h
i H
e =
= : H
AN<F L AN<F
K
[l
g
K
K
B
.
. Rl )
& LTS,
w - I
x| »
X yAl ﬁ
. 1
S g & ™
S <N = e K@v -~ NLre QR QR
N == == GN ===x E==s
\ [ /‘\'/0\"\ ('/\’\ \ { C
— — & X . . 8
= sy g & E E 5 =
o &

i




D A << <
) ) I
—y oy || e i |
\\x7 uﬁﬂw
| \y m; ‘Lf "%
% ey R \\WH\/ﬁ . = NSENG \\Wn\, ﬁ aER 1Y) M % I I
I Bl
T N Wy & [T s
= I -y ||
)T ey
SRR Y LVFS e e U4 s
g | I 1 L <+
Thig T
5 (1N i
\br L
1 1 ﬁLr hy 1 1
NG 3
s/ b L) & s s
g 1 LU 1 B
0 \hr \‘y
Vi LIRS
|19
1 A 1 1 _H\hr 1 1
i 8 *
g )
' R I > w —H\HH > ﬂ B== > %
o |l I o<
. ™ I
™ I
™ ]
1 1 1 1 .wa I 1 1
™ il
. || T
.,“w & | #
Kwuﬂ\ ﬁ iuﬁw> %
M 1 Sl | i)
i
3 i
“ 1 1 \\h'
3] I ] N I "
< ] 1y
3 ~t ~y i
i B 7 [} W \Lr
1
IR S L il & e w
44 1T T #.. oe 44
fx oy
o] il
o] L]
(Y R L]
— oK QL Yl il )
N~ N~ . _ ol ~ il |
(YR Ll NG
] H Z
vl L B
(Y 1N Ll 1
S qnnllal Byl & rem Ll & XTI
54 i i | i e v 54
A \
—~ . 11— W il _ _
“ .anur ‘muv,
O I No
71 . . I ™
B TN «
Do [ I
] ] ] 1 M f!w\ ‘ml NIW 1
L 7l ¥ TS
oN<y i s m Nt
Loy Now
I I PES ! . Lol _ | ;
- A A m (100N .I.W ¢
L IR bl DAL L) SRS
0NCO 1 ||| NOO
- m LY
J” om.,____ : A”F\ 1 1 HtJr} 1 1 1
v o8l s sl &
oo (] T o)ee
0.9____ y . Wl 1 ] 1 1 1 1
O I
mof_: : yER ' '
on<t| L |
Om 2
<) moy____ 0§ ERNVER
L N R I |
Il
) ~y
@ mnlnmwv = ==

_

FADE IN BASS MIC

—— T ——

>
>

g
=

2

3

B —

z

B —p ——
CUE 20

—

=

==

——

> —

Jp

o O——1r

=

® o 4

==
—ffr

- o]

~—

N/id

>

/jd

%

e

i .

=]

T

R
CUE 19

2 -

mp&_/' A

mp

n
n

=

7

P
S~—]

=

—

—_~ D S
|
E———e /)

-
N

=

1"

z

T~ N

mf

R

mf
S

bow on th¢ bridge
no pitch
mf

2
CUE 18

Vo~
=

> #ﬁ

o

1 E——

174

Y

v ” s
=

Fl
B. CL

Perc. 1
Perc. 2

Elec.



g i) Wi
3 ) ! .
§ & e Q|
£3 N
| - | | | | | |
«n..r M I.P\\ " | L AN
a8 & Gl &
2§
o A ﬁ >\J.ﬂ ATTT® ﬁ \f\:
] ﬂ L £
g9 \
3 & ol
22 .
] ] ] ] ] ] ] ] ] HTN ]
2
N© L
1L 238 L IS i
g f
o3
|
] ] ] ] ] ] ] ] ] il ]
~y AuA Wm.
lmm. ATTT®
L)
' ' TR i ' ' ' ' ' 8 A 1
==
[ Ya A .
L 1 o7 N A ¢
N /m
\ | in g 5
JHEE b H [SHN )
[17®
k) o
A )
A TTOT® NTTT® |
] ] .r4 ] ] ] ] ] 1 ]
[y il I
.Lh
[ 18 L Y. AEEE
;RHdv
b ™~ AL
L s
RW ‘]
] I T mNg ] I I " " M "
[ . L
e
9] ~e NN
£ L H - £
>H L) ATTT® >/.\\\
L) B
om L)
L)
ﬁ—mmd
] ] Hy W ] ] ] ] ] - ]
[ 1nN ALl
L 1 o
| inNg
Y b RN
£ L [ || 4
=
k) o
k)
A TS NTTT®
] ] .vl_ ] ] ] ] ] ]
[y T
(Y
'\l o] >ﬁn
—t— H—— X ——
N
H [Ny
e
Io] ~g
i) nN ;
] ] ] " ] ] ] >@M\\ ]
LY “w /! slarn
e ol
NTTT® ATTT®
£ L nﬁ “. £
)
h_Wd.
k) ~4
A [ in\E
] ] ol B ] " ] ] " WaR/A ]
A e |
L Vil B e
(Y
(Y8 o TITOI
[
ATTO® NTTT® .
.vl_ [ YEEE
] ] [Y T ] 1 ] ] ] ]
L 1 .
8] (Y g
e
1 L 8 ~y \ RN 1
Prim 2 ~
L) ™ i)
(9]
b U I —
[ I L 9
A v
e B = jENAE
] ] ] S ] ] ] ] ]
11\4 ATTT® < g \
L) 28,
o I © 9 ﬁu\lg
L I mm ™
1 i L) e =8 \;Jr} | 1
A N B ot m
(18 o m X
A [%aNg N, N, & AL m
1 1  YuE B 1 o o
e ™ ™ ] 1 ..w = 1
A~ ~ k) .P\\ﬁMJ ~y ~y -1 M
o RIS * & »
o b 4 9 § ™ om e b b 13 am
|1 1 Il 4 [P pPimi ] Pl pPimi =
“~4 i SATTe ATTT® #>ﬂ i r#.?% i\}fj L >ﬁ 2R w M
v u@w 224 L u\ww g%
t T aall gt & gg
A 52
O N = = o o e R N » e
~ ~——
—— \ ( 5 ) \ { o
S =%
= —_ — ~ g T 3 o o 2
o S 3 S A W > ) m
. M.lv MLV
m ~ ~



o<t

<<

oN<¥

299

b

b

b

/ﬂ———~\\h

Y
e
L [
T
S|
Y
'y
a8
o]
[}
(Y
5
(Y
NI
(YN
ol
N
EXS
N
»
;Wq
‘| /)

gr.——
/—\
‘F‘b%w’b-u L,

s

-

<, b
b

=
|

Ay

L)

or.

Y

7S

o

e oo
o T e

ettt

@

o

P
P - ol ol B

>
oo | o
o0 _—©O

i
&

e !
o - |

73

—37
& oo o
oo _ o
o

>

H
111
11
[ £an)

o<t

<<t

o<t

FL

Perc. 1
Perc. 2

clb
r ./\

&

L—3—1

tr

I
v
\\

A

=7

/"

II

jeté
4o

—3

jeté

& D @

L—3—J

tr

III
A
A

Y

D

S

be

Elec.

Ve.



(71 T
AN\
- AT s MY & A \1’
N =\
‘\ .T ~ ~ - .I.Hn.«Juﬂ7
1 o A 1 1 1 1 1 N3) 1
Iy va N.Mﬁ%-
.\ i
\
Ky o [
i |
4 1 [ ~{
<t<F n < <3 1
1 1 1 1 1 1 1 1 1 1 1
. m - T
.—Hm > A H— ~y ~
—Hu m H H— 1 “"HHH_ 1 1 1 1 1 1 1
o
~ 4 .PL
o< 1 | o< 1
A &
mw e T
o
ryuill e .ET_
] \M.KV\ ] ] ] ] ] ]
Vi 1L w/ | M
Ul _ \\
N e el A
aN<H 1 | aN<H 1
1 1
d.
b |
X e
] %Hm ] ] ] ] ] ]
g e T8
Lnrfrrrru —J. “w || A ./A/
4
9 e .ET_ [N EaN
<I<F 1 i <3 1
1 1 1 1 1 1 1 1 1 1
o<t 1 | on<t 1
D
gl
1 %tv\ ~¢ ~y I 1 1 1 1 1
hinmi s A
il _ \
N e e/ | M\MV
N I N / !
A
A
I ATTTS ATTT®
_H o/ in Al _ thmﬁﬁ
r Ml ] koS
1 - e 1 1 1 1 ] yw 1
5 ERTILY
K ) il N
(i
LN AT ATTT® Z m;@l
1 Il “v N 1
. | 1] N ||
ESith 1 1 /
Bl YREPYY 1 I /\\\
AN ; L) o N —
f f*mw | | ] ] I dL.W“ I
o L YN il N
B e \H =] g
R ™
.”H ATTT® ATTT® wd ;
£ G | 3 4
N L1
RS .PH—“_ Il
|&f
oLl
3 il i
L)
1 L Y ~y 1 1 1 1 1 ~11T] 1
. ol ]
® M L _Ti piit
; SR=ARB
N y
/o] ANTTT® ATTT® N 1
I<F 1 L < 1
Nl
oy (YRl HPV,
W\ 0
ui
gun LYEl ot
eyl
" M e ] ] ] ] | A |
(i
N e i
!
'y —\J.
1 8 ATTES ATTT® /M\i i
_H ol W = .FH—V
i it
ﬁ Aw L1 ol i
Kt e 2
| B Lvuﬂs —J. I\ ] ] ] ] | i .MmaN |
Mn —\\A. 1 ~¢| ™
[ N
4 Ao NTTT® Z .W;\R\: \
Nt o oN<¥
S =os AR N @ op i o)
N——— N——
\ " " { [ m p . . { m
5 S P S a 8 £ g 5 =




AN<H

<<

oN<¥

ON<H

ASARNA

AN

Db,

L

A

e e

=

I
r oy i
kS

Y
gr.—

>

¢
ebe o},
=

RN

<p

|

Lol J

i i
ere] Ba

IV .|
Aoy 4
T

e
gr.—

K 4

>

20 oh,

k sh

t

—1 1 b,

Lol ]
A

e [ mo—~

IV .|
[ oy i
T

|
%
gr.—

2

N

ebe o,

>

‘Ebphf Lol

Lol J

&

rax

AN

<<

oN<y

ON<H

<<

AN<H

11T
clb jeté
D AN

<P

I

jeté

)

jeté
G

111

A

jeté

jeté
N

III

cb .
A

arco
arco

[ FanY

B. CL
Perc. 1
Perc. 2

o
):
7
Pno.{
o
):
7

Vin.

A —

>

jeté 11 —_
! a1

— 5 ¢

jeté

P o

— 5 %

jeté

— 3 ¢

jeté

Elec.



ASARNA

o<t

AN<

ASANNA

o<t

<<

o<t

AN<H

Aulm 1~ 1
S
S )
1 1 2
| A Amlm 1 @]
1 " ' L W < \ _
| »
| | | .T .M < Amlm _
| Y i _ _
= Amlml | 1
[ ah <
L]
BJL
L 18
: o L
| 1HEE C
: | 1 « _lf 1 I
m 1 L 18 s h ! ! L
1 4 Bl
_ WBL )
: ]
m 1 (1% |
m
m o 17 f |
| N [1Te 1 44
i = [
x|
] >
A A | |
" |
I AT (A Il
1 1 u |
| [ q
1 N
[ x|
f
(Y : r J : w
3 u 2 | xd S |
B 8 | xd g l | :
o : : ! M
T NN
< M\ W X_| s x u | | I -
| < g il S :
| | 5] i : A
LI -1 u ! B
'] = L] P I
: A i < ~t |
R T onN<¥
L~ =T
~e
|
m - I | N3}
~g ) I
mm T N _ . _ . =1 \ L..N
# wll
= il /]
—H H— %.f\ (17 e 24 \ \
| ~ thvw | >
L\
it [T A M\\
S
o Ea B
h_ | T79 L) B u.ﬁw'
<~ Mo\ [ Il m .mh} | |
I aNg ., | 1T\
a1 o __H i | \ | % T m g
1 LYl 3t I . i
i o ﬁ bt |
bm P i WAD | ~e el
S k) L 10
B - )
|m\ e U el X
Inv (1979 NTTTY 44
~a Al
W ~t
|
,.Wu | | |
1 | | 1 .
| \
1 | slll|] & Tu
EES y ||
Ny
~
L 18
] LY
d 4 1
m w m | ! N | |
w W ‘m 1 L 18 | h | h il
| i |
_ { 18I
m d |
| 4 L 1N " f |
| L 1N |
| N L 18I 1 44
i = [
x|
x|
1 Al i |
i ] | |
I A |
1 1 1 fu |
| | ! N WH [, 1
1 N
[ x|
™ N
4|—|—H\ i ~
| 5 |4l 5 | 4l
2] 2 ’ | |
B - g : :
n . g TR NN
bm M\ | | M u m ru | w\l
: | 11 &N L
LT -7 4_
- i B 1
m : A < ~t |
i ] s hﬂ_.ﬁwr ] 34
L~ =T
>~
|
| N >~y - ym
—Hm - \H— ~ ~g _ | | , Il \L.aN
&
By e ] I
m B : 5 | Il
va I e L1 2 4 | np/
o | i N9 o
A AN .PI nlﬂmw\v ﬂll ; :
o] ] "" nll n - . 1D. %
~ q = . - , : :
N [ NOe o H : :
- [
N — / - - h :
— O p )
[ ° o.m :



88

-
+ . il
..1... -l < | |x4
1 1 h s 1 J ~¢ ~ - b 1 < P\H b
-
| >8
~ ~Y ~y hé HILN | HEN X ~y 2.0 1
B B B ..1..: -l B < | |x4
“~4 LN A N Jf N N x| Hamm %v¢ nwif
B B B B
baf N NN ~ 1:. N
'] | L 18 L]
Ea a /
i1 = 1 1 1 1 1 1 1 L] 1 1
'] L
_m. - m_ L 18 L]
i | ] .vwww_ BLl
b;. m; - | In g W L] W
Ea Ea o7 9]
ﬁ.fk o~ AN s AmlmN SN
B B B B
'] = | [ 15 IBL L)
I |
1l =+ ! ! ] ] ] 1 ™ ] ]
i ]
mm - g | TN L]
p] LA ~t ~ ~ BLJL
_H- m; = o | W B L] W
1 A 3 \H_ ‘s e A S~ AmEN w s
]
—P¥ % [ YR [ A
H\m u HJ- ]
4 [1Te 1 1 ] 1
1 1 1 ] 1 ]
]
—Px % [ TR ~t -~ [ A ~y
H\m u H\# B ¥ B ]
[ 4 (T7e .mV X mm LE
-
|| . i
ne - nl al 2 (e
by a ik
1 1 h | 1 ~t ~y - | 1 TTH \
-
(1N Y 8 1]
P Ppe NG _\.o.é 18- ] al NG o L)
B o B ”u -l B ﬁi
“3 9N~ it N 4 ~ -y x_|| H L L ...m L]
o o 7 L] W
ﬁ.f N NN ~ BIL. N
y'| - ) L]
I - ]
41 - A ! ' [1]% ' I ' ] ] L] ] 1
_m. L
4 = ] L 18 L]
4| m_ 1_ [
_H- m‘ = ] .PH— m L] WA
af m \H— 9 f _If
B B B L] m..
baf VN N NOEN o RIS
'] - k) L]
I = ]
i - 1 1 [17% " 1 1 " L] 1 1
i Mo
_mm - m_ | TN L]
i LA ~ ~ ~ BJL
_H- m‘ - B ¢ | W B L] W
;.fm \H_ “ e e A ~ am ..w TS
]
—Px x__ | 1N .1
_H\m u HJ- ]
1 IEs I ] ! 1 ] ! . ] ! ]
il
—Px x | 1N ~ ~C . ~d
4 L) B b LI
H\ u r m..m B m o || L
i L] | =N - 5 m 5 -
-
| N
|| nll] ol 2|
Q
o N e
] ] 1 ] M ™ M f\ ] ] © ™ ]
g ol
N
J & _:-4 [ 2aR x| o |71
ot - L
> z il
| W™ N al 35 WS
N .. .. ..
X NS N == = n%@v N NG BN NG aN aN
/[ P N P /l\l/\l‘\ N———— N P 5
— — — a m HP . 3] e 2
m (@) . . ~ £ > 0 m
. o o >
m ko) )
= A~



120 4

=

= 88

2
4 )

150

J

accel. .

<< i
/
\A_.z.> L
| |
1 1 1 LS 1 ] 1 1 (1 1
[
i e i L
n:u#> H}
e e A~ \ ~t ~t n n I ‘ I N 1 Y ] 1
Ao ; i i ILRES i [~
- o |l
5 5 4 w e 1y I =5 b
AN < il
o o L 1N W ™
bmf N Py L 184 f L]
—mm L i L 1N BE
g || 2
i || - \M_ — [ [ ]
/] 2| 1 1 1 ] 1 1
—WN A m_ | TR ™
| a | Py g ot L]
'] m:_ | J] o1 o | W y. T
g
] | Wi
- 4 i f £lu g L
o7 o7
b:f IV N 2 [y TR
e
g ||~ o .
gL I
Wm -4 m_ A .qua
g ||~ 3 il 1 [ [ g i
i | " 1 1 1
HE
'] L Py L1 At ™ o TTTeIA
1L
I
i & - 3 N b b B =
L
ﬁ ; A L &m /
T = il 2N LR, =Y IS gL
.
Py Y iy Ty \\u/iu;
1L 1
i (TS [T
ﬁ w .Q\u\kd
&) i _ I AT L) '
1 1 ' ] 1 1
| _ﬁ> m b N
= . oy fe- |0 - Tidm L
LIk H
; ) TnAgy ; - '
/| m iy %
4 M .MV g - mw - N
- 11 SR TN i
...._. "
1 o7 L
| i
[ [ | [ J A m - N \ | [ i |
H g [
pe 4 NA g __7 M - N NA 7
Ehi Ehi o -_._.1..‘. m o7 o7 h\\ P
1.1 ol N
o o L 18 W L]
bmf VRS N L 1EER BN Ty
'] L L 18 L]
Il ]
i ||~ [ \ \ \ | ! M i 1
i || 2
—mm L g ol L]
'] A ~t ~y T
_Hm m._ L ol | W o7 L]
¢ 3 il i N ramS
Ehi Ehi
O
bmf MO\ (Y8 W .m 1lq
e
i || -~ | B
I i’
i |l - 1 T 1 1 1 | - ! 1 1
g || 2
- .
i | o~ A (1 ~ ~d ~d 2o T i~ 4
L lsal
—Hm m'_ - \H— .JM —r-\ v. LLW .1-1 o it _ o7 o7 I o] m
15,9 ' e (2N Ly WL uim- S Oy
e || F [
e '
P TTTTe- LTt L
Jf 13.#1#.\, m b L
2] T R R _ |
1 1 1 % " 1 1 1
.m | __UMﬂ.> w o 1
Py T e R TaN ~ M
K S m A i i 1] ~
= Al B . L || & o M
2 NG ay = = NP ™ N a N N N
/[ P /l\'/\l( ('/\'( \ P 5
: 3 g . " .
= 3 " & = E g 8 z
M ) 5
A A~




~CO

LN<¥

o<t

AARNA

LNQOO

<<

LN<t

J

J

j‘.lq
LWAkY
1

avrer

rie®

Ju o
¥

L2 A I AR A7)

&
=

P

>

rp

D, 2

1118

rr

QramT T T mmmmmmmmmmmmmes

Y'z,‘

S

fe

Y
?

L

2

IAY
}

7

P DY

L L AN

7

o

VA

LYAAN

7

Dh e
V'z,l
17

rr

T Dot

b

K=¥
o

T~

rr

v

o,

<

14

&

The Dy A0

AN

D2

Y

pp———f

ARARF
prp
sh tk tk

- =

rp

freely fluctuate between normal tone and growl tone, ad lib. breath

—

S

A

Dy o

gr.
o

t ktkt
I I |

o P L7

1 H]

sh

A
}

I DY

N i A

7

£y o

LYAAN

r 'r,‘

Dh e
17

rr

b e
o

13 D2

L

=
P

ML ARL
;“-'4)-
LAY,

,

o

LVAAN

7

r ’l,l

Th e
7

rr

e
o

10 D2

L

=
P

o VI

~CO

LN<¥

o<t

ASANNA

LNQOO

ASANNA

LN<t

e)loe

ASANNA

Perc. 1

clb

NCLEE

clb

ricﬁ-
AN I

clb

pp—f

|

\’ibi/ i =

freely fluctuate between SP and ST

ad lib. bow

CUE 26

ric S

I
n
I
I

clb

AN

r.ic.
=
clb

be’

—
L

\

3

¢
7

S

ric.

clb

B
CUE 25
o

Sp

AY

L=\ &
Y

=r

L

ric.
u
clb

=/

=

3

ric.

clb
CUE 24
)2

| L=\ &
Y

=

ric.
clb

-/

=

3

ric.
;
7

D)

Elec.



o<t

< <

o<t

<<

3
3x

J=126*

D

— 1

(non-dampered

remove cloth

v

& e

=

AN

2

[ T7

K<

£

-

e~ | —

£

mp

()
8

-l

@b

-l

AN

[119—.

L. 9= #Kl

- l1H

-lln

s

L. =P

wallet

rh,

.= oK

IAY

[he =
X

A

;51‘4
WY

o

3

An,

LYY

T

rs,

Dh e

IAY

H?

Y

e

r

L&

[119—.

o

let notes resonate

DI T DT T
vy — 7 =

o OO O O o o o

e

i e e
-

T

i

on<t

<<

on<t

<<

on<t

LN<¥

0~Q0

Perc. 1
Perc. 2

scrape hit
side side
7

DA

arco

pizz. 4 ¢ lv.|hit body jetéIV
ol

side

scrape hit
7

side

jeté
ﬂIV
iDL

arco

hit front
falal

pizz. & & lv.

scrape hit
side side
I/

BN

ﬂIV

arco jeté

aNas

pizz. 4 & Lv. | hit body

side

17

7 1V [side

arco jeté|scrape hit

pizz. & 4 1.v/ hit front

}

<
)

N

clb

VAR 2
rS

17
14

N

clb

s

—

()

*Musicians should improvise rhythms based on placement of note in each measure. Change rhythm slightly with each repetition.

Elec.

Ve.
Cb.



ASANNA

o<t

<<

o<t

<<

r

N

5

ri

NA

5

h $H
NA

D

r

NA

5

reed
r

)

A

on reed plow on

teeth

S

iy

S

387

P
ol

000
oee

000

000

snare
sticks

wallet

[1119-
s

1% —.

o

bC

ASARNA

o<t

< <

oN<¥

< <

pizz.

I

SP

111

v

jeté

arco

u
=
e d

pizz.
o)

)

LR

SP
III

v

jeté

arco

=
Cad

b

pizz.

I

LR

SP

111

v

jeté

arco

pizz.
)

I

LR

SP

111

v

jeté

arco

e d

pizz.

SP

I

LR

7
[ FanY

Fl

Perc. 1
Perc. 2

Vin.

ﬂIV

arco jeté
hit front

Talal

&b Lv.

pizz.

scrape hit
side side
7

1B

ﬂIV

arco Jete

hit body
AN

b6 Lv.

pizz.

Elec.

Ve.
Cb.



o<t

ASARNA

flz.

LN<

<<

onN<t

ASARNA

pizz.

TR

pizz.

pizz.

401

on<F 1
T R —q
m
& L] <
Py i .
T [ 10NG g
1 1 1 ] MWAU H A < 1 !
—
— <
(%NS
8|
. mﬁYn.‘J i iaN W.W il
T il Y
[
H |
e W
N
9 — | |
i _ _ _ . V A e >
<y .£ \¥ >p_mJ
& =B s s I\ X
2\ Zm|[Ie
(VI
el
4 f ~ . anl.> .
< [N B | X~
N
e ™ .Wé nmw_.i.>
VN | |
] ] ] 1
(VI
o 11 |
4
i 5 ]
] IRl ~
= )l
g \% /v A
-
S — Ml /
LN < < 1
T R —
m 3y
& _L_.H\
<> 0
S S g
[+
1 1 1 ] ﬁvM = ] 1 1
L
] | 1n N
2 | *m
. mﬁVf i N W 5% il
T il Y
[
H
wi|
[ “U_ 1 ] " 1 1) \ \
S
] I
. A
Bk 3 —HL? m EYS
= I
.b;- f <l |
1 1] o lHUI.> m
| =\ EsR i 0
N
W/ \a W of| “Frm- %w
Dol || ] | I ] ! \
D o/
[V}
—d
by H Pan ——— >
LA 1
T R —q
m )
% 7\ /
1 - Y S
(Y] g
] ] ] ] W.u = D ] ]
] | In g
8|
: hﬁrf NN > 8
< <3 1
T i Y
Y
'Y
A%
h_- L 1 1 b \ \ | I
-8 m. —Hﬁ
<
Pl
: 4 f | 108!
onN<F 1
T R o LH\I.> MW
| &N 5| B
[ 10NG u B -
Wy aol|fTmA 5
AN 1 1 1 ] 1 1
t,rﬁ (VI
D [V}
e
T =R 11} . >
Ty i
£ L ] .
m
& _.\ i)
by \ m
(Y] . = | [
] ] ] ] ] A=k
D~ At
N
(%NS m
w |4
. Whrf NN 28 C[u..u
B Y
[
H
i “Wuu ' f ' ’ | ]
o
. ML
- & 5]
(VI
N a) Ne N NP A N oo 4
\ V4 \ 5
= = — ™ g = g o o 5
= O S S > £ S s
M 5 g
~ ~



o<t

Zl)=76

ASANNA

o<t

ASANNA

A. ] ] . v ]
M TN
i <t / i
& (TTT®
\a HW\\ ” ! m &
4] =
VU 2 g
-~
Y 5 g
“Q " ma m "
_a n B0 °
e~ (=] _
N o o - *
™ = = B L =)
E g s
@ .8 Il B
< g 2
m . & R= 2
< 9 I . o
B s £ SRR e A 3
= L HHH I RS iR
a, = =
g E £ g
2 g ]
] o0
= “y. m g
3 N 5 \
g | | a [ YV |
: a 2
o -ON .8
B m [ iaN!
Yy B o By
p 9| & La N 8 1
el (4 (TN L]
Z||[Td .
& Iy 3l in
on Ll
£ r [\ W 1 W |l (Y] &
g rl S 1NN - &[T fnjl V| LB oW §
£ 8 X
19} [ 14 Q L]
0 = N
9 M <]
g “ o [ [ i o 2 |~y o i Y i 1
g a m 2
il : R
s =1
llin : il
27 8 =
I3 [ e ~ ~ ~ ™ e - e ~ n L m
a. o B & | 31 9 w1h' & B
7. . H Bn. K'Sa. “A Teh - K% >4l L >
m xﬁ r] >f A 4 N~ [ in g AN A ¢\v, N » >f> vaw Zoh| N JJ_ I>\ €D JJ_ 1
W] W]
24
H-Lu . 1 1 1 | | | Lt 1 1
. P
Bl RS s
il >th
—— —t v ——
] —Hi
Q
=1l
R ~ e
H“m 0 On
7 b .m¢ M
L 1
i Myl | 1 1 1 ] 1 1
(1l 2 O NN
N
| =N - N §
=} L - X
4 w~ = Nell o 2o [Trm-A LN
™
17 &
[ 1!
o1l ' ' ' " > 1 1
] d | f ;I> —
e — T
= > A < g Y E
=l \— y | IR A
SN —HsS & 2 ~ A 1
—
m
| ol )
~ e
ﬁj [ SNl 3
s
il 1 1 1 ] W =g an) 1 1
W 7VJ L1 —
[%a
(] NN
. hﬁYf L SaN . Z8 f
[Y
e
_rm__
™ (11 w| Bl
S | ' ' ' " uﬁ\\ W[ | I I
Y A 7 L
i) A e
il >£MJ
=
i s o< i
24 e o 1)
E el o 51| _mi
L 18 b
.m .vm_
< Asb | IR ] ] ] ] 1 ] ]
Wl
mv N ] Lt
['aN © mA
RISH < < | |x~
™ N L
W 8 W o nn#. A
‘|
A Hr<l ol
EEEY (Y]
o ] 1 1 ] 1 1
w
B ,m IR o —4
HE A Wl
F ~ 1
oN — ~ « 4 L4 _OV>:
3| aN = = s N B N ) a
~—— P ——
\ . . { —— m S, \ . . / w
E 5 ~ o £ T E K 8 =
. Q g >
/M h %




oo

o<t

Kt g
t e
i )

17

like before
like before

—3—

like before

qNNN L\

P

| P -

<<

breath
=

‘E\ |1
I

flz.

breath TR pizz
—5— —3

on<t

AN<H

opooe
mf5

o=

&
—

_

IAY

D
r—=f

i g
PRAE

b
7

like before

O

like before

h-p

—3

<<

like before

qN LY

flz.
breath

3| TR pizz.
—37

”

‘%\M

A AT Jicd

@)leo;

<<

o<t

AN<H

<<

jess
A"

L3

mp

()

AY
 Yai
g
<
v
0
Q o
2|8 5
N
o
2
[
)
:
o . =7
Re) ]
38 R
=
= by
=
N
| 4
o
ISR
ER 3 RERy
|D|D n
il
e | Rk
5]
ICAN 2
|l
[ ‘>>
i |
> g
o
&
3
N
\
N,
[Ya
\
g
S
v
0
Q L
2[5 2N
)
[ ) .
s N
L] ‘[,©
2 )
S »
o)
5 Y
°
ISR
& A
.Y
-~

C g0 5

Fl.
Perc. 1
Perc. 2

Cb.
Elec.



on<t

ASANNA

AN<H

o<t

<<

AN

eploe

breath

ho i@

like before

pizz.
—37

b

IRV

breath

432

Perc. 1
Perc. 2

n i on<¥
il N
i 4AT
- 0w
L SN
#o |
N T e
Nl 3
o [ 1 \\m
H A [ 1 T
A [ Y [
A L Y Tl
A [ 18I N
T A L 181 Jp—
I ! N
(A J | vl
i I << 283 ||| |]
i -4 - -4
o u.#.T - -8/
g s T Y
& .._;HJF hﬂtJr LRSS
.ol hn_u_v\ . Lu_v .J/%
N .hm_n -] ok
o o & i
4 5T & || 8
B ==
~ ]
ID‘
% 3
~ . Dv N ™
N M
~y m N.& f ~y
1] | . ] INCO J
LLES I N
N ] b 1]
N /
i i — :
[ &0 5 A
| [T » By | =
L | L L N
8 - . i
Y .
. —
i ALK 2 ] =] Tl
s ﬁ cm L]
[ 4 m (Y
mq Q) T - N > o 141
] i o< |
1] o
i N
il R
| bID 0
L .¢ .J/A
I o) ——JWJ
GRS
Wl
(v ON \;
AN 4 ﬂf i
o L Y 1 A
[ A | JH!| BT WHTTTIA
A by I IA
B >< all < T
A [ 18! L]
[ A [ 1N [l
T A b 4
] >p_ A D [ Y0 Y 4 4 W % ~
=3
&7
L i AN <F
.&wr\ -
1l AL
x| E==
A bm
LI Tl
o LIl
i xl &
e ==
&7 il
ul
W
K
3
HE
oNOO
NEe G = - NE N N
S —— —— S ———
\ e— S A ) g
g g = g g 5 e




FL

Perc. 1

Perc. 2

Pno.

Perc.

Vin.

Ve.

Cb.

Elec.

B
“w
\©

4/AA
4)=72

4
4)=80

3 4
4)=72 4)-=88

INN

¢ - |

pizz.5 pizz.5 pizz.5
o T anesH asreld
A — 2 J. ; { 7 . { g1 Dy o D] i RN Do
7 - 1 i = X | X ~—~——1 X
f n — 4 —fp—f — <fp—f PP —— <fp——f
shu s tu—>»sh —»t shu s tu—>»sh—>»t sh shu s tu—>»sh—>»t
Y = J - > ‘ g o T Ly g T > I T Ly
5
air and key noise ra
9 i = 2 J J x x x R . K X xxy } “ J ¢ X, X xy } v,
1 it — - — ~——— = ~—~————— =l
i = t = - - =
Z—
N r
H Ne & z 2 I - - - -
111 ‘H P Py T
mf
8>v """"""""""""""""""""""""""""""""
— plastic
) | o — O,
b 4 I H#h - - ®
6 e U
.) T T
=
S
—3— -
I ¢ to-
ﬁ ry
hd
W ESSES
te olie® A A ]
-S|
— wax paper
n b . Rasd Y
b 4 WL 77
Cmy N "#fl’}g' ¢ g — = 3 %
D) ﬁj/ L %_ﬁ
i N n Va
_ —3— 4 . ©
9' - 2] i ﬁ < 3 - hd - -
o v
>v
3 T2 4 3 4 3 4 2
SP
4 4 4 half-finger pressure 4 4 4 4 4
) b be
i ¥ = - ¥ = -
'\my P I P }
D)
mp———pp rp
SP
half-finger pressure
b
rax PR
7- ¢ = =
1
prp
v wax paper
-
9] M uarco ‘ 2 Y
o) A i by ) I -
D ‘ e 2 i S —— e 7 % & rd
I — x =
3 m m n n n
CUE 28 + v v




2 4 2 4 3 4
4)=72 4)=96 4)=72 4)=104 4)=58 4)=112

448 pizz.5 pizz. 5 pizz. 5

Fl { } 7 ab _‘ a j j v A J ab 7 7 mb J a j j v i _‘ ab 7 i ab J a j j v A _‘ ab i j j =
° g ~—~— ] — N~—~— ] — X N— [ X
sh shu s tu—>»sh —>t sh shu s tu—>»sh —t sh shu s tu—»sh —t
y T — A R ‘ Y y T — g . T y y — g . T v |
—37 —37 —3—
scl © J x x x DR ¢ Y _‘ J x x x v 3 Y _‘ J ¢ x x x v Y _‘
§ 7 - E ~—————— E ~—— E&E E E&E
Perc. 1 H = = = = = =
Perc. 2 H = = = = = =
Y] o5 - -
\3 P </ 7 me = 3 -7 7 “"\._‘ = 7 "‘-.“
S S S
Pno. (prepared note)
S
9 - w - w _ v
2 5+ 52
_ 9 improvise thythm gy g = b % % g =
Vin. (s i
: X I w A E
improvise thythm ff" cl. arco cl
VC- i% = ‘): = A i A N
i iy 2 PP e E 2
S S S
L el L e R aed
cb. | X = 7 % = i = 7 < = i = 7 . - ! - !
\ E R 5 Z
Elec. - = - = - = - = - = - -




=0

vv.\/

o

e

[ 4
| Y ] (¥ K]

| ™ |

E—

h-p ¢

=

S
©

=

3
mf
gliss

o

mf

©

ad lib. breath
ad lib. breath

hp ¢

=g

=

mf

improvise rhythm

>
gliss

e

improvise rhythm
mf

7l
—3—

pizz. 5

Do

—fr—f

Y

7l

pizz. 5

J=128
shu

455
/

ASANNA

o<t

ASANNA

o<t

ASANNA

AN<H

FL

Perc. 1
Perc. 2

jeté
clb

A
A

I

\

/1

pizz.

[ G Sap—

)

bow ad lib.
bow ad lib.
jeté
clb

mp
a4
mp

A

II A

\

/
i

/1
i

~ arco
pizz.improvise rhythm

111
% i

A\

b

Vin.
Ve.
Elec.



AN

ASANNA

oN<¥

ASARNA

AN

ASARNA

Nt I 1
AUL@U
“W. aill
.Jﬂ\\w //II
|WH :w‘
1 1 &L 1 HA ' il 1
hy 2 |l
CHII. S
B |
P
5 8
ollllle 9 Il g ¢ N oM
QL < <t J \ = i
;ﬁ n .Fg %-\ /»w‘
TN .1— N .@—
v ] ] ] 1 1 ] A ]
n il T QL
mn T /a
v 1 1 1 1 1 1 A 1
W T o
ik o L Ay
iy
- ® o8 L
o 0.2 \
n il & T T QL
| ] T |
m iy ==
vy EN
1 o
[ s/
c <4<
RN QL F_ TV \sz\\ — =
N
L L F €L
191 Wl /\\\A
1911 |
(Il sl
' ' 19 11] " f ' \ f
191 11] i / W
L o
L 1] o)
i W A
- Pt
1L 1] N 1
TNO#
“W. aill
A atl]
\WH rx‘
] ] . S | T il ]
IS 1
u 2 |
) Ly
B\ H\fr
(=}
g \
«
. 5 ™ N il
L . ] ] ] N N ] . ]
umn - umW\\
L i o} (1l
0N
- A o8 L
0.2 \
ol
] ] e Py ]
h% — —
. vy N
[ e £
T O
¢ g F__ q )
|- = & ——
N m
LWWN
QLT
b\q //Ill
T TN ] ] . " T 1 L b | aill ]
k) il v 2 LA Al il
A L Bl Ex |
B\ |
(o]
= \
<
T TN rmJ Wy e . N o
) ) < ) 3
Sl NEp o = = NG N NG t \Ce N A
~— ——— N————
. : Nem— g : ; : =
= o S S ~ = = S S &
. - b=
m % R




ASARNA

oN<¥

J=64

J -

<<

ON<H

<<

AN

rall. .

[T [T1 AUIMV«U T
[ YAEN W (YHRRN W 9| ~ L] N
www ~ g ' Y
| | | < | W |
ety 1NN,
I~ -l eE
T n
. A Wi Yl A P a8 A il
|D\_U_\
L iR O Ul i . I 0
Nt
Ty
o~
] o | e L
___WJU N 28 [N
ol el e 1) ~ LT L RN
= B f
1 1 1 = = on\A\n\\Nw 1
S (Il - W ~ i o TR g |
L . W Bl X -
e TR wi _ ot |
NI Y
).
&
o8 L
= o N
o \n.z.# 3 EREN o
I ] ] < Noany ]
= H Xu\\%
| | — —
vy R
[ {
s i mﬁ B
il i w& nau Il 1
Y i e 9
A_ﬁ 191 ol vl i
: . 10 ol 1| N o
M i Ay | e L I ki
L % T NOe
] ] 97 1 ] ]
N Af\\ 3t N TN N0
AN all R
Euy ﬁ'y ™ Aulm
e 'yl 1 o \.#\1 1
rll |
. . ik . h
b il e A s |
| o LU i GRS
N NEN i Y R w\
1 1 11 1
— — T
[ EYTH H Hee 1*
|
13 - g
~ 18 & «eD
MR QL F_. TN QL
N
<<t \ il
n.l
1811 Ll /\\g
Yy ol
Nl ol I Ea
A ' ' CYITNINL PN ' ' , '
LM.H;—.— pEEEE
11 b _q /1‘*3
R il (VI Ol M QL = [dl
"\ M B
N <
L L b 41
] ] 1 1 1 ] 1 1
\\\J T Ao\}
N TN o
h‘f. o —f. \#L_
1
- ¢ o8 L
Dl e I
& A)
1 1 1 T 1
iy [SE=E %
'Y sl n o
~ Iy mnn P
o ¢ P._. 0 d
N
<<t \ il
m.l
1911 ol /\\g
i Y| il 1] e
M uum\ 1 1 Y o 1 AR | M.n uumww AT 1
1801 R /11”3
i S il T =
Jv A.P\\ \VD‘ T LV'E .v W\\ CI [
AN
N N = = NG» N N a NG» N N
~— P ——
\—— m Hp \ " . { w
— —_ — N 3 (8] el —
= S g 5 a = > O a
~M 8 8



FlL

Perc. 1

Perc. 2

Pno.

Hp.

Vin.

Cb.

Elec.

o= [ ]

| -
x|
1 X
x|

I X,

I x|
x|
I X1

4
R | = |
# = I~ =
v £ T
mp key clicks mp
improvise random notes in lowest register,
fast slurred fluxuating chromatic movement,
ad lib. breaths . . .
—5—— s 6 continue improising
¢): 72 f i f —% i i f ]
~ € J i -,}L-d}-f{'“" .1 J-b#-i = _J,.J. "ﬁ" e — 1 —=¢ i i 1 |
rrep
brush I
B.D. 0000 0T
33— r 3 | r 3 3 3 r 3 ] r 3 3
= J J J J S ) J J J N N S B J
| E— et et £ et < - et et et et et < ‘ et et
rep rrp
syspended cymbal
brush rotating spring drum
—
& oL 7 00T
H I & PEY P & I
— : = — = < : -
| [ |
p p p p
- -
e -5 i i i i
3 1 } i I I
—mf
mp
0 | \ \ | | foe s oo e bg
b 4 I I I ] I - I I [ [.d G
O 78 g e s »& ¢ i z 1 : : i :
D) I I
Improvise rhythm
) P v ) fe ﬁ"'h"‘ * e
) A & bt o .4
”\f\\ - = P D o -
A"
o
rep
o
) - -
0 b % ==
A i
[ FanY T
A"
o
0 e
b A L O
&y s S
(s © e
o
= PP rp
wax paper
0T

mp

CUE 29




489
FL [/ il [ & | - il [~ [ - il [~ [ - 1]
51 =v£ I I
m—P n mp n PP n
half breath, half tone
continue improising breath
B.c. | D et | — — | — | - - s - = - s T B OB
I I I I I I I I I I I I I I 1 ~——— —
TO0T T
33— T 3 1T 3 1 T 3 1T 3 1 T 3 1 T 3 1 T 3 1 83— —3— —3—
H > > > o o > o o > > > o > o > > > > > > > o o > > oo > > > oo - - O
perc 1 oo o 4 ¢ S J JJJ J JJ JJ ) J oS L J J J ) J A I I O O I
~ - ~—— - = ~— - ~—l - S~— 4 ~— 1 - S——— b4 b4 ~—— - S—— ] - e - -~ = ~
n rrp p n rrp p n
— — —
& T & T o)
Perc. 2 H = | e = = I £ o = = =
P 1" —_—mp n rpe I" mp n
BT TS oSSSoSoSoSoosoossssoogooosooes I ettt ittt ittt 1
thos b b b e P
1E T s g g e e gz PSHm w 5E 4 V% 2 2 TE L : 55 58 bemier Demyg bBie  per T o
'I\® I ! ! ! i } } } I I I } I I I I o r T } } -+ } i T i T i Vr I I I I I I } -
U p prp ‘ ppp
P | o i e e
8va ]Imﬂ _I
‘E Eﬁ oo | #o e Lh be |b¢" | | | be .Qo i)
= = == == T | | | = = | 7 e STE=s=s TS SRSt s ===
D) I I I [ [ [ [ [ ‘ | I I I T T T i
be B T be 1 ille o LT |
N foeo == =b4 e , e e b", be #tqﬁ ® le e o Ze .I_I)E h:h o :ﬁ b: ﬂ;hé‘ ; hE h; = ~
6 - - ' _— - - ——
by i |
Hp. - " rep rp n ‘l
m
S —
e e o — =
e / o =z — —
s | 0N = . — - - - m
vin. [ & - | - - :
* rp n rp —_——n pp ———
9 :1 :\ |I)o 283 __\ :\ I /1 lAl hbﬁ"\i/—’_——} /1 m
ve | Ho— ‘ = o o ! 1 = s 3 i ; = —& " ——
© E—— n prp n rp S A ) rp i
TOVT Ty
. RO - Sl ) 3 ) . - - ) ) D ) - - - NI A IV I B I Y
~ A— S— S~ S— - S~ S~ ~ _ = S~—— ~— Ll
P n Pp " Ppp "
Elec. - | - | - | - | - | - | - | - | B i

July 7, 2013, Montréal



Hypnagogia

Scott Rubin
Schulich School of Music
McGill University, Montréal

October 2013

Volume 2

A thesis submitted to McGill University in partial fulfillment of the requirements of the
degree of Master of Music.



Abstract

Hypnagogia is a composition scored for nine instruments and electronics written
for the Contemporary Music Ensemble at McGill University. The piece draws
inspiration from the human sleep cycle and explores the concepts of groove, repetition,
interaction, controlled improvisation, and varied cyclical forms. This thesis uses
theories regarding the groove perception, predictability, and spectromorphology to

provide an outline and analysis of Hypnagogia.

Résumé

Hypnagogia est une composition pour neuf instruments et dispositif électronique
a été écrit pour I’Ensemble de Musique Contemporain de I’Université McGill. La piece
s’inspire des cycles du sommeil humain et explore les concepts de groove, de répétition,
d’interaction, d’improvisation contrdlée et de formes cycliques variées. Ce mémoire
emprunte les théories de la perception du groove, de la prévisibilité et de la

spectromorphologie en guise de cadre d’analyse pour Hypnagogia.
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Chapter 1: Introduction
1.1 Inspiration from cycles

Hypnagogia is a composition scored for flute, bass clarinet, piano, harp, 2
percussion, violin, cello, contrabass and electronics. The work’s primary focus is the
interpretation of a fluctuating cyclical form derived from a ubiquitous naturally-
occurring event. This idea came from my general observations regarding the divisions
and perceptions of cycles and how they are manifested. Cyclical phenomena are
numerous, including climate (seasons begin and end at predictable times and always
come in the same order, though there exists variations and unpredictable episodes
within each cycle) and human life (our bodies go through daily, monthly, and yearly
physiological cycles while constantly aging with unpredictable episodes).

These cycles not only provide structure to human existence, they also affect the
way in which we experience and perceive time. Progress through certain cycles is
inevitably linked to the periodicity of certain thoughts, moods, and actions. In this
model, our lives are a product of countless overlapping and interacting cycles, yielding
possibilities unique to each person and situation. The length, periodicity, profundity,
and unpredictability of each cycle influence our perception of time within the given
cycle, both in the perception of the present, and in the evaluation of duration after the
cycle has completed. For example, a musician might experience every moment of an
important audition as eternity while commuters might experience their habitual daily
travel (which may take just as long as an audition) in the blink of an eye. Additionally,
the experiential time (Mountain 1989) of a cycle changes depending on one’s position

in time compared to the cycle. For example, during the course of a daily jog, the jogger



might feel fatigue with every stride, thus stretching the experiential time of the cycle.
However, in the moments of accomplishment and relief immediately following the
completion of the cycle, the experiential time of the cycle will decrease.

As cycles such as these affect our perception of time in everyday activities, they
may also affect our perception of time during a musical performance. By overlapping,
superimposing, juxtaposing, and embedding cycles of varying characteristics,
composers develop structures that they hope will influence listeners’ perception of time
in the now-moment and upon reflection. The particular cycle chosen as the model for
this work originates from human sleep. Hypnagogia refers to the experience of
transitional states to and from sleep. During sleep, our brain traverses predictable cycles
from consciousness to rapid eye movement (REM) sleep while transitioning through the
intermediary stages of non-REM cycles (Silber 2007). Through the course of a night,
our brain undergoes this cycle repeatedly while each time slightly altering the
periodicity of certain stages. A hypnogram graphs the brain’s journey through this sleep

cycle and its various stages during the course of a period of sleep.

Hypnogram
Brief Awakening
Awakening
REM Sleep
Stage 1
Stage 2
Stage 3

Stage 4

Midnight 0130 0300 0500 0630

Fig 1. A Hypnogram represents the stages of sleep as a function of time. (Silber 2007)



Hypnagogia uses the sleep cycle as a model by which to organize material and
orchestration on a macro and micro level. This model was chosen because it hosts a
relatively simple 2-part pattern absent of verbatim repetition. The compositional
process, which will be discussed later in detail, involved assigning general musical
guidelines to each stage of sleep. These included the instruments featured, the

relationships between them, and the hierarchy of each layer of texture.

1.2 Repetition and groove

The cyclical metaphor used to conceive the form for Hypnagogia was equally
critical in structuring the interactions and relationships between musical materials.
When analyzing the hypnogram, one may find patterns when comparing each REM
cycle, with the first being the similarities of the first two REM cycles (referencing the
diagram and fixed time values in Fig. I, these cycles occur in series from the initial
awakening to 1:30 AM to the first brief awakening). Both of these cycles pass through
each stage on their way to Stage 4, though the second cycle skips Stage 1. When
compared to the other stages, Stage 4 is significantly longer. In the second portion of the
second cycle, rather than passing through each stage individually, Stage 4 is juxtaposed
with REM sleep. Similar types of patterns may be found when comparing the third and
fourth cycle.

As portions of the sleep cycle illustrated in the hypnogram exhibit a modified
looping pattern, I decided to apply this pattern to the form and musical material in
Hypnagogia. This structural idea was applied in two ways on both large and small
scales. On the large scale, this translated to repetitive macro-structures (large sections of

music) that adhered to a predetermined musical trajectory while keeping a unique



identity, meaning that each macro-structure followed similar guidelines while hosting
an array of unique anomalies. On the small scale, I interpreted the hypnogram to extend
to small repeated musical passages possessing varying metric hierarchies. When this
music carries a consistent metric hierarchy, it may yield a repetitive periodic rhythmic
structure perceived as having a groove.

Groove is experienced differently depending on the nature of the listener; that is
to say, musicians and listeners of different genres perceive groove according to their
own musical preferences, thus creating difficulties in establishing a universal definition.
To capture groove’s multifaceted nature to form relationships between the written music
(if it exists), the musicians, the listeners, and the genre of the music, there is a need for a
multifaceted definition.

We may acknowledge groove’s contribution to the identity of the music, as it
“marks an understanding of rhythmic patterning that underlies its role in producing the
characteristic rhythmic ‘feel’ of the piece” (Middleton 1999). However, this description
does not make any note regarding the cyclical nature or pulsation of a groove.

Groove may be described as "an intuitive sense of style as process, a perception of
a cycle in motion, a form or organizing pattern being revealed, a recurrent clustering of
elements through time” (Keil 2005). Since, our ability to encode the complex
elaboration of rhythmic patterns is “fairly acute and highly structured”, this definition
reveals groove’s potential to act as a form-bearing element in music (McAdams 1989a).
Furthermore, "when [a] groove is established among players, the musical whole
becomes greater than the sum of its parts, enabling a person [...] to experience

something beyond himself which he [/she] cannot create alone” (Aigen 2002). While



noting the relationship of a groove to its individual components, this statement also
highlights the collective psychology experienced by the musicians performing the
groove.

Jeff Pressing's 2002 article claimed that a "groove or feel" is "a cognitive
temporal phenomenon emerging from one or more carefully aligned concurrent
rhythmic patterns, characterized by...perception of recurring pulses, and subdivision of
structure in such pulses, ...perception of a cycle of time, of length 2 or more pulses,
enabling identification of cycle locations, and...effectiveness of engaging synchronizing
body responses (e.g. dance, foot-tapping)" (Pressing 2002). Pressing’s definition takes a
more empirical approach, first describing a groove’s construction in a musical sense
before moving on to its physiological relationship to the person experiencing the
groove. By addressing both the constructive and cognitive characteristics of groove, this
definition hints at establishing the relationships groove forms between the music and the
cognition of the musician, as well as the listener.

When Pressing’s definition is extended from the musical domain into the neuro-
cognitive domain, groove is understood as an example of sensory-motor coupling
between neural systems. When music with a groove is heard, listeners may translate the
auditory stimulus into a physiological action, such as head nodding or foot tapping
(Janata 2011). This is caused by the listener’s tendency to entrain certain kinds of
exogenous rhythms such as those Pressing describes. As Rosemary Mountain writes, “if
the musical pulse is very close to our own pulse or breathing rate, we have a tendency to
synchronize with it. Then, we are sensitive to the slightest speeding up or slowing down

of that beat” (Mountain 1989). Here, Mountain draws connections between the
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sensitivity of perception and its ability to result in entrainment. If entrainment to these
'human-scale' pulses is established, composers may use the perception of groove to
build, satisfy, and thwart musical expectations. On a small scale, this may include slight
alterations of the pulse. For example, if listeners hear 3 pulses of regular periodicity,
they may expect the 4™ pulse to come after the period established by the previous
pulses. If this pulse is slightly early or late, we notice the anomaly in the anticipated
pattern. This effect may be described as beat dilation and contraction, where the beat is
heard slightly before or after it is expected. When done repeatedly, this creates the
perception of swing pattern found in Jazz and Latin music. Since this specific groove
manipulation mainly exists outside the realm of written notation and is dictated by
intuition and ‘feel’ (jazz, hip hop), its precise notation presents unnecessary rhythmic

complexity, rendering it difficult to communicate to classically trained musicians.

J=180
LT LA LR,

Fig. 2. Example of beat expansion/compression: the second and fourth beats occur slightly after
(first measure) and slightly before (second measure) their expected arrival

Another method of expectancy violation using groove makes use of missing (or
added) beats. If we hear a 4-bar groove in common time, we expect the repetition to
have the same pattern. This expectation may be thwarted by briefly abandoning the 4/4
meter in lieu of a substitution (such as 3/4 or 7/8). Groove gives the listener a
framework by which she or he may easily place and compare musical material. When a
listener experiences groove and sensory-motor coupling, they are able to identify slight
alterations to the pattern, syncopation, accents, and repetition. This relationship made

groove an important consideration when composing Hypnagogia. In order to give each
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sleep stage a unique identity, it was important that the listener entrain each stage
differently. Entrainment would suggest certain musical expectations that could be met
or left unsatisfied depending on the demands of the local global form.

Repetition is a form-bearing element where sounds or sequences are restated.
Middleton differentiates between levels of repetition as a function of the musical unit
undergoing the process. Discursive repetition occurs "at the level of the phrase or
section, which generally functions as part of a larger-scale 'argument'." (Middleton
1999). Musematic repetition is "at the level of the short figure, often used to generate an
entire structural framework." Comparing the two, he states, “musematic repetition
includes circularity, synchronic relations, and openness. Discursive repetition includes
linearity, rational control, and self-sufficiency. Discursive repetition is most often
nested (hierarchically) in larger repetitions and may be thought of as sectional, while
musematic repetition may be thought of as additive.” (1999). These definitions are
useful in that they illustrate the ways in which repetition is used to create small- and
large-scale musical structures.

Hypnagogia uses these two concepts in a variety of ways and manipulations to
create musical discourse. To explain how alterations are made, it is necessary to
reference information theory and its relationship to aesthetics originally brought forth

by Abraham Moles (1966) and commented on by Gérard Grisey (1987).
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a) Periodic maximum predictability ~ ORDER

b) Continuous-dynamic average predictability
1) continuous acceleration
2) continuous deceleration

¢) Discontinuous-dynamic slight predictability
1) acceleration or deceleration

by stages or by elision
2) statistical acceleration or

deceleration ¥

d) Statistical zero predictability DISORDER

complete redivision
punpredictability of durations
maximum discontinuity

e) Smooth
rhythmic silence

Fig. 3. Perceived order as a function of information saturation (Grisey 1987)

In this table above, a continuum is constructed illustrating the perception of order or disorder
as a function of the amount of saturation of information in music as recognized by the
listener. If musical material is constantly followed by the most probable phenomenon, it will
have maximum predictability and strict order in the perception of the listener. At the other
end of the scale, a musical passage featuring statistical distributions of a vast scale may
leave the listener with no predictability or musical expectations. Hypnagogia applies this
continuum to repetition and groove by means of carefully constructing alterations that aim to
affect their perceived momentum trajectories.

While the concepts of groove, repetition, and predictability are helpful in
describing the perception and structure of music, they do little to shed light on the
nature of the material itself. To address this issue, it is necessary to reference
spectromorphology as proposed by Denis Smalley (1997). Smalley’s system of
characterizing sounds by their spectromorphological content is useful in the analysis of
Hypnagogia because his proposed vocabulary has the capacity to precisely describe the

spectromorphological expectation and the function of each structural component of the



sound. Furthermore, this method of analysis can extend to describing a sound’s motion
and growth processes, texture, behavior, spectra, and several other aural and structural
dimensions (1997). These descriptors are able to address musical dimensions that exist
beyond the realm of traditional music notation (which mostly describe instructions for
instrumental playing technique, but not the resulting sound quality itself).

Central to Smalley’s theories is the notion of behavior. This concept may be
defined as a metaphor “used to elaborate relationships among the varied
spectromophologies acting within a musical context” (Smalley 1997). According to
Smalley, listeners evaluate behaviors and the relationships between them intuitively,
and this evaluation may influence their perceptions and reflections of the music.

Smalley classified behavior based on an array of variables.

dominance / subordination conflict / coexistence

equality - inequality
reaction - interaction - reciprocity
activity - passivity
activity - inactivity
stability- instability

motion coordination motion passage
(vertical synchronisation) (horizontal dimension)
loose «— tight voluntary 4—|—> pressured

(sense of agreed togetherness) : X
(energy-motion trajectory)

causality?

Fig. 4. Diagram presenting parameters that categorize behavior (Smalley 1997)

These variables may be applied to any level of the composition: discrete events, texture



14

motions, layers, and the relationships between them. The bottom section of the diagram
illustrates the continuum of behavioral relationships in the temporal synchronization of
the music (motion coordination) and the passage of the music itself (motion passage).
The upper portion of the diagram describes the relationships between behaviors as
dependent on two oppositional pairs, which in turn contextualize the pairs of
relationship modes in the center of the diagram.

Relating groove and modes of repetition to Smalley’s model of behavior, we may
claim that groove and repetition affect the motion passage of music. Groove sets up a
small-scale notion of causality in the energy-motion of trajectory. Meanwhile, repetition
facilitates causality on a larger-scale, creating the expectation of causality within the
trajectory of the repeated passage of music.

To illustrate how these concepts may be applied in contemporary classical music,
I will briefly analyze excerpts of four contemporary pieces that use notable methods of
repetition before drawing upon these same concepts in an analysis of Hypnagogia. By
drawing comparisons between these pieces and the previously mentioned concepts, this
survey serves to provide a framework in which to contextualize Hypnagogia in the

musical discourse.

Chapter 2: Functions of repetition and groove in the music of Romitelli, Hurel,
Cendo, and Filidei
Contemporary composers have used repetition and groove in notable and
innovative ways to give saliency and accessible structure to complex musical material.

In the following section, I will outline how four composers have used these devices



15

differently to accomplish varied musical goals.

In Fausto Romitelli’s Professor Bad Trip, Lesson I for 8 musicians and
electronics (1998), the composer uses the repetition of musical signals to entrain the
listener to identify slight alterations in complex musical material. After a brief
introduction, Romitelli introduces a passage of about 16 seconds in length. This music,
while not having a strong sense of vertical synchronization, has distinct signals that help
segment it into parts that may be committed to working memory. These signals include
powerful air gestures from the bass flute, slap-tongues from the bass clarinet, distorted
pitch bends from the electric guitar, intervallic movement in the low register, and
repeated harmonics from the electric guitar and the kazoo. Using timbres that cut
through the background texture, Romitelli orchestrates these signals carefully to give
them prominence and identity within the texture. Their precise placement within the
passage and individual rhythmic profiles allow them to serve as markers to divide up the
passage into sections. Therefore, as listeners hear these signals repeatedly, they can
identify slight shifts in: the pacing between signals, pitch, contour, density, thythm, and
timbre. Through this method of repetition, Romitelli is able to develop each signal in a
way that the listener may recognize and follow all of them simultaneously through ten
iterations. It also allows him to sculpt a large trajectory to shape the passage’s
development. Since Romitelli begins and ends the loop in a similar fashion, an
expectation of causality is developed. If these signals were absent from the music
(leaving behind background textures marked at pianissimo), the saliency of the loop
might decrease, rendering Romitelli’s structure less perceptibly accessible. In the case

of this structure, Romitelli gradually compresses the loop’s length and increases the
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tempo repeatedly until the texture is completely saturated. Thus, the composer creates a
large-scale multi-dimensional discontinuous-dynamic acceleration. Additionally,
through establishing this process, Romitelli blurs the boundaries of what he classifies as
material and form. By using this repetition/compression process as repetitive material in
itself, he draws relationships between different parts of the work through the

development of this salient large-scale structure.
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Fig. 5. Measures 11-15 of Romitelli’s Professor Bad Trip, Lesson I (1998)

A similar technique may be found in Philippe Hurel’s ...a mesure for mixed

sextet (1997). The opening of this piece features a passage one minute in length. Like

Romitelli, Hurel has broken the passage into distinct parts connected by gradually
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compressing the rhythm of each instrumental line until one note remains, thus enabling
the listener to recognize and follow the trajectory of the loop’s development through
four iterations. Like Romitelli, Hurel creates a sense of causality as each loop starts and
ends in a similar fashion without resorting to strict vertical synchronization. The length
of the loop decreases with each iteration (the first three being 60 seconds, 44 seconds,
and 32 seconds long, respectively), creating a fractal design (a compression process
inside another compression process) within a discontinuous-dynamic acceleration.
However, Hurel breaks the pattern at the (false) ending of 3" iteration, where he writes
a brief episodic continuous-dynamic deceleration and acceleration, only to interrupt it
with material belonging to the ending of the 3™ loop. Neither Professor Bad Trip nor
...a mesure keeps a strong pulse, but they possess salient signals that break up larger
blocks of material into smaller recognizable portions that undergo development. Both
works use musematic repetition of small fragments within a large passage to create a
large-scale structure. These structures are repeated discursively to create the form
extending through the entire piece.

The opening of scratch data for percussion and electronics (2002), by Raphael
Cendo, features a six-second phrase with a strong pulse that undergoes varied
musematic repetition. This loop features a wide array of pitched and non-pitched
instruments struck with mallets. Though the phrase is composed of numerous
juxtaposed fragments, the phrase does not possess a large-scale metrical hierarchy. Each
fragment of Cendo’s introduction carries its own timbral and rhythmic identity while
hosting similar morphological properties (a resonant surface struck with a mallet). An

overriding pulse is heard, but the independence of each pulse within the meter limits the
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possibility of a salient groove being recognized. To develop the loop, Cendo inserts
short repetitive episodes based on a single fragment, yielding a ‘broken record’ effect.
By doing this, Cendo mixes a large-scale periodic musical environment interspersed
with short statistical episodes.

The first movement of Francesco Filidei’s Partita, Movement I, for 8 musicians
(2003/2007), exhibits repetition of a phrase with a consistent strong pulse and a metric
hierarchy. Throughout this movement, Filidei uses noise-based extended techniques
with a regular metric identity and hierarchy to create the perception of a consistent
groove. By keeping a predictable and stable metric hierarchy in strict synchronization,
Filidei affords the listener to easily track the development of the material. The repetition
in Partita is both musematic and discursive because Filidei orders his grooves in a
fashion that yields a strong formal arc. Since the material in Movement I is heavily
section-based, it is difficult to perceive small-scale accelerations or decelerations,
therefore resisting classification on Grisey’s continuum.

When composers work with these particular styles of repetition, they develop
creative ways of incorporating loops into a larger formal design with varied amounts of
causality. Establishing a loop of complex musical material is useful in that it can
provide a stable foundation through which the listener may experience development. If
a listener can learn a model, they may be able to form expectations and identify
alterations to the model. Through manipulating orchestration, rhythm, pitch, and other
musical parameters, a composer can control the saliency and magnitude of these
alterations in noticeable ways that yield varied amounts of musical momentum. If the

loop is changing quickly, we might sense that the musical trajectory is moving quickly
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towards a goal. On the other hand, a loop repeated without alteration might suggest
musical stasis. By dividing the loop into discrete recognizable parts, these parts can be
individually altered to give the repetition its own musical behavior, while maintaining
focus on the global structure.

Hypnagogia uses the aforementioned methods of repetition in various ways to
build structure and musical syntax. The methods by which these behaviors are enacted

will be explained in detail in the following analysis.

Chapter 3: Compositional process
3.1 Selection of the ensemble

The acoustic part of Hypnagogia was composed for nine instruments that were
treated as three mixed trios. The electronic part (discussed in section 3.4) consists of
fixed soundfiles that are triggered during the live performance by the conductor using a
foot pedal. Two trios (flute, cello, metal percussion; violin, bass clarinet, wooden
percussion) were constructed by using a high voice from one instrument family, a low
voice from another instrument family, and a group of familial non-pitched percussive
sounds. It was important that the percussion setups could yield a large variety of sounds
in a small and easily navigable space mimicking the functionality of a drum set. The
third trio (contrabass, piano, harp) was chosen to provide contrast to the other trios by
using instruments of a single type (strings) that nonetheless host vastly independent
timbral characteristics. For simplification purposes, the flute-cello-metal percussion trio
will be referred to as the flute trio, the violin-bass clarinet-wood percussion trio will be

referred to as the violin trio, and the contrabass-piano-harp trio will be referred to as the
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contrabass trio, though it must be noted that these names do not reflect any inherent
dominance or hierarchy within the trios.

The stage setup spatializes each trio (a diagram may be found in the ‘stage
setup’ section in Hypnagogia). The bass trio is center-stage while the flute and violin
trios are positioned stage-left and stage-right, respectively. This setup aimed to reinforce
the distinct identity of each trio (discussed in section 3.2) by giving them give dedicated
physical spaces on the stage. Also, this separation sought to aid the listener in grasping
the form of the piece by coupling the music of each trio to the space physical space it
originates from, localizing each trio and their interactions independently within the

stereo field.

3.2 General guidelines for musical characteristics

To develop a musical identity for each sleep stage, each trio was assigned a set
of musical behaviors, which evolved during the trajectory of the piece. When
determining the behavior of each trio, I considered the dependent and independent
relationships between each instrument in the trio, the rhythmic and timbral character of
each instrument, and the small-scale forms that material would create.

The contrabass trio begins by featuring the bass as the dominating voice, though
this hierarchy is not permanent. After the tutti introduction (m. 18), the bass leads the
trio while the piano and harp provide subordinate percussive sounds to reinforce
downbeats within a mixed-meter environment with tight synchronization. Playing a
texture of fast pizzicati and glissandi, the bass keeps a relatively consistent musical

profile while the piano and harp serve as passive rhythmic supporting roles.
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Fig. 6. Interactions within bass trio in Hypnagogia (mm. 22-31)

The violin trio, introduced at m. 37, uses an expanded cajon setup (mounted
cajon, wood blocks, and a guiro) to provide a stable pulsating rhythmic structure while
the violin and bass clarinet are given fast and unstable fluctuating lines that are played
outside of the stable rhythmic matrix. While the behavior of the violin and clarinet are
similar, the synchronization between the parts is nonexistent (except for brief episodes
in bars 40 and 43). Both instruments are instructed to improvise the placement of the
gestures in the music based on the position of the material within the measure. This
approach can be seen in Luciano Berio’s Sequenza I for flute (1958). Though Berio’s
work does not have bar lines and no meter is suggested, the composer included small
evenly placed tics in the staff to frame the proportionally placed notes and denote
tempo. In Hypnagogia, this approach was taken in order to give the music a freer feel

without burdening the performers with complex rhythms.
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Fig. 7. Semi-improvisational rhythmic notation in Berio’s Sequenza I (1958)
The music for this section consists of a loop comprised of two 4-beat measures and one
5-beat measure. The measures change their order with each iteration of the loop, and the
beat patterns in the cajon are kept constant in each measure, thus yielding an altered
form of musematic repetition. This structure was used to give each repetition a familiar

groove while avoiding verbatim repetition and high predictability.
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Fig. 8. Interactions within violin trio in Hypnagogia (mm. 37-43)

The flute trio starting at m. 41 culminates with a loop of breathy percussive
sounds from the flute, noisy col lengo battuto and jeté techniques from the cello, and
muted metal percussion. Though the instruments avoid rhythmic unison at the start of
the passage, the entire trio eventually succumbs to a steady pulse in strict
synchronization. The loop, though not immediately audible, was first composed of two
alternating sections whose length was altered in each musematic repetition. After the
entire section was composed, fragments of each part were deleted to momentarily draw

attention to the remaining instrument(s) while also obscuring the perceptibility of the
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loop. Since the music of the violin trio was based in fluctuating pitch contours, I wanted
noise- and percussion-based sounds for the flute trio. By combining noise-based sounds
from the flute and cello with the muted metallic sounds from the percussion, a drum set-

like texture is created with timbres from both acoustic and electronic realms.
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Fig.9. Interactions within flute trio in Hypnagogia (mm. 57-65)
These distinct identities not only facilitate the recognition of each trio’s place in

the form, but also aid in identifying modes of interaction between the trios.

3.3 Instrumental interactions as a function of form

The form of Hypnagogia was built through small- and large-scale interactions
between the three trios, as well as the development of behavior within these interactions.
The form on a whole mirrors the REM cycles seen in the hypnogram, and therefore, REM
cycle numbers will be used to denote large sections of the work. The first REM cycle,
which ends at rehearsal H, shows the prototype of each stage and its interactions both
within the trio and the ensemble as a whole. The form of the first section starts tutti,
moves through each trio, accumulates, and finally approaches a local climax at rehearsal
G.

The idea for this orchestrational choice was derived from an analysis of the
hypnogram. In order to highlight the musical environment of each sleep stage in the

hypnogram, as well as the transitions between them, I assigned the occurrence of each



stage to a particular trio, in that each stage features a particular trio in the foreground
layer through use of dynamic markings. Stage 1 was assigned to the contrabass trio, Stage
2 was assigned to the flute trio, and Stage 3 was assigned to the violin trio. Stage 4 would
feature a method of gradual ensemble superimposition, and REM/Awakening sections
were always tutti. Though these compositional restrictions are generally adhered to

during the first half of the composition, they are only loosely followed in the second half.

Rehearsal letter | Beginning | A B C D G

Sleep stage Awake Stage 1 | Stage 2 Stage 3 Stage 4 REM

Orchestration Tutti Cb, Vn, bcl, Vel, fl, Gradual Tutti
pno, hp | wood perc | metal perc | superimposition

Fig. 10. Orchestration of first REM cycle of Hypnagogia from beginning to rehearsal G as a
function of sleep stage

The Awake section was composed using a loop consisting of three juxtaposed

chords.
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Fig. 11. 3 chords that are looped in the introduction of Hypnagogia
The ensemble plays through these chords in harmonic unison, and each is given
a different character. The first chords exhibits running lines in the winds and glissandi
in the strings, the second is a dramatic timbre shift, and the third features loud strikes in
the lower register from the piano, harp, and bass. After the first chord cycle is heard (m.
2 to the end of m. 5), the length and rhythmic profile of each chord is altered with each

repetition. Though Awake sections were assigned to be tutti, this music is not meant to
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be a conceptualization of ‘awakeness’. Rather, this is intuitively composed music meant
to serve as a rich reservoir of material for future development. Conceptually, the
methods used in composing the introduction mirror those used in the rest of the piece.
Though the order of the three chords is kept constant through the introduction, the
repetition is expanded and contracted in various ways to thwart rhythmic expectation
and manipulate the music’s momentum.

The first chord is based on a G Lydian pentachord combined with an A-flat for
Phrygian color. The second combines a B-flat Lydian mode with a flattened 6™ over a
C-sharp in the bass, yielding a chord with both major and minor flavors in the first
inversion. This voicing was constructed to be perceived as a contraction of register from
the first chord. The final chord in the loop combines octatonic flavors of different sets
(D/D-sharp and G-sharp/A belong to the octatonic (0,2) set while F-sharp/G belongs to
the octatonic (0,1) set). These pitches are voiced with three major-3 dyads occupying
the middle/upper register (D/G-flat, F/A, D-sharp/G). The F is placed in the bass to
serve as a lowered leading tone back to the first chord.

In Stage 4, the three trios are introduced in reverse order. Instead of being cross-
faded as they were in the prior sleep stages, each trio is introduced with repeated loud
punctuated gestures. The temporal space in between these entrances decrease until the
texture of the trio is completely superimposed upon that of the previous trio.

The REM sections were composed in a method related to the opening Awake
section. Though traditional loops are absent from this passage, it uses repeated and
juxtaposed sonorities from the Awake section coupled with fixed characteristics that are

then modified rhythmically. In this way, these juxtaposed sonorities repeat themselves
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without a fixed order, resulting in a loop that appears to be constantly gaining and losing
material. The subtle shortening and lengthening of these sonorities serve to produce
tension and momentum leading into the second REM cycle, whose form is presented

below.

Rehearsal H 1 J K L M N O
letter

Sleep stage Transition | Stage 2 | Stage 3 | Stage 4 Stage 3 | Stage 2 REM | Awake

Foreground of | Vn, bel Vn, bel, | Vcel, ft, | No clear Vel, fl, | Vn, bel, Tutti | Tutti
orchestration wood metal foreground | metal wood
perc perc perc perc

Fig. 12. Orchestration of second REM cycle of Hypnagogia from rehearsal H to O as a
function of sleep stage

The second cycle uses guidelines established in the first, though with a number
of important differences. Instead of the trios performing as solo units, they are
accompanied by a subordinate background layer. This background layer contains noise-
based sounds from the bass and harp rubbing their instruments with wax paper, breathy
sounds from the flute, and soft and rapid improvised lines in the lowest register of the
wind instruments. A portion of this background material at rehearsal I is then patterned
into smaller units, which are later compressed and used as loops by the flute trio at
rehearsal J.

Another important difference between the second and first cycles is the
transition from Stage 4 to REM. In the first REM cycle, this consisted of a gradual
superimposition of each trio forming a multi-dimensional texture. In the second section,
the trios are presented again in reverse order, but they are accompanied by the
preexisting music of the previous passage. The results are seen at rehearsal M. Here, the

violin trio holds the foreground with soloistic material, the flute trio is playing a looping
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pulsating figure, and the bass and harp are providing a noise-based background texture.
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Fig. 13. Superimposition of trios with background layer in the bass and harp in
Hypnagogia (mm. 202-206)

After this build up, the REM passage reoccurs at rehearsal M, though this time,
it is interrupted by the awakening motif. This motif, consisting of a long sustained
chord, is meant to briefly pause and reset the momentum of the music. The passage,
which is modeled after the piano part from measure 2, returns in various forms several
times over the course of the work, often transitioning into a new section.

The subsequent two REM cycles (R to S, S to V) each begin with a bass solo
similar to the one heard at rehearsal A. The first is played pizzicato in a rubato fashion
and accompanied by an instrumental noise-based background gesture cued by the
conductor. The violin and bass clarinet enter afterwards with material similar to that

heard at rehearsal B. Entrances from the rest of the ensemble follow, quickly building
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momentum into the second iteration of the Awake motif at rehearsal R.

The second bass solo is played as loudly as possible with extremely heavy bow
pressure, resulting in a mixture of pitch and noise accompanied by both percussionists
locked in a repeating 11-beat groove pattern. Here, the bass plays outside the tight
synchronization of the percussion. When the bass clarinet enters, it is without the
accompaniment of the violin. Instead, the trio pattern breaks and a loop forms
encompassing the bass and clarinet. It is at this moment that the guidelines established
during the first two REM cycles begin to dissolve, and the focus of the music shifts
from large-scale trio interaction structured in large discursive repetitions to small-scale
trio interaction structured into smaller loops. This transition of focus lasts until rehearsal
V. During this passage, the bass/clarinet/percussion loop is expanded and compressed
while other instruments add and subtract from the preexisting pattern.

The two transition sections (rehearsal O and rehearsal R) are similar in that they
both begin with the Awake motif followed by an extended continuant before beginning
an accelerando process into the following section. The accumulation of momentum is
handled differently in each transition. At rehearsal O, the accelerando is achieved
through a combination of mixed meter and abrupt tempo increases, thus avoiding high
predictability by achieving a discontinuous-dynamic environment using acceleration by
stages. On the other hand, rehearsal R accomplishes the same task with one large tempo
change (M.M. 100 to M.M. 134 in measure 281) followed by a gradual compression of
meter (5/4 to 4/4 to 3/4 to 5/8 (represented as 5/4), resulting in a similar discontinuous-
dynamic environment, though by way of acceleration by elision.

On the whole, the first four REM cycles were composed to be perceived as two
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sections each having two related subsections (see Fig. /4). Each of the two subsections
within the larger section share a general orchestration and material trajectory. The first
two REM cycles end with loud tutti sections, while the second two REM cycles begin
with a bass solo. By linking these distinct events together, the listener should form a
‘chain of events’ based on the large-scale order of material. For example the loud tutti
sections that conclude the first two REM cycles serve as climatic points of arrival for
the preceding material. Metaphorically speaking, the music provides two related paths
that share the same goal. Oppositely, the bass solos that begin the third and fourth cycle
serve as points of departure, though the individual character of each solo yields a
different consequence. Together, the first two cycles are longer than the second two,
thus yielding a sense of gradual large-scale discontinuous acceleration by stages using
large-scale discursive repetition.

Transition at O  Transition at R

N N

REM Cycle 1 REM Cycle 2 REM Cycle 3 | [REM Cycle 4
AtoH Hto P PtoS StoV

Fig. 14. Diagram of the first four REM cycles in Hypnagogia

At rehearsal V, the entire ensemble engages in a 4-measure metric groove
comprised of small-scale trio interactions (see Fig. /5). Using noise-based techniques,
each trio plays a small portion of the groove in tandem. As this music develops, the trios
begin to mix with each other, transforming the groove through dramatic tempo and
orchestrational shifts. Since the rhythmic profile of the music is relatively simple, the
tempo shifts serve to disrupt perception of high predictability. Rehearsal W begins a
beat stretching/compression process where specific pulses of the groove are subtly

expanded and compressed by use of mixed meter. This causes momentum of the groove



31

to jerk back and forth as tension builds through semi-improvised ascending trilling

glissandos in the bass clarinet and violin.
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Fig. 15. 4-measure groove featuring small-scale trio interaction in Hypnagogia (mm. 342-345)
Beat dilation and compression is also apparent at rehearsal X. From here until
rehearsal Z, a 4-second loop is repeated and undergoes a gradual shift in instrumentation
through the crossfading of trios. A 4-second loop was chosen because it is thought to be
the limit of aural echoic memory (Mountain 1989). Though beat dilation/compression at
rehearsal V was used within a constant pulse (albeit with many tempo shifts), the loop at
rehearsal X is absent of pulse. Therefore, its effect is not perceived as tension in the
groove, but rather as tension and in the perceived length of the repeated phrase. This

manipulation serves to avoid maximum predictability by avoiding a strict periodic
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structure.

The musicians in this passage are instructed to improvise the placement of each
gesture based on its position within the measure. Additionally, they are asked to change
the rhythm slightly with each repetition. This was done to eliminate the need for
complex rhythmic notation, and also to let the musicians engage more with their
respective trios.

The loop begins in the bass trio, where it is presented six times. During each
repetition, one of three measures is slightly compressed, resulting in subtle rhythmic
alterations. Starting in measure 388, the violin trio begins to fade in, following the same
process. At rehearsal V, the flute trio gradually adds to the existing loop, which repeats
until rehearsal Z. The musical behavior here takes a different approach, first presenting
fragments of a phrase iterated in its completion starting at m. 437. To begin, three
synchronized active fragments in the foreground are played in an ordered series, each by
a different trio. These fragments are separated in musical time and interspersed by an
unsynchronized subordinate background texture. In each repetition, less and less time is
inserted in between the separated fragments. After three iterations of the loop, the
background disappears and the fragments are heard in immediate juxtaposition. The
relationship between the fragments, though at first unclear and faint, finally becomes
recognized as the complete phrase is revealed. Unfortunately, measures 375-440 were
not played at the premiere. I plan on revising these sections at a later date.

This process is interrupted at rehearsal AA by the third and final statement of the
awakening motif, thus ushering in new material. The loop in this passage is much

shorter than those used previously in the piece. Here, the winds play quick airy gestures
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separated by brief moments of stasis. Each time this alternation is repeated, the tempo
and instrumentation of the quick gestures increases while the tempo of the stagnant
moment is gradually decreased. These tempo alterations gradually exaggerate the
difference in perceived time between the gesture and the moments of stasis. Eventually,
the moments of stasis vanish and the pattern is interrupted by a grand pause one
measure before rehearsal BB.

The process at BB is similar to the one at AA, but with a few distinct changes.
The bass trio performs a short intense phrase that repeats with breaks and alterations.
This is superimposed over a slow chord progression played by the flute, clarinet, violin,
and cello. The progression here is a hyper-expansion of the final piano sequence, which
consists of 8 chords repeated and transposed up a perfect 4™ at each repetition. These
chords feature chromatic voice leading built around small fluctuating clusters of pitch.
The clusters are meant to obscure individual pitch identity, resulting in sonorities that
seem to ascend in pitch space without the perception of a chromatic scale. The
ascending perfect 4t transposition serves to link the last chord with the first in that the
middle voices at the end of the progression meld into the lowest voices in the following
sequence.

The chord sequence is played faster and faster until the orchestration shift at
measure 482. At this point, the piano takes over for the mixed quartet, and the loop

played by the bass trio is truncated down to a single note.
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Fig. 16. 8 chords used in piano part in the coda of Hypnagogia (mm. 485.3-487.2)

The conclusion of Hypnagogia begins at rehearsal DD. The piano, accompanied
by the harp, plays a continuation of the chord progression introduced in the previous
section, while the rest of the ensemble plays a repeating instrumental noise-based
background. This chorale is sequenced until it ascends the highest register of the
instrument, and the music fades out. Rather than using material similar to the other brief
awakenings, as the hypnogram suggests, this passage needed a conclusive character,
instead of a transitory one. Also, I wanted the concluding material to be unfamiliar to
the listener, mirroring the metaphorical shift from unconsciousness to consciousness.
However, while one might assume that the floating atmospheric character of rehearsal
DD would be associated with drifting into unconsciousness, for me it addresses the
distinction between the alert conscious mind, which we use in public, and the
uninhibited unconscious mind, which we reserve for our own private cerebral
excursions.

On the whole, as illustrated by the hypnogram, the form of Hypnagogia suggests
a 3-sectioned piece. The first section (beginning to O) may be grouped as two relating
cycles. The second section (O to V) is also two relating cycles (though shorter in
length). The final section (V to end) is a chain of smaller sections of related repetitive

behaviors.

3.4 Formulation and role of electronics
The electronics in Hypnagogia are comprised of 29 fixed stereo soundfiles that
are triggered during the performance by the conductor according to cues written in the

score. Soundfiles are triggered using Max/MSP and diffused through two speakers
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positioned on each side of the ensemble facing the audience. Since many of the
soundfiles are rhythmically related to the acoustic part, numerous cues are coupled with
a click track that is fed from the computer to headphones worn by the conductor. The
raw materials used to compose the sound files originate from instrumental sounds
acquired in the Digital Composition Studios at McGill University. Additionally, some
sounds were created with samples from percussion instruments and electrical metal
tubing recorded by the composer.

The goal of the electronics was to extend the spectral palette of the ensemble
through the use of cross-synthesized timbres and morphologies outside the physical
acoustic realm. When placed in the foreground, the electronics cut through the
orchestration in order to punctuate the form of the piece. In the middle ground, they
sometimes mimic the pitch or rhythmic identity of the accompanying acoustic material.
Additionally, the electronics often serve as a granulated background texture upon which
the ensemble is superimposed.

The electronics play instrumental sounds that are otherwise impossible for
humans to create. These include cross-synthesized percussive timbres, non-pitched
percussive sounds that are tuned through pitch-shifting, and other common processes
such as envelope editing, cross-synthesis, granulation, time-stretching/compressing, and
reversing of sound files.

In the first two REM cycles, the electronics serve to punctuate each sleep stage.
The sound files triggered at measures 16, 26, 35, 50, 65, 82, and 97 (cues 1, 2, 3, 4, 5, 6,
and 7, respectively) all function to reinforce the downbeat into the proceeding section (if

speaking of the form, this corresponds to a new sleep stage, and therefore new
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instrumentation). These cues use similar attack-decay archetypes with extended
graduated continuants and preceded by an anacrustic onset (Smalley 1997). The attack
is typically comprised of multiple pitch-shifted bells in the high spectral range with
cross-synthesized percussive timbres (one example being a bass drum cross-synthesized
with a spring drum) in the low spectral range.

The onsets aim to inject energy into the attack by using several variations of non-
linear swells. Often enough, the onsets themselves feature many attacks before
introducing the main atfack, similar to the sparking heard when igniting a gas stove.
Visual metaphors useful in describing this increase in spectral energy may be the wind-
up before a pitch in baseball or pulling the arrow back in archery.

The continuant of each attack becomes the background layer upon which the
instrumental music is heard. Usually, these comprise of long granulated sounds. While
the onset and attack dominate the foreground as gesture-carried devices, the
continuants are more texture-carried, in that they simply prolong the presence of the
electronics without redirecting focus from the instrumental layer.

At rehearsal J, the electronics (cue 11) present a different approach. In addition to
providing a background layer, a foreground loop was composed to accompany the flute
trio. As the trio performs a short loop of noise-based sounds interspersed with brief
episodes, the electronics expand the spectral pallet of the live trio with repeated
sequences of quick juxtaposed noise-based sounds. Each sample of the loop is given its
own spatial identity in the stereo mix.

The electronics at rehearsal L (cue 12) supplement the pulse played by the bass,

harp, and metal percussion through use of granulation. In this cue, the sound of an
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industrial fan was filtered and processed through granulation to create a synthetic-
sounding pulse that is superimposed upon the acoustic material.

Though electronics are absent in the REM sections, they are always used in the
Awake motifs (rehearsal letters O, R, and AA; cues 16, 18, and 28, respectively). As the
Awake motif typically follows the REM passages, I wanted to give this motif a
contrasting and salient sonic identity through use of gestures only possible in the
electroacoustic domain. In cues 18 and 28, the electronics punctuate the rhythm of the
live material, expanding the continuant of the acoustic sound with pitch-shifted bells
and cymbals tuned to match the harmony of the ensemble.

Cues 17, 20, and 21 are similar in that they all function to introduce a solo
instrument. Similar to the first group of sound files, they demarcate the arrival of a new
sleep stage, but they are slightly different in their spectromorphological design. Here,
the attack and continuant of the sound do not necessarily match with the onset. When
speaking about the motion of sounds, Smalley proposes comparisons that suggest
physical motion such as launching, flying, floating, drifting, and dragging (1997). Many
of these behaviors may potentially have a counterpart in the real world (to float is to
sink as to drag is to push). While one could describe the continuants of these cues as
floating, each onset and attack hosts a different motion, cue 17 may be classified as
rising, and 20 and 21 may be described as sinking or being dragged downwards, though
each cue approaches the word differently. These comparisons serve to draw structural
relationships between the functionality of each cue within the larger form.

The electronics in cue 22 (rehearsal V) take a similar approach to those in cue 11.

Here, as the entire ensemble is tasked with producing a timbrally-fragmented groove
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(see Fig. 15), and the electronics mirror and reinforce the phrase structure of the
acoustic material. The instrumental part is a 4-measure groove that is segmented by
orchestration into a 1+1+2 bar structure. This segmentation is mimicked in the
electronics to expand the spectral palette of the ensemble through use of strong attacks
on downbeats preluded by fast onsets and the spatial separation of each measure.
Similar to the music at cue 11 (rehearsal J), this creates a beat that blends and extends
the morphologies of the live ensemble with those of the electronics.

Cue 26 (measure 366) exhibits shifts between three functions. First, cue begins
softly in the background, begins in the background layer. Steadily, the sound gains
energy through the addition of electrical static and sustained granulated textures. In
measure 373, the sound shifts to the foreground and mimics the rhythm of the harp
using sounds similar to that in cue 22. After this moment (rehearsal X), the sound is
launched into high ascending spectral space, similar to cues 20 and 21.

The approach to the final tape cue (rehearsal DD) was unique when compared to
the approaches previously mentioned. In this cue, a piano sampling of the coda was
processed using repeated auto-convolution. When combined with envelope editing and
equalization, the resulting sound is absent of traditional piano transients and decay. Just
as the harp part is meant to subtly obscure the rhythmic regularity of the piano, the

electronic part is meant to subtly obscure the timbre.

Chapter 4: Issues in notation
4.1 Problems in approaches to rhythmic complexity
In Hypnagogia, 1 was interested in creating structures of rhythmic complexity that

would be playable by the musicians without the stress of interpreting nestled tuplets.
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These structures included small, quick, repetitive units that could be changed subtly
without using a steady pulse, fast soloistic lines played outside of a pulse, and
interpolations between two musical cells of varying rhythmic identity. Traditionally,
these kinds of effects could be accomplished using traditional rhythmic notation
featuring carefully calculated nestled tuplets. While the original musical idea was
incredibly intuitive, I imagined that the transcription of this idea using traditional music
notation would initiate problems during the rehearsal, as these sorts of practices demand
many hours of rehearsal time and focused dedication. Practically speaking, these
demands were not practical for this project, so an alternative approach was needed.

To remedy this issue, I made use of several improvisational techniques. This
decision was made to decrease the perception of musical complexity by the musicians,
with the intent that they would perceive the music with the same intuitive and flexible
thought with which it was composed. These techniques include using semi-improvised
rhythmic notation, boxed notation, and improvised interpolations, which will all be

defined and discussed in the following sections.

4.2 Semi-improvised rhythmic notation

The first solution to this problem was writing passages using complex but vague
rhythmic notation that would be improvised. The first example of this may be found in
the violin and bass clarinet parts at rehearsal B (see //4). These parts feature fast
gestures absent of rests, and the musicians are instructed to improvise the placement of
a group of notes or gestures based on its position within the bar. Therefore, while the

gesture itself and its general location in the music are both predetermined, the musician
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determines the precise placement of the gesture in the passage.

(improvised rhythm)
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Fig. 17. Semi-aleatoric rhythmic notation in violin part in Hypnagogia (mm. 44-50)

This style of notation is interpolated with traditionally notated music, creating
brief moments of strict synchronicity inside a freer rhythmic environment, thus giving
the musician more autonomy during performance. Instead of performing the passage
while tediously counting out subdivisions of tuplets, the performers may concentrate on
the feeling and musicality of each gesture.

At rehearsal X, a similar technique is used on a larger scale. Similar to the
previous method of notation, the musicians are instructed to improvise rhythms based
on the placement of notes in each measure. In addition, they are asked to slightly alter
the rhythm with each repetition of the phrase. This process is coupled with slight meter
changes that subtly stretch and compress the length of each bar. In the larger passage,
this msic is gradually crossfaded from the bass trio to the violin trio, thus creating a

music object that is repeated with subtle rhythmic variations and larger-scale
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orchestrational shifts.
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Fig. 18. Semi-improvised rhythmic notation with orchestration crossfade in Hypnagogia (mm.
387-400)

As previously mentioned, the music at rehearsal Z is divided into two layers. The
gesture-carried foreground consists of short and separated fragments that are gradually
brought into closer proximity to form a large gesture. The texture-carried background is
composed of five instruments playing boxed material that is repeated indeterminately.
This creates a layer with a fluctuating pointilistic rhythmic identity, thus providing

support to the foreground layer while not redirecting focus away from it.



Fig. 19. Boxed notation in Hypnagogia (mm. 423-431)

Unfortunately, due to difficulties during the rehearsal process, mm. 375-440 were

omitted at the premiere. I plan on revising this section at a later date.

4.3 Improvised interpolations

In order to achieve a certain texture, it was occasionally necessary to combine
improvised boxed material with written instructions to slightly alter the character of a
musical texture. Since this texture was usually in the background layer, it was not
necessary or practical to specify every minute detail of the interpolation. Instead, these
details were left to the discretion of the performer. Thus, sections of the score feature a
box of short musical model coupled with written instructions. During the improvisation,
the musician is instructed to change the material in a specific way, usually demonstrated
with boxed samples of suggested music that serve as improvisation checkpoints. This
method releases the musician from the burden of learning a precise fixed interpolation,

and instead lets them focus on the character of the sound, therefore yielding intuitively-
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sounding music without the stress of learning complex material absent of traditional or
predictable rhythm and pitch patterns.

improvise random notes in lowest register,
fast slurred fluxuating chromatic movement,
ad lib. breaths
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Fig. 20. Improvised interpolation in the bass clarinet (transposed) part at rehearsal J in
Hypnagogia

Chapter 5: Conclusions and further considerations

Hypnagogia is a musical composition concerned with the roles and functions of
cycles, repetition, and groove in the realm of form and material in contemporary music.
This analysis aims to illustrate how a complex cycle may be evaluated and adapted into
a musical environment. The altered periodicity exhibited in the sleep cycle is mimicked
in the macro- and micro-structures of the piece. Compositional techniques that may

affect the perceived predictability of chronologically local and distant material have
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been explored and enacted. The electronics in Hypnagogia have been investigated with
regard to their ability to strengthen certain aspects of the form through concerns of
spectromorphology. Additionally, issues of notation, their origins, and possible
remedies have been addressed.

One area of additional personal research would be the investigation of intended
predictability of musical patterns by the composer versus perceived predictability of
these patterns by the listener, and whether the perception predictability changes from
the now-moment to when the moment is reflected upon in retrospect. Also, information
on the notion of how specific structural manipulations affect the amount of
predictability would be useful in formulating inferences regarding expectation and
fulfillment/violation in music.

My future work will expand on the notion of improvised interpolation within a
modified cyclical environment. In Hypnagogia, the technique is used in very select
background passages. I would like to employ this concept to a greater domain in the
context of a small chamber ensemble. When applied to different types of material (short
pulseless fragments, periodic rhythmic patterns, long virtuosic lines), it is possible to
achieve material that may guide my musical thinking in new directions. Improvised
interpolation has the potential to shift intuitive compositional thought from the

composer to the performer without the use of complex notation.
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