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Abstract

The focal point of the work is the turntable and DJ (or Disk Jockey; one who
controls the turntables). This concept not only manifests itselfthrough the
utilization of actual turntables, but also much of the acoustic material performed by
the ensemble consists of "metaphoric tumtables". These are contrasting layers of
sound superposed over one another that are played by small groups of specific
instruments within the larger ensemble. These instrumental groups simulate the
sonorities generated through turntable manipulation such as warping, oscillations,
crossfading, transforming, and numerous scratching techniques. The DJ (sometimes
referred to as a turntablist) employs many techniques, articulations, and effects that
are notated and explained in the accompanying analysis.

L'oeuvre est entièrement inspirée par le concept de la table tournante (platine de
lecture). Non seulement RPM pévoit l'utilisation de platines réelles contrôlées par
un "platineur" (ou DJ en anglais), mais une bonne part du matériel de la
composition est constituée de ce que j'ai appelé des "tables tournantes
métaphoriques". Il s'agit de petits groupes instrumentaux à l'intérieur du grand
ensemble agissant comme autant de strates musicales autonomes et pouvant de plus
se juxtaposer. Ces groupes instrumentaux ("tables tournantes métaphoriques")
imitent en quelque sorte plusieurs sonorités typiques de la manipulation des tables
tournantes telles le "warping", les oscillations de hauteur et de vitesse, le
"crossfading", le "transforming" ainsi que plusieurs formes de "scratching". Deux
platines de lecture et un pupitre de mixage sont utilisées par le platineur mettant à
contribution les différentes techniques, moyens d'articulation et effets typiques de
cette forme d'art. L'analyse qui suit présentera ces différentes techniques ainsi que
leurs implications dans la composition de l'oeuvre.
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Introduction

RPM is permeated by the concept of the tumtable. This idea is evident not only

because the work inc1udes actual tumtables in the instrumentation, but also because

the acoustic ensemble emulates and mimics the tumtables. There is a tumtable

metaphor consistently referred to throughout the work as certain instruments and

instrumental groups simulate the sonorities that are generated through tumtable

manipulation. Among these sonorities are warping, crossfading, transforming,

record juggling, and numerous scratching techniques-techniques that are typical

oftumtable manipulation by a DJ. The piece could be regarded as having an

organic element; the work grows and develops from this initial concept and aU

ensuing material can be traced back to it.

The preexistent, recorded excerpts (extracted from an LP) directly influence the

work's formaI structure, pitch content, rhythmic flux, tempi, meter changes and

instrumental registers. There are instances in the piece where the conductor is

aImost "conducted" by the recorded excerpt-the record dictates the flow and

direction of the work. It is at these points that the term "manipulation" becomes

most significant: the record can manipulate the acoustic ensemble (on behalfof the

conductor) in the same way that a conductor can manipulate the tumtables (on

behalfof the DJ), treating them as instruments. In these instances the tempo, pitch,

or any other pre-established element of the recorded excerpt must be manipulated

effectively by the DJ to meet the demands of the conductor and ensemble. This

method of interactive manipulation is of great importance and appears frequently
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throughout the work. This analytical discussion of RPM examines in depth aIl

these facets that had a tremendous impact on the creation of the work.

Chapter 1: The Objectives and Concepts in the

Composition of RPM and the Sources of Preexistent

Material Included in the Work

My objective behind the work was to fuse together two apparently separate

genres and introduce a plausible new sound source into an otherwise traditional

ensemble. In order to properly represent and showcase this new member of the

ensemble, l was conscious oftwo particular facets that would have to be

acknowledged: the influence of the preexistent music on the musical syntax of the

work, and the new 'sonorities and technical practices. The preexistent samples used

in RPM originate from a variety of sources; most excerpts are very short fragments

extracted from an LP. These fragments integrate into the piece using two

approaches. In the first case, they merge into the existing material performed by

the acoustic ensemble. In the second case, the material of the ensemble builds

around the recorded samples.

It is not the first time that fragments of preexistent, recorded material have been

integrated into a piece consisting of otherwise conventional instrumentation.

American composer John Zorn devoted a period ofhis compositional career­

primarily the mid-to-Iate 1980's-to this way ofwriting. Zorn's method is

essentially the fusion of a variety of excerpts from a multitude of sources; he does

not distinguish between "high art" and "low art". His material contains several
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short fragments from works that already exist; these may be sampled or newly

composed to simulate or replicate a specific genre. While there is a great deal of

emphasis on the musical material itself (in the judicious selection of fragments), it

is the way these fragments are assembled that is most important. The organization

of the fragments creates the composition. By using this fragmented or block form,

Zorn liberates the structure of the work, giving the impression that it is seamless.

Since each block is out ofcontext with no apparent connection to what precedes or

follows it, the form is left open; although, overall, a connection is made when the

fragments begin to link in one's perception. The sense ofform is left to the

listeners' own interpretation taking into account their knowledge ofpop culture,

world music, and concert music, and their ability to discern the nurnerous genres

presented to them.

In RPM my intention was to impose a definite framework within which the

smaller sections would occur in conjunction with the preexistent, recorded

excerpts. It is this aspect of the concept behind the work that reflects Zorn's

compositional approach. The organization of the many diverse fragments-either

those already in existence or those simulated-creates the composition. The

excerpts or fragments partition the work into sections and subsections. The listener

automatically associates a particular section of the work with a certain excerpt and

therefore isolates it as a separate entity, spontaneously creating a division. A

technique that permeates Zorn's compositional process also presents itselfhere:

each block is out of context with no clear link to the material that precedes or

follows it. The form begins to take shape as the fragments generate a "micro-form"
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according to the excerpts' content or character. Although the same could be said for

works that do not contain preexistent or sampled material, the effect is not quite as

strong. Preexistent and pre-recorded excerpts generate a different type of listening:

the ear naturally gravitates toward this sound source. The listener may either

recognize the sampled material as such or may simply recognize its specifie

instrumental colour. In RPM my objective was to direct attention to the preexistent

material through the constant manipulation of the recorded excerpts using a series

of tumtable techniques.

The majority of the preexistent, recorded excerpts are from a specifie musical

era. Most of the quotations come from 1960's musicals and what is now regarded

as "lounge music". My intention was to incorporate and manipulate a genre of

music that is not usually associated with contemporary tumtablism and scratching

techniques. DJs prefer to use records made specifically for tumtable manipulation.

In a club setting ideal results are achieved with records containing simple rhythrns

and sound effects. Many DJs also use quotations from familiar "Top 40" dance

music from the 1980s as well as excerpts fromjazz and concert music recordings.

These are the music genres t~at a listener generally associates with a DJ

performance. In RPM, not only did l want to introduce a new and unexpected

sound source or "instrument" into a traditional ensemble, but l also wanted to

extend this element ofunfamiliarity and surprise to include the recorded samples

manipulated by the Dl.
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The following chart illustrates each prerecorded excerpt found in RPM; each

entry includes the duration of the fragment and a brief description of the material.

The excerpts are listed in the order that they appear in the work.

[Fig. 1]

Measures
Material In Score Duration Description

1. The Sound ofMusic Mm.1l3-159 Complete Sacred hymn;
Soundtrack: excerpt female voices-
"Morning Hymn " a cappella

2. George Winston: Mm.164-182 45"(approx.) Solo piano-
"Refection" thin texture

3. Perry Como: Mm.191-215 2" Bass ostinato with
"Catch a Falling faint percussion
Star "

4. Perry Como: Mm.228-252 3" Brass section
"Don 't Let the Stars accompaniment
Get in Your Eyes "

5. Perry Como: Mm.238-252 2" Solo trumpet in
"Papa Loves Mambo" high register

6. The Sandpipers: Mm.292-3ü7 1" Vocal fragment
"Inchworm "

7. The Sound ofMusic Mm.314-324 1"-4" Solo vocal
Soundtrack: fragment
"1 Have Confidence"

8. DI album of sampies Mm.328-344 NIA Distorted
featuring distorted sonorities
effects appropriate
for scratching

Chapter 2: The Turntable System, Techniques and

Notation

In RPMthe physical tumtables are set up in the same fashion employed by most

professional DIs. This system consists oftwo direct-drive tumtables and one mixer

situated between the two tumtables. In this work the tumtable on the right hand
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side is designated as tumtable l and the one to the left is tumtable 2. The mixer

inc1udes a number of features that are mandatory in modem tumtablism. A

crossfader is located near the bottom of the mixer; its appearance is similar to a

mixer's volume control but moves left to right. The crossfader altemates the sound

between the two tumtables: if the crossfader's siider is to the right the sonorities

from tumtable 1 are heard. As the slider moves to the left the sound quickly fades

out from tumtable l and fades in to tumtable 2. If only one tumtable is in use, the

crossfader cuts the sound from that tumtable off and on; it works similar to a

volume control except that the switching between off and on is quicker using the

crossfader. The mixer contains several other basic function controis inc1uding an

equalizer, treble and bass regulators, as well as balance levels.

A device that is found on the tumtable is the pitch controllocated at the very top

of the apparatus. This feature transposes the pitch of the recorded excerpt up or

down by semitone steps. The cumulative pitch span ofthis control is usually a

major sixth from the very left to the very right. Figure 2 illustrates the tumtable

setup ofRPM.

[Fig. 2]
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A Turntable 1
B. Tumtable 2
C. Pitch control
D. Volume control
E. Crossfader
F. Miscellaneous
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Contemporary turntablists have produced and formulated a number of

techniques and procedures that have evolved into an established practice now

recognized as a distinct art form. These techniques are idiomatic to what is now

regarded as a musical instrument in its own respect. DJs are expected to have an

extensive repertoire of skills to exploit. Sorne ofthese are standard and others are

considered "expert" practices, reserved for definite moments in the display. The

most elemental and essential tool of turntablism is scratching. This sonority is

produced when the record moves back and forth against the stylus of a record

player. By altering the speed, rhythm, pattern, and combinations of scratches, a

large number ofvarying techniques are possible. The following is a description of

the turntable techniques in RPM and their notation. Terms that were established

(and are recognized by) the vast majority of contemporary turntablists identify

these techniques. These terms originate from the early 1980s when DJ techniques

became widespread. 1

Description of Turntable Techniques with Illustrated Examples

Baby-this is the most basic scratch technique. The record is pushed forward then

immediately pulled backward to produce two short scratches.

[Fig. 3] M.173

1 Vode, Zorlon. "The Evolution of a Disk Jockey in the Hip-Hop Culture", 1998
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Scribble--with a tense forearm muscle, the fingers are pressed on the surface of

the record so that the record moves back and forth very quickly creating a

tremolando scratching sonority.

[Fig.4] M.178

Tear-the record is pushed forward to produce one scratch and then pulled twice

backward; the second of these scratches is louder and slower to lengthen the

scratch.

[Fig.5] M.197

Forward-the excerpt is started and then suddenly cut offby using the crossfader

as the record is pulled back to the starting point of the excerpt.

[Fig. 6] M. 207

+ - + -
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Flare-a forward scratch is cut off abruptly using the crossfader and the record is

pulled back.

[Fig. 7] M.194
~

+-
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Hydroplane-the fingers are rubbed along the surface of the record against the

record rotation to produce a warped vibrating sound.

[Fig. 8] M. 146

+
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Glide-the fingers are rubbed quickly back and forth along the edge of the record

to create a fast and wide vibrato.

[Fig. 9] M. 131
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Transforming-using one tumtable (with no sound on the second tumtable), the

crossfader is opened and closed (sound on to sound off) quickly while playing an

excerpt to produce a "stuttering" effect.

[Fig. 10] M. 150

A staff designed specificaUy for this work displays aU of the articulations and

instructions for the DJ. The top line contains the crossfader indications. In

instances where the DJ uses only one tumtable (with no sound on the other), "+"

caUs for the crossfader to be open (sound is on) and "-" caUs for the crossfader to

be closed (sound is off). W1)en the DJ employs both tumtables, the top line of the

staff displays the number ofthe tumtable (either 1 or 2) to indicate which excerpt

should be heard. The second line specifies three details: the name of the recorded

excerpt being used, the alterations in pitch using the pitch control function, and the

changes in r.p.m. (revolutions per minute) from 33 113 to 45. The bottom of the

staffincludes the volume control indications. This volume is independent of the

predetermined volume or dynamics of the recorded excerpt and the DJ controls it
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entirely. This line also contains the identifying tenn for each technique to facilitate

and c1arify their notation. The traditional staff displays the rhythmic notation and-

when necessary-a transcription ofthe recorded excerpt.

[Fig. Il]
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1

Illustrative Outline of Formai Structure of RPM

The following page features a concise chart of the fonnallayout ofthe work

[Fig. 12]. Please refer to this outline for the remainder of the analysis.
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Chapter 3: The Influence ofPreexistent Material and

Turntable Manipulation on the FormaI Structure ofRPM

The work comprises three large formaI sections that contain several subsections

designated as "turntables". These "tumtables" are essentially contrasting layers of

rnaterial performed by the acoustic ensemble. l refer to these streamsofmaterial as

"metaphoric tumtables" (abbreviated as MT)sincethey emulate the articulations

and techniques of the "authentic tumtabl~s" (abbreviated as AT) operatedby the

Dl Each of these metaphoric tumtables hasdistinguishing features that sets it apart

from the other and makes it readily identifiable. As the piece progresses, the

metaphoric tumtableseventually beginto merge with the authentic tumtables

causing the streams of material to intermingle and generate larger assimilated

layers.ofsound that are referred to as "combined tumtables".

RPM contains eighteen tumtables in total, inc1uding both the metaphoric and

authentic kind. Severalpfthe turntables; particularly those of the metaphoric

variety, retum throughout the workin slightly modified versions. Section l consists

exclusiyely ofmetaphorictlimtables. Section II merges the metaphoric and

authentic tumtables. Section IIIemulates a "DJ Hattie", which is a term for an

actualcompetitionwheretwo DJsshowcase their talents in a duel-like fashion as

they altemate back and forth to display their techniques, gradually increasing the

degree ofdifficulty. In this work the competition takes place between the acoustic

ensemble and the DJ.
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Although Section I does not involveauthentic tumtables,this portionof the

wQrk focuseson the tumtable metaphor. Eachofthe. three metaphoric tumtables

included in this section simulates a particular tumtableidiom. The exclusion of

authentic turntables at the startofthe work is partlyfor dramaticpurposes.Since

the mostprominent feature of the work and ensemble are the tumtables and the DJ,

the listener anticipates their entrance and expects them to be heard much sooner

than they are. This is the case for the first3.'3ü" of the piece; the audience hears an

acousticportrayal oftumtable techniques whilethey observeand anticipate the

silentauthentic tumtable equipment. A number of components help define and

distinguishthe metaphoric tumtables in the piece. Each one includes a particu1ar

group ofinstruments thatrepreseilt the specifictumtable or stream. The particular

instrumental groups were selected according towhat would most effectively

simu1<lte the featured tumtable technique.•Alterations in tempo and meteralso assist

in the.process ofdifferentiating the metaphoric: tumtables. Although the conductor

beats a fixed tempo, the pieceis written in such a way so thatseveral changes in

meter andtempi canbe perceived simultaneously.

The firstmetaphorictumtable (MTl) mimicsa skipping record. The first six

measures ofthe.piecepresent the entire Inaterial forthis stream. An ensuing

measures contain abbreviated variants of the initial six to sllggest a stylus

constantly skipping at different locations in the excerpt. In order to facilitate this

tumtable phenomenon, the contents ofthefirstsix measures had to be composed in

a particular manueL Thus, each measure includes prominentand diverse

articulations that emphasize each beatand allow for omitting material at any point

18



within the excerpt. MTl incIudes a small group of five instruments and percussion:

piccolo flute,flute, celeste, violin l, double bass, vibraphone, two cymbals, brake

drum, glockenspiel, and two crystal glasses.

[Fig. 13] Mm. 1-3
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Each measure begins with an emphasized downbeat and follows.with more intricate

and varied articulations for eachinstrument. The texture is thin to allow the

meticulous articulations to be discemed and to accommodate the two succeeding

metaphoric tumtables. The celeste, sizzle cymbal, and brake drum stress the first

beat of each measure; theseinstruments provide a convincing emphasis of the beat

while simultaneously instillingasonorous, delicate quality. The. celeste.leaps

through several regions of the keyboard to suggest movement as though the excerpt

would continue. The violirt plays pointillistic, percussive articulations similar to
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those orthe percussion. While thedoubh:<bass aiso reflects this approach tosorne

êxtent,itspril11ary function is to provide a foundation using severai ostinato-like

figures aldn to thoseof a j azz basspart.The part features severai varyingspeciai

ef{ectsto ensure thatthe materiai will be easilyrecognizable thereby creating the

impression of a skipping record. The crystal glasses provide a sustained sonority as

a contrast in the excerpt.

MetapllOric tll1J1table numbertwo (MT2),beginning in measure 46 and

cOI1cIuding in m. 112,simulates the crossfader functionon a mixeras it tUrns the

sound fromone tumtableonandoff. MT2 issuperposed over MTI and is treated

as an independent entity fromthe first metaphoric tumtable. The implied meter of

MT2 withinthefrarne of MTlis a triple rneter (6/8,9/8, etc.)where) =J ..

Although MTl and MT2 are written with a commonnotated me~er, the actual

perceived meters ofbothstreams are independent. Like many contemporary

cornpositions,the bar lineserves only as a means of synchronization. The

instrumentalpornbinationofthis streamincludes four instruments: oboe, harp,

violin II and viola.

[Fig. 14] Mm. 46-49
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MT2 contains.a fluid linearpassage that emphasizes·smooth phrasing and generates

a greater senseofmomentum. These qualities enable a better simulation of the

sudden switching on and off of sound. The content ofthis metaphoric. tumtable

bears some resemblance to that of the first in that it also consistsof a short excerpt

or loop used for the entire duration of the stream. This allows the irregular

interruptions to be more easily perceived.

The third metaphoric tumtable, starting at m. 84 and ending at m. 112, mimics a

warped record on a tumtable. This technique is suggested by incorporating

ritardandos and accelerandos incombination with descents andascents in pitch that

coincide with changes in tempo. The instrumentationfor MT3 is horo, two

trumpets, trombone, cello, bongos, and conga.

[Fig. 15] Mm. 85-88

id' ïrm1
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MT3presents material that is sOlnewhat more raucous in nature than thepreceding

streams. Equally important is the pace at which it moves. Accenting every fourth

sixteenth note suggests afaster virfual tempo. Like MT2, this stream. ofmaterial is

superposed over the other two and is perceived as metrically independent although

it fits withinthe wrirten barring of the first tumtable. MT3 has a more agitated

nature and draws the attention of the listener, particularly toward the end of the

section. The speeding up andslowing down of a continuousflow of music over a

periodof 55" generates a warping sensation. During these. fluctuations in tempi, the

pitch either rises or fallsin conjunction with the changes in tempL The material of

MT3 graduallygains importance, eventually becoming the culmination point for

the section.

While Section 1 focuses on simulated turntabletechniques performedby the

acoustic ensemble,.Section II presents the authentic turntablçs for the first time.

After anticipating this sound source for the frrst three-and-a-half minutes ofthe

work, the listener finally hears the turntables operated by the DJ in combination

with the acoustic ensemble. Metaphoric tumtable no. 4 (MT4) and authentic

turntable no. 1 (AT1) make ~p the combined stream ofmaterial that begins Section

II in m. 113. In this section the metaphoric turntables no longer exist solely to

emulate turntable techniques; they.developinto autonomous streams of

independent materia1. If is the coalescence of the two varieties ofturntables that

now characterizes the texture of this work. At this juncture, the preexistent material

serves as the foundation for aIl ensuing materia1. In other words, the materialof

ATlprovides the material for MT4. The preexistent source that the DJ uses in ATI
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is the "Moming Bymn" from The Sound ofMusic. This hymn includes fortY

individual a cappella chords that integrate into the material ofMT4andbecome

altered. •In this portion ofRPMthe excerpt has a strong ünpact on the pitch

structure of the acoustic material. Equally important is the issue of synchronization

between the Dl and the conductor. Both ofthese subjects will be discussed at

length in chapters 4 and 60fthis analysis.

The next metaphoric/authentic tUTIltable combination. uses one instrument in

each respective turntable source. AT2 consists of a piano excerpt that serves as the

basis for the materiahn MT5 (scored for solo acoustic piano). These integrated

tutntables are superposed over MT41ATl and they gradually manifest themselves

beginning with the acoustic piano (MT5) in m.149 as the combined stream of

MT4/ATl fades out. In m. 149, MT5 makes slight references to theforthcoming

AT2; these references become increasingly evident as AT2 approachesuntil the

twofinally merge in m. 164, creating a layer oftangled pianos.

[Fig. 16] Mm. 161-165
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As fuis stream evolves, a metaphoric tumtable first heard in Section I-MT2-

makes a newentrance at m. 168 in an altered version. In.this instance, the material

ofMT2 is essentially the same with some.exceptions in register, instrumentation,

and tempo. While the pitch-class content remains the same, the notes are

transposed either one or twooctaves down (depending on the instrument). The bass

clarinet replaces the oboe, a member of the original MT2, to better accommodate

the lower pitch.The tempo varies in the second version ofMT2.as thetr1plet
:1 3 .3

doubles to a sextuplet: (mto~.The twoother metaphoric turntables first

heard in Section 1-..MTl and MT3-also make abbreviated appearances in a

modified form to conclude the first part of Section II. The material of MT1

transposes up a fourth and speeds up to suggestthe acceleration of the tumtable

first heard at norma.l speed in Section 1. This mimics a shift from 33 1/3 r.p.m. to 45

r.p.m. This subsection ofthe work, starting at m. 168 and concluding at m. 191,

functions as a concise recapitulation of Section 1. (Seemm. 168-191 in the score.)

The second part of Section II is somewhat separated from that of thefirst. This

division is based entirely on the change ofpreexistent material that in tum presents

both a new tempo (fromJ=60 to j=120) and a new musical character. This part

begins with a combined turntable grouping including metaphoric turntab1e no.6 and

authentit tumtables 3 and 4. The authentic tumtables in this instance employ two

records each and the DJ switches between them at the mid-point ofMT6. Once

again, the instrumental group contributes to the definition ofthe musical stream.

MT6 includes an instrumental group that relatesto the instrumentation of AT3 and

AT4. This group consists of piccolo flute, flute, clarinet,bass clarinet, bassoon,
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trombone, percussion, piano, violin l, cello, and douple bass. (See mm. 191-251 in

the score.)

Beginning in m. 242,.a contrasting metaphoric turntablé emerges over the

MT6/AT3/AT4 combination. This stream ofmaterial, referred to as MT7, is

considerably more restrained in character than that of the preceding layer. Due to

the lower-pitched sonorities and the slower pace, the presence ofMT7 barely

registers while heardin conjunction withMT6/AT3/AT4. MT7 finally surfaces

when the precedingtumtable combination cornes to ahalt in m. 253. (See mm.

242-253.) This metaphoric tumtable includes a group ofsix instruments (bass

clarinet, bassoon, trombone,.pia.no, timpani, and tam-tam) and exploits their

extreme low registers. The material for MT7 cornes from AT2: an excerpt of the

left-hand accompaniment from George Winston's Refiection (initiallyheard as

AT2), is transposed down and slowed down considerablyto suggest a static

wa,rping of therecord.

From m. 253 until thec.onclusion of Section II, metaphorictumtables exist

exclusivelyand the section.ends with concise recapitulations and allusions to

earlier material. Another versionOfMT2combines withMT7at thebeginning of

m. 261. Thisvariantcontains the original instrumentation and pitchesheard in the

frrstsection yet includes longer note values to slowdown the written tempo, as
,..,.:.-,

) =JJ). ThesectionconcJudes with a varied restatementofMTl-only its original

articulations remain. Bach measure begins with astr:essed downbeat and follows

with more delicate, restrained articulations supplied by several interlaced

instruments.
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[Fig. 171 Mm. 271-276
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Althougb. therhythms and articulations allude to MTl, the actual pitch content

makes no references to that particular metaphoric turntable, but rather pertains to

ATl. The chords from the preexistent source ofthe "Moming Hymn" from the

soundtrack to The Sound ofMusic are the primary pitch source for this version of

MT1.These variations ofMTl and MT2-played at a tentative,. tranquil pace-.·.
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conclude Section II in m. 286 andprepareforthetumultuousness of the

forthcoming thirdsection.

Section III, beginning in m. 288, simulates a "DJ BatUe". This évent cart be

describedas a duel or a bout,whereprofessional DJs display their skill and talent

through a series of short demonstrations presenting their most advanced techniques.

The two DJs exchange routines, each increasing in difficulty,.until clear winner is

chosen, usually designated by both judicial evaluation and audience response. In

RPMthe contestants are theentire acoustic ensemble.andtheDJ. The metaphoric

battle is an exchange ofvarying material between the ensemble and the DJ that

becol11es increasingly rnore agitated as the "duel" progresses. The section

cortcludes at the apex of the duel as the two participants play simultaneously at

their loudest dynamic,.each fighting to oust one another and be •designated as

champion.

In the fonnal outline of the work illustrated on p. 16, the battling acoustic

ensemble comprises threem~taphoric tumtables-·MT8, MT9,and MT10----with

their individual streamsofmusic. Thissuggests the switching ofrecords and

routines,which are commo~ occurrences in arealDIBattle.. The DJ a1so employs

threedifferent recordedexcerpts (authentic turntables) in his demonstrations that

competewiththemetaphoric tumtables performed by theacoustic enselllbie. The

acoustic ensemble and DJ go on competing as they altemate demonstrations until

the final bout in m. 340 where they play simultaneously at their loudest dynamic

level. This concludes the battle in a state of turmoil· as it is unclear who is the

winner. The work ends with MTll thatconsists oftwo crystal glasses to suggest
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the noise ofthe tone arm of a rotating tumtable as the LP reaches the end. This

effect continues for several measures until the final measurewherethe cello and

double bass perform a scratchy effect to simulate a stylus being noisily removed

fromtherecord surface and the tumtable system being shut down.

[Fig. 18] Mm. 346-348
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Chapter 4: The Musical Syntax ofRPM

(A) Autonomous

(B) The Influence of Preexistent Material on the

MuskalProperties

The material for each metaphoric turhtable in RPMcomes froma different

source: it is either independènt, or extracted from preexistent sound sources. The

microcomponentsof each metaphoric tumtable, most notablythe pitch content, are

salientelements helping in the disceming of musical streams. Section 1 inc1udes

those metaphoric tumtables whose inherent musical features are independent of the

preexistent sources yet play a very important role in the construction of each unique

musical stream.
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MTl, in the tirst section, comprises differentcomplementary elements. It

contains an emphasized downbeat ineach measure foUowed by more intricately

articulated gestures. This stream incorporates two separate, yet related, pitch

structures. Due tothe agitated character ofthe metaphoric tumtable (attributable in

part to the choice of instrumentation), a pitch structure made up ofintervals of

thirds serves to diminish the agitated quality to sorne extent. One grouping forrns

those sonorities heard on the downbeat ofthe measure primarily in the celeste and,

on one occasion, in the two flutes.

[Fig. 19]

GROUPA

The grouping consists of stacked thirds altemating major and minor with E as the

starting pitch. In only one instance towardthe end of the excerpt is Cincluded as a

contrasting pitch. The remainder ofthe measure foUowing the downbeat employs

the second grouping. Althoq.gh it is structured identicaUyas the tirst grouping, it

starts on a different pitch to produce a parallel, yet varied, sonority.

[Fig. 20)
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The thirdsare stacked identically to those in group A andthe grouping includes the

supplementalpitch Basa contrasting feature. This pitch provides a connection to

the firstgroup,as it is a cbml110npitch to both. E not only functions as the starting

pitch for the initial structure, butalso serves as the focal pitch around which MTl

forms. Thisis particularly evident in the vibraphone and double bass parts in mm. 7

and 8 where E appears to be the destination point.

[Fig.21] Mm. 1-3
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[Fig. 21] cout. Mm. 4-6
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As rn.entioned in an earlier part ofthe analysis, MT2 mimics the cfossfader

function located on the mixer. The concise, flowing loop ofmaterial used for this

stream helps to achieve the effect offlashing a crossfader on and off. As the

material becomes increasinglyrecognizable, the discontinuous splintersofsound

become more perceivable. Each ofthefourinstruments used in MT2--oboe,harp,

violin II, and viola-play briefl60ps ofhomophonic material simultaneously and
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repeatedly until the conclusion of Section 1. The pitches that fonn the loops relate

to the pitch structuresofthe material in MTl. The pitches are once again ordered in

sta.cked thirds but in this instance they do not strictly adhere to this fonnation, as

the pitches are arrartged inan arbitrary order unlike MTl, which always stresses the

structuring ofthirds. The startingpitches ofthetwo groups in MT2begin a

semitone lower than the starting pitches of the groupsin MTL Withthese pitch

fonnationsh is possible for the listener to discem the t\\'o metaphorictumtables

while still maintaining an association due to the similar structuring ofpitches.

[Fig. 22]

GROUP C: Harp
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[Fig. 23]

GROUP D: Oboe, Violin, Viola

The means by whichtheseloops are rhythmically organized also promotes the

effect of autonomous layers. Asdescribed earlier, the last two metaphoric

turntables ofSection l exist within the metric frame ofMTl, yetthese ensuing

tumtables function as independententities withinMTl's foundatibns. MT2 is a
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fluid episode in triple roeter () =;.) where sorne metricdivisions correspond with

those ofMTl and others remain autonomous.

[Fig. 24] Mm. 50-54

The articulations in.MT2 prçwide a s.ense of autonomy from MTl. While MTl

contains a series of attacks followed by severaLfluctuations ofdynamics, accents,

and articulations, MT2 maintains a constant character. It is one that is assertive

enough to solidify its presence-particularly through the use ofmarcato in the

strings-yet is indicative of gesture, phrasing and momentum.The only change in

dynamics occurs toward the end of the first section where three metaphoric

tumtables sound spontaneously.
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MT3 is the first metaphoric tumtable thus far to use differing pitch

combinations.lt includes four separate groupings:one eachforhom, trumpets l

and 2(samegrouping), trombone, and cello. The formations bear some

resemblanceto the previous structures due to the inclusion ofthirds, yeftheyare

less perceptible because oftheemphasis on minor seconds. In MT3 it isp.o longer

thirds that arç the primary focus but rather seconds. The four groups contained in

MT3 are asfollows:

[Fig. 25]

GROUP l:Hom
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[Fig. 26]

GROUP 2: Trumpets 1+2
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[Fig. 27]

GROUP 3: Trombone
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[Fig. 28]

GROUP 4: Cello
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Th.e musical character is the most significant component ofthismetaphoric

tumtable. The rhythmic qualities and agitated articulations essentially form the core

of the stream. The bongos and cello play sextuplets to provide the foundatiortin

conjunction with the percussiveattributes ofthe brass that serve. almost as an

embellishment to the cello's incessant loop. This loop supplies a constant repetition

of raucous material as omamentation tQ the focal point of the stream-the bongo '8

rhythm. In addition, the high register and quick tempo of the cello part prepares for

the imminent slowing down, whichis anessentialelement of the simulation of the

warpedtumtable technique. These episodes ofwarping occur three times in MT3

where the rhythmical values Qfthi~ streamincrease in length while simultaneously

descending greatly in pitch.
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[Fig. 29] Mm. 89-92
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The selections ofpreexis.tent sources begintohave a notable impact on almost

aU orthe material starting with the introduction ofMT4 in Section II (m. 113). The

basis of the material forthis stream is ATI played by the DJ who manipulates the

"Morning Hymn" from The Sound ofMusic soundtrack. The hymn contains forty

individual chords that areheard in succession in the recording. In RPM the DJ

manipulates them so that they correspondwi1h the ensemble writing. Thefollowing
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is a transcription of the hymn that specifies the chord changes as they appear in

RPM.

[Fig. 30]

The pitchstructure ofMT4 demonstrates the impact of the preexistent excerpt

since.aVof the chords and other tonal fonnations originate from the excerpt. These

derivations are, for the most part, indirect. The sonorities played bythe ensemble

may imply the particular chord in its original [onn as it is heard in the recording,

but one or two pitchesdiffer slightly to create a new, yet associated soundscape.

Whilethis concept penneat~s MT4, orie instance where it is particularly effective is

the beginning ofm. 120iri the piano part. The recorded excerpt plays a Bb minor

chord in first inversion and the pianoplays a derivation of the same.chord in the

same inversion one 16th beat later, except that the D and B are natUraI. In the

following measures,the recording plays a half-diminished chord beginningon C

and the ensemble alters this sonority by changing the Eb from the original hymn to

an Fand replaçing the Gb with an A.
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[Fig. 31] Mm. 119-124
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This procedure preserves the fundamentalsof the chords so that they coalesce with

the sampled material andthey do not seem to he completely disassociated; yet the

slight a1terationspresent a new sound spectrum. Mm. 142-147 illustrate another

means ofcomposing around,therecorded hymn. M. 142 hegins witha Dh major

chord in the flute, clarinet, piano, and cello parts, then a transition gradually hegins

as the acbustic instruments slowly deviate from the initial chord while the

recording maintains il. The listeners can detect a change slowly taking place white

the focal material stays thesame.
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[Fig. 32] .Mm. 141-144

1. \ L

1

. - ~ ~ 1~1

Il !id fîi1.frî1 r,<) Wl 1G1 •• !i11I 1
01 1n 1 l 1

kt.{ :li 1 U f P[ 'p Ir P 1 'p r v [ .v

~

""
""1

AT2 incorporates George Winston's."Reflection" andthis excerpt is thebasis

for the material in MT5. Th~ metaphoric stream precedes the actual recorded

version and there are several allusions made to it by the acoustic piano before the

recordedexcerpt begins. The preexistent sampleis harmonical1yquite simple·and

thin-textured, which is Ideal for merging wîth the acoustic piano~ This facilitates

the process of synchronizing both the metaphoric and authentic tumtables and

having both parts discemible while maintaining an adequate blend.

39



[Fig.33] Mm. 161-165
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M. 191 isthestart of the second part of Section II due to the change of

preexistent, recorded selections and siml{ltaneous transformation of acoustic

material. In m.191 MT6 soundsin combiriationwith AT3 and AT4. The

preexistent sources used inAT3/AT4 are fragments extracted from three selections

byPerry Como:"Catcha Falling Star", "Don't Let the Stars Get in Your Eyes",

and "Papa Loves Mambo". The premise for AT3 and AT4 is aprominent tumtable

effect referred to as record juggling. This procedure employs two records

simultaneously and thereforerequires a great deal ofadeptness with the crossfader

control on the mixer. In AT3 the DJ manipulates two identical records-one on

each.tumtable-.andaltemates between them. By juggling two records ofthe same

material, the DJ generates a loop and can then modify it in a variety of ways to

create unequal and altered measures, and then combine them with various

scrâtcrung effects. The acoustic ensemble intermingles with the recorded samples

to function as an embellishrnent oran accompaniment to suit the character of the

excerpt. At precise moments, specifie instruments in MT6--most notably the

cello-imitate the recorded fragments.
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[Fig. 34] Mm. 199-203
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AT4, beginning in m. 228, also exploits the recordjuggling technique, but in

this instance the DJ manipulates two different samples. This effeet differs from the

previous one due t9 the eontrasting qualities of the two fragments. Their tempos are

notsynehronized; the exeerpt starts simply at the eue ofthe eonduetor. This is an

issue that will be investigated further in ehapter 6. One notable feature ofMT6-

whose material has its origins in AT4--is the imitation of the reeorded fragments

bythe aeoustie ensemble. This segment of the work uses a similar approaeh to the

one used in MT4. Certain pitehes taken from the reeorded excerpt differ slightly to

simulatethe exeerpt while generating new piteh constellations and harmonie fields.

In addition, rhythms from the reeorded samples appear in the aeoustie simulations.
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[Fig. 35] Mm. 228-231
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AB discussed earlier, Section III consists of a simulated "DJ Battle" where the

contestants are the entire acoustic ensemble and the Dl The three metaphoric

turIltables in the.battle (MT8, MT9, MTIO) suggest this idea ofacompetition in

addition to simulating specific aspects of the authentic turIltables used in the

contest. A great deal of the material used in MT8-which initiates the battle in m.

288-mimics scratching techniques. These will be discussedin the following

section ofthe analysis. The pitch structure for MT8 refers to the pitch groupings

that form the first two metaphoric turIltables in Section l (refer to pages 29-32 of

this analysis). The material in Section III altemates between these four groups of

pitch structures. Employing these groups again in this concluding section provides

sorne reference to the initial metaphoric tumtables of Section land binds thework

to sorne degree. To view this reiteration ofthe grouping, the brass section in

conjunction with the oboe can be examined from m. 289 to m. 293. In this excerpt,
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pitches derived from Group A (that constructs MTl), and Group C (that cortstructs

MT2) altemate. The groupings are outlined in the following excerpt.

[Fig. 36] Mm. 289-291
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AT5, which corresponds \Vith MTS, inc1udes a very short fragment that sounds

during MTS's display and becornes integrated into it.The DJ manipulatesthis same

fragment during his demonstration using scratching techniques, while the

instrumental ensemble is silent \Vith the exception of the glockenspiel and

trombone thatembeHish the DJ's display and provide a pitch foundation. (See mm.

292-306 in the score).

The second "round" ofthe competition occurs from mm. 30S-325 where both

the metaphoric and authentiç tumtables are different. While the authentic

tumtables-o.r records---areliterally changed, the music of the acoustic ensemble

also changes to suggest a s\Vitchingofrecords.ln MT9 the acoustic ensemble

emulates the material from AT6. Using a concise vocal fragment from The Sound

ofMusic, AT6 exploits a common tumtabletechnique known as the "forward"

wherein the DJ begins an excerpt and thtm suddenly cuts it offwhile puHing the

record back to begin the excerpt again. While pulling the record back ta the

43



beginning ofthe excerpt, the DJ closes thecfossfader so as not to play the scratch­

type sonority. MT9 emulates this forward technique produced by the Dl This is the

reason for its staggered nature, its repetitiveruissand its ascel1dirig s6riorities thaï

seem to better mimic the "forward" technique. The materialin the trombone and

bass parts serves as a virtual running bass or accompaniment to the focal rnaterial.

[Fig.3?] Mm. 309-313
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The final part orthe simulated battle beginning inm. 325 and concluding in m.

343 formsthe tenth metaphoric tumtable that rivalsAT7. This presents the apex of

the battle where the DJ demonstrates numerous scratching techniques using a

specifie DJ record intended for suchprocedures. The acoustic ensemble el11ulates

the sonorities by playing raucous, agitated articulations at ils loudest dynamic level.

The exchanges between the two contestants occur at rather quick intervals l.mtil m.
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340 where they sound simultaneously to conclude the battle. This chaotic climax

keeps the listener unsure as to who is the actual winner. (See mm. 325-343 in the

score).

Chapter5: The Transposition of Turntable Manipulation

into the Instrumental Writing

While the emulation of authentic turntable techniques by the acoustic ensemble

existson a macro level-·to the extent that it dictates the formaI structureofthe

work-it also exists on a m.icro level. This chapter of the analysis deals with the

inherent features of the individual instruments fromthe acoustic ensemble that

mimic features ofturntable manipulation at a more locallevel. Most ofthe

simulated effects in RPMare scratching techniques; therefore, many percussive,

scratchy-type sonorities areheard at specific moments throughout the work. This

concept becomes evident immediately in Section 1 where the acoustic ensemble

simulates tumtable idiorns on a macro level without the presence of authentic

tumtables. Within this larger-scoped occurrence, individual instruments perform

numerous percussive effects to mimic the scratching sonorities.The violin and

double bass play these throughout MT1. The violinperforms scratch tones in mm.

2 and 4 of the first six measures that form the material for aH ofMT1. Therefore

this effect appears.throughout MT1.
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[Fig. 38] Mm. 14

The double bass plays an articulation that is a particular expression of the

scratchy sonority on turntables. In mm. 5-6 the bass player rubs the bow with force

longitudinally along the E string.

[Fig. 39] Mm. 5-6

This procedure for~shadows Section III where the viola, cella, and double bass

utilize this technique throughout.

[Fig. 40] Mm. 228-290

;~tu 2 ..:l.
, 1 l 1 J , 1

L~ r .., A T
-r 77- 1Cf:)'

i' T , .., T , T , TTj;{l c\'" .\,-:, ;._~ , ! • , ,'1 \'......,,,,... ~ l

~:,f\~ ~O~~ <+;.~ ~!..Lllt,f)~J$~,~ ~ , I~ ~'& il~~ ., ,

€l lit 'li fi ~-@ 'll*4l'lll61 ",e-e ",,~f;l

Additional turntable simulations of this nature occur at the start of Section II

where metaphoric and authentic turntables begin ta interrningle. fi m. 135 the

acoustic ensemble interrupts the flow of the authentic tumtable with very short,

uneven measures of scratchy, percussive material. M. 136 serves as an interruption

of the "Moming Hymn" (the manipulated sample in this section), in that the first
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violin,·ceIIô, and double bass play scratchysonorities incombination with those

scratches perfonned by the DJ.

[Fig. 41] MIri.135-139

Dl II---!lll---+-_-+---f~_~~_-+---,- ---J.-

1-==1
b,:.

vlI~~~~~~~~ê~~~~~~~E~
1--=f

In mm. 140-143 the violin plays marcatotriplestops in conjunction with the

cabasa. This combination produces apredominantly raspy sonority through which

an actual pitch remains perceivable.

[Fig. 42] Mm. 141-143
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Chapter 6: The Iss1.leof Synchronizationin the Fusion of

Preexistent Recorded Material and the Acoustic Ensemble.

Who's ConductingWhom?

The Integration ofpreexistent, recordedexcerpts and acoustic instruments raises

the question of tempo and synchronization between the two protagonists. Due to
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the inclusion of the recorded excerpts, one. could assume that the ensemble would

be conducted and performed around the sampled material, \Vhich could be regarded

as authority in matters oftempo. The ensemble has one virtual conductor (the

pre-recorded material)and one authentic conductor. In RPM the reverse is also true.

The preexistent, recorded samples do not exist independently; the DJ controls them

via tumtables and, consequently, the tumtables .are regarded as an.instrumeIlt in

their own respect. Both situations occur throughout the work.In one instance, the

sampled(fxcerpts played by the Dl dictatethe pace to he followedby the

conductor. In another instance, the DJmust revert to the tumtable manipulations to

keep in sync with the conductor.It is precisely the varied use ofthese two

approaches that is most interesting.

When the autheJ.1tic turntables are presented for the first time in Section II, the

pre-recorded material immediately dictates the tempo. The metronome marking

shifts fromJ==84 to) =60, which is the tempo ofthe pre-recorded selection used in

this part ofthe work-the "Morning Hymn" from The Sound ofMusic. The

coriductor must keep the ensemble in sync with the record, and therefore follows

theslight inflections and tempo alterations present in the recording. In order to

enable the conductor to do so, the score includes notated versions ofthe sampled

excerpts.
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[Fig.43] Mm.130-132

1 '1'1

While this alleged manipulation of the conductor.and ensemble by the recorded

selection occurs, the conductor asserts sorne control over the DI and the recording.

Although the recOl~ding designates the tempo when the material plays in

conjunction with the acoustic ensemble, it is the conductor who specifies when and

for how long the recorded excerpt plays. The DI starts and stops the recording to

comply with the instrumental writing, although the conductor usually maintains the

tempo at approximatelyJ=60(the tempo of the "Morning Hymn"). In turn,

whenever the record resumes playing, the conductor follows it once again.

There isone particularly notable part of the work that demonstrates the

conductor exerting aImost complete control over the ensemble and DI. In m. 228 of

Section n, the DI juggles two records using two different recorded fragments. Both

are samples taken from the Perry Como catalogue but from two different selections.

The most prominent varying element between the two fragments is tempo. The first

sampled recording, "Don'tLetthe Stars Get in Your Eyes" (whose tempo isJ=126),
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providesthe overaH paceJor thisportion orthe work. FoHowing the establishment

ofthis tempo, the conductor stringentlymaintains it even though the second

fragment-which enters at m. 238-proceeds at a faster speed and introducesa

new character.

[Fig. 441 Mm. 238-242

<-c

. '. .. ....'. .... , . . . .. .• .••• 1. . · '. ... .•... ~...,. > Elit!=;:======.=c~:~ ..~
In this instllfice ofjuggling two different records, it is important for the DJ to

foHow the conductor closely with little regard.to the preexistent tempi from the

recorded samples; The DJ altemates the records onlywhen indicated by the

conductor, and will not switch to the second excerpt in accordance with its Inherent

beat or .tempo. These examples illustrate how the conductor and the DJ share the

responsibility ofdesignating the tempo, and shows howtheir interaction g;enerates

variations inthe pace,meter, and rhythm.

Conclusion

My intention behind RPMwas to construct an entirework aroundone precise

concept and exploit it in every plausible facet of the composition. To a large. extent,

1 conceived the work as an "organic" entity; one that grows and develops from one

seed or specifie source that, in.this instance, i5 the tumtable. From an intrinsic
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perspective it could appearthat the fusion oftwo diverse art forms is what

constitutes the work. While this coalescence for me was ofprimary importance, it

was the diversified renderings ofthe turntable concept that stirrmlated me them()st

compositionally-not only in itsauthentic form but also in its metaphoric

transliterations.

In addition to enabling me to generate new sonorities and soundscapes, this

procedure ofboth recontextualization and simulation has led me to revisit varying

aspects of formai structure and generalmusical syntax; My objective was not only

to exploit the turntable in its most idiomatic form in a context where it could be

perceived as an instrument in its own right, butmore.so to consider itthe

foundation of the material for the entire acoustic ensemble. 1wanted to propose a

feud between the two sound sources (DJand ensemble) while simultaneously

suggesting a collaboration or form of synergy between them.

This composition also presented the taskofnotating the new techniques and

procedures performed by the DJ. A task that, to lllY knowledge, had not been

attempted prior to this work. This led me to devise a concise. method to bequickly

andeasily comprehended ~d interpreted by both the DJ and the conductor. This

required transcriptions of the recordedfragments, varying fromsimple contour

indications up to a full pitch and rhythm transcription.

Dponthe completion ofthis work, 1realize that my research and

experimentati()n willlead me to new, extensive amalgamations of sound sourqes,

There remains an extensive realm ofpossible tumtable techniques and unlimited

combinations to be explored. In addition, new procedures are constantly being
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created and refined. When these possibilities intertwine with the broad-scale

possibilities of alargeacoustic ensemble, the options are endless. Following the

completion ofthis project, 1 look forward to continuing my research into the

tumtable technique and its Integration withacoustic instruments. It could be

stimulating to experiment with varying instrumental groups in combination with

two tumtables orperhaps numerous tumtables operated by several DJs. The

technical combinations remain numerous, as do the future aesthetica1implications.
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2 Turntables (1 DJ)

Instrumentation

Harp

Piano/Celesta

French horn

2 Trumpets in C

Trombone

Hi-hat

Sandpaper blocks

7 Crotales

--1 f100r tom-tom

Snare drum

1 Timpani (3D")

Flexatone

Musical saw

3 Tom-toms

--1 high

--1 med.

2 Violins

Viola

Cello

Double Bass

3 Percussion: (each player has the following instrumental set-up):

1. Vibraphone 2. Glockenspiel 3. 4 Crystal glasses

Glockenspiel Brake drum Vibraphone

3 Cymbals Tam-tam Xylophone

--1 small cym. Snare drum 2 Bongos

--1 med. cym. 3 Cymbals Conga

--1 ride cym. --1 small cym. Snare drum

Tam-tam --1 med. cym. Tam-tam

Bass drum --1 sizzle cym. Ride cym.

Cabasa

Piccolo flute

Flute

Oboe

Clarinet in Bb

Bass c1arinet (plays one crystal glass from mm. 1-82)

Bassoon (plays one crystal glass from mm. 1-82)
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The score is notated at concert pitch with ail instruments sounding as

written with the following exceptions: the piccolo flute sounds one octave higher

than written. the celesta sounds one octave higher, the glockenspiel sounds two

octaves higher. the crotales sound two octaves higher, and the double bass

sounds one octave lower.

Duration: ca. 12 minutes



2. 3. '1-.

Woodwinds

Percussion

Performance Notes

19 0

1\

Q

A tenor or baritone saxophone mouthpiece is attached to the trombone from mm.

243-265.

e

Bassclarinet and bassoon play one glass each from mm. 1-82. This is achieved

by wetting the fingers with water and rubbing firmly along the edge of a crystal

glass while holding the base. The pitches used are:

Chromatic gliss.-fingered glissando as continuous as possible (sliding between

pitches).

Embouchure gliss.-gradually turn embouchure away to achieve a descending

glissando of approx. one whole tone in length.

J -flutter tongue

When glissandi are notated in the oboe, bass clarinet, and bassoon parts, it is

intended for the pitches to dip down slightly between a 1/4 tone and a semitone.

See mm. 244-265.

Shake-extreme vibrato is achieved through a combination of lip vibrato and the

actual shaking of the instrument. ~is used to indicate this articulation .

J -accented percussive sound; the attack is of more importance than the
>
precision of pitch.

The trombone employs a straight mute covered in aluminum foil from mm. 113­

156.

Percussion 3 employs four crystal glasses throughout the work. Two glasses are

used in mm. 1-82 and mm. 342-34R Ali four glasses are used in mm. 283-286.

The glasses should be firmly taped to a smail table. The pitches for each glass

are as follows:

-$- -dampen strings

)~-PIUck string normally and glissando quickly down a single string using a

rod or metal beater.
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-play highest possible note.

&
1. 2. 3. 4. '" l.. '., SI!

~o
() ~e

-B-# D

~~~ëGBr ~
--!![Jon rra-~ ~~~ëES-r-

perc.l pere.2 --~con~UL:;;;7, p.,e.3

U1 ob. cl.l cL2 bsn. horo
~ piano fl.1 fl.2 tr.l tr.2

celesta HARP trb.

vI. 1 vl.2 via. ch•

TURNTABUST SOLO~ m~o CONDUCTOR \1<'•
(D.J wlth tumtables an ~onltor 1. mono monitor 2.

mixer on table)

-scratch bow hair firmly longitudinally along specified string for raspy sound.

Note: stereo SOUND SYSTEM required
stereo output ftom the ru table on stage TO» main stereo speakers and 2 mono st.age monitors

III

Seating Arrangement

Col legno tratto-bow using half hair, half wood

Vib. fast/wide-touch the fingerboard lightly as though playing a harmonie and

rub along the string approximately the length of an inch. The fundamental pitch

will break into higher partials.

Uzée 1 RPM

Î -bow near bridge to achieve metallic tone.

~

Percussion 1 uses seven crotales from mm. 123-153. The required pitches are

as follows:

Piano/Celesta

1=.-vigorously rub the lowest wound strings inside the piano, preferably with

waxed paper. See m. 135.
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Performance Notes for Turntables

Record 1 refers to the turntable to the DJ's right; record two to his/her left.

The record selection is indicted on the second line in the DJ's part.

The crossfader is notated on the top line: +=crossfader is open (sound is on)

-=crossfader is closed (sound is off)

Pitch control is notated on the second line, as are changes in rpm (33 1/3 or 45).

"Morning Hymn"-mm. 113-159: 40 individual chords are numbered in their order

of appearance and indicated over the second line.

Volume control is notated at the bottom of the staff. This volume is independent

of the excerpt's dynamics and is controlled entirely by the DJ.

Î -record moves clockwise

t -record moves counterclockwise

~-move record back to the beginning of specified excerpt/sample.

Ord.-cancels out any previous instruction or articulation.

Hold-hold record which is cued to the next sample.

Accel.-push record manually to keep in sync with the conductor's tempo.

+J\J\J\J\J\J\J\J\_crossfader is quickly f1ashed on and off.

Record juggling occurs in mm. 191-215 and again in mm. 228-253.

Turntable Techniques and Articulations

Hydroplane-rub the fingers along the surface of the record against the record

rotation to produce a warped vibrating sound. See m. 125.

Glide-rub fingers quickly back and forth along the edge of the record to create a

fast/wide vibrato. See m. 118.

Transforming-open and close the crossfader quickly while playing an excerpt to

produce a stuttering quality. See m. 150.

Scribble-press fingers on surface of record and tense forearm muscle so that

the record moves very quickly back and forth creating a tremolando scratching

sonority. See m. 158.

Tear-push record forward to produce one scratch and then pull twice backward;

the second of these scratches is louder and slower, lengthening the scratch.

See. m. 197.

Baby-two short scratches are produced; one forward and one backward. See

m.171.

Forward-start the excerpt, then suddenly cut off sound pull the record back.

See. m. 172.

Flare-scratch forward and then cut off sound abruptly while pulling the record

back. See m. 194.

List of Pre-recorded Excerpts: Required Selections and eues

1. The Sound of Music Soundtrack: Side 1, track 3--"Morning Hymn". Duration:

1'03" (complete hymn excluding "Alleluia"). Mm. 113-160.

2. George Winston--Winter Into Spring: Side 1, track 4-"Reflection". Mm. 164­

183.

3. Perry Como--"Catch A Falling Star". Fragment beginning at 0:07. Two

records of the same sample are required for this excerpt. Mm. 191-215.
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Perry Como--UDon't Let the Stars Get in Your Eyes". Fragment beginning at

0:16. Mm. 191-215

Perry Como--uPapa Loves Mambo". Fragment beginning at 0:00. Mm. 228­

253.

The Sandpipers--ulnchworm". Fragment beginning at 0:03. Mm. 228-307.

The Sound of Music Soundtrack: Side 1, track 5 __ul Have Confidence".

Fragment beginning at 0:45. Mm. 313-324.

Mm. 328-345 requires a record which is suitable for loud, distinct scratching

effects.
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