Conceptual Notes
The nocturne series is a group of pieces that investigate the possibilities
of combining chamber music, environmental sound, and field
recordings of the Blanco riverbed Texas hill country. The series is an
exploration of “in-between-ness”; sounds in between music and
environment, between representation and reality.
My goal in nocturne series: 8 is to create an ethereal, immersive “nightsong” from the juxtaposition of three spaces—the performance space
that the ensemble inhabits, the riverbed of the Blanco in Wimberley,
Texas (specifically when it was dry in the summer of 2012), and
driving in my car down Texas highways with my windows down (while
making field recordings). Concerning the representation of reality,
nocturne series: 8 is an attempt to step into the mimetic surreal by
combining non-compatible spaces into a simultaneous acoustic
environment. This is another step in the ongoing interest I have to
create a mimetic version of Haruki Murakami’s “over there” or “other
world” in sound.

Performance Notes
General

this, performers should use synchronized stopwatches (or time counter
apps like http://www.martin-ritter.com/software/ios/wibblywobbly/)
that are coordinated with the field recording. The stopwatch times
indicated in the score are guideposts for beginning musical measures,
when a measure should be complete, and when a given field recording
comes or goes. The duos that operate in the same tempo throughout,
the violin and guitar as well as the saxophone and percussion, should
each choose one performer to keep track of the stopwatch and give
ensemble cues.

Saxophone
The piece is notated in transposed score for tenor saxophone, but can
also be played on any instrument(s) of the saxophone family if the
performer prefers to change the instrument for timbral reasons to
better produce the noise or pitched sounds designated.
The “noise sound” designated is made by blowing air into the
instrument. This sound should match the field recording sound as
closely as possible so as to maximize blend. If the performer finds that
a different instrument, mouthpiece, reed, or combination of keys
matches the field recording more closely, they should feel free to use
that configuration whenever designated.

Accidentals apply throughout the measure in which they are written.
There are multiple simultaneous tempi, meters, and time-feels in the
first section of Nocturne series: 8 (up until 6:12). In order to facilitate
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The “brush crackle” technique indicated on both the snare and tom
requires a textured drumhead and brush. The player pushes a brush
quite hard onto the drumhead and then slightly rotates the brush,
creating quiet “snap, crackle, popping” sounds.

The “noise sound with subtle hints of pitch” should be a sound that
begins as purely noise, transitions to having the sustained audible pitch
specified, and then transition back into noise.

Percussion
The percussionist needs the following instruments, which are notated
on the staff as follows:

The “plate on snare” technique requires a medium-sized plate (ceramic
or other material) to be rubbed in a circle on the drum-head of the
snare drum. The percussionist should shape the timbre of the sound by
gradually changing the angle of the plate and by alternating between
laying it flat or lifting part of it.
The percussionist should use the brushes on the snare in the following
ways: the common jazz drumset performance practice of brushing in a
circle—for an example see Ed Thigpen—and by using the brushes in a
“tremolo” that is done by rapidly moving the hand left to right.
Sometimes, the tremolo is indicated to be from the outside to the
inside of the snare. This should change the timbre/frequency response
of the sound.
In the latter part of the piece, the percussionist plays the full drum set
and should use a swing time feel (as in jazz). This should be a laid
back feel that doesn’t necessarily match the same precise rhythms as
the other performers—e.g. the eighth notes of the percussionist may
be later than the eighth notes of the guitar player at the same time.
For a reference, listen to Tony Williams playing with brushes on any
of the ballads by the Miles Davis Second Quintet—“Pee Wee” from
Sorcerer, “Little One”, “Iris” or “Mood” from E.S.P., etc.
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Piano

Electric Guitar

In the first 6 minutes of the piece, the pianist plays with no meter à la
Couperin, meaning as in the Préludes non mesuré of Louis Couperin.
This means that the performer should choose the duration of the
pitches based on their own free sense of phrasing. The pianist has free
reign over the phrasing as long as they begin the next phrase at the
stopwatch time indicated. In general, pedaling is left up to the
performer. After 6:12, sonorities shouldn’t ring out past a single
measure.

The guitar should have a warm clean tone that is not distorted. A fully
hollow electric jazz guitar with a tube amplifier is ideal. The dynamics
and fingerings of the guitar writing are designed to accentuate the
beating patterns created by different sonorities—all sounds should ring
as long as possible. The guitar should blend very well with the other
instruments of the ensemble timbrally, meaning in particular that the
guitar sound should not be too bright.
The guitar starts in standard tuning and then is gradually changed to
the following scordatura. In order to be able to tune the B string to
the correct -31 cents, a digital tuner should be used for practice and/or
by tuning the B string with the 7th
1–E
2 – B -31 cents
3 – G (at one point G quarter-sharp)
4–D
5–A
6 – Low C

When harmonic notation is used in the bass clef, play the harmonic
partial requested on the key specified. In this case, the only harmonic
used is the 5th partial (E -14 cents) of the note C1. The sonic result
will be the fundamental combined with multiple partials, with the
pitch E coming out prominently.

Dynamics
Ranges of dynamics (p – mf ) designate that the performer should
shape the written phrase within the boundaries of those intensities
with their own sense of “musicality.”

Blend
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Having a cohesive sound between the ensemble and the field
recording is very important for a live performance of nocturne series: 8.
This is the hierarchy of importance regarding blend in performance:
• Extremely important:
o For the dynamics of the instruments and field recording to
blend together evenly in amplitude and timbre in the
performance space.
• Important:
o For the saxophone and percussion to blend with the right
channel field recording in amplitude, timbre, and
spatialization.
• Desired, but not very important
o To be able to hear the environmental sound latent in the
performance space.
Field Recording
The field recordings in nocturne series: 8 are roughly separated by
channel—the field recording in the left channel is of driving sounds
(recorded while driving in my car with the windows open) and the
field recording in the right channel is from the Blanco river in
Wimberley, Texas, the main source for all the pieces in the nocturne
series.
It is preferred that the ensemble be spaced in the following
configuration so that the piano is close to the left speaker and the sax
and percussion are close to the right speaker.

If a more immersive speaker system is used—such as an 8.1 or 16.2
surround system—then the piano should be spatialized with the left
part of the stereo field and the sax and percussion should be spatiazlied
with the right part of the stereo field. Using a more complex speaker
setup gives more flexibility to the ensemble setup.
It is optimal for the saxophone and percussion (specifically the snare
drum) to be mic’ed and slightly reinforced in the sound system around
the ensemble (with some tastefully added reverb) so that they blend
optimally with the right channel field recording. Mic’ing the other
instruments in the ensemble is not strictly necessary unless the
engineer decides that it drastically improves the blend of the
ensemble.
To obtain a copy of the field recording, email the composer at
cfunderriner@gmail.com.
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