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Conceptual Notes 

Moving (1) is the first in a series of works that are focused on the 

sensations of travel and moving through space. This piece 

explores the connections between acoustic beating and physical 

movement, often by creating counterpoint between visual and 

sonic beating patterns.  

The video was made by building an electric wheel setup in my 

home studio (with the help of Kevin Riggs and Larry Ramsey in 

the Physics department at Stetson University) to shoot videos of 

a spinning wheel with precise control over its speed. I did this in 

order to precisely capture the different patterns of digital aliasing 

that happen when you look at a wheel spinning faster than your 

eye (or a camera) can see. After shooting different wheels at 

various progressions of speeds—creating ‘harmonic 

progressions’—I layered different shots on top of each other into 

rhythmic visual compositions.  

 

 
  Screenshot of video from 9:00 of Moving (1). 

 

I then combined these videos together with field recordings of 

the Blue Springs State Park in Orange City, Florida (done as a 

part of Florida Springs Soundscape, a research project associated 

with Stetson’s Institute for Water and Environmental Resilience). 

The field recordings were done above water with an ambisonic 

microphone and underwater using hydrophones. 
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The composer recording at Blue Springs State Park. 

 

The piece as a whole is a combination of these elements into an 

abstract meditation about traveling, particularly by combining 

recording of wheels spinning with recordings of boats passing 

underwater. Moving (1) asks whether there is an artistic analogy 

between physical movement and acoustic beating, questioning 

the connections between hearing and experiencing travel.  

 

Performance Notes 

General 

Accidentals apply throughout the measure in which they are 

written. 

There are multiple simultaneous tempi, meters, and time-feels in 

the first section of Moving (1) until p. 14 at 13:20. In order to 

facilitate 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 and video. The stopwatch times indicated in 

the score are guideposts for beginning or ending musical sections. 

If there is no time signature given in a section of music (see the 

violin example below), then the performer switches to a temporal 

notation style using stopwatch timings rather than metric time. 

Throughout the work, only the violin and piano play in this 

‘temporal’ notation style. 

 

Microtones 

Specific tunings are given in the score as cent deviations from 

equal temperament. These are used primarily to create acoustic 

beating patterns between different instruments in the ensemble. 

Different techniques can be used to learn to hear and play these 

tuning changes—most useful to me is playing the cent deviation 

against a drone or sine tone to hear the resulting beating pattern.  

Harmonics that are specified in the score give string 

number/fundamental, resulting pitch with cent deviation, and 

harmonic partial number. 

 

http://www.martin-ritter.com/software/ios/wibblywobbly/
http://www.martin-ritter.com/software/ios/wibblywobbly/
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Violin 

Moving (1) uses two staves for the violin. The bottom staff notates 

the specific pitches to be played while the top staff displays the 

approximate rhythms of beating patterns (per second) that should 

result from the double stops written. These beating patterns can 

result in different harmonic partials and result in a sort of 

‘phasing’ effect.  

 

 

 

In general, the specific cent deviations written for the violin should 

act as a guide to obtaining the specific beating pattern. The 

performance practice for creating these beating patterns will 

consist of very slight changes in the left hand fingering to change 

tuning—more of a change of finger angle rather than an actual 

glissando—played with even bow pressure on the two strings. 

Most of the glissandi written will not require much physical 

change in the left hand of the violinist to obtain the correct beating 

pattern changes. 

From 1:00 to 4:00 in the piece, the beating patterns played by the 

violinist should more or less match the visual beating patterns in 

the video. For the rest of the work, the beating patterns in the 

violin sometimes match the video, but they are never as clearly 

synchronized as at the beginning. 

 

Piano 

 

When harmonic notation is used in the bass clef, play the harmonic 

partial requested on the key specified. This will result in 

microtonal pitches (given in cent deviation from equal 

temperament and harmonic partial) that will acoustically beat 

against the pitches played on the keys.  

The pianist should find the best place on the strings to play each 

harmonic and mark them to make them easier to find in 

performance. It is also possible to prepare the bass strings to that 

the pianist doesn’t have to reach inside the piano to play the 

harmonics in performance. If this performance practice is chosen, 
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the performer should take care to get as clear of a harmonic sound 

as possible out of the preparation (since this can create multiple 

resulting tones more easily than using one’s fingers). 

 

Video and Field Recording 

The video is represented in the score by still frames at the specified 

timings. These screenshots are included in the score for reference. 

The field recordings are displayed as a waveform in the score to 

give performers a reference as to loudness and timings throughout 

the work.   

 

Sound System 

The field recording can be diffused in any system from 2.1 to more 

speakers. For different formats (8.1, etc.) of the tape, contact the 

composer at cfunderriner@gmail.com. The premiere performance 

used a 7.1 mix that was diffused to an 11.2 system.  

Ideally, the entire ensemble will be lightly amplified using close 

mics.  

 

Video System 

It is preferred that the performers be in the same line of sight as 

the video projections for the audience. This is so that all of the 

audio and video elements of the work can be perceived at the same 

time. It is even possible for the video projection to overlap the 

performer a little.  

The performance space should be as dark as possible during the 

performance. The performers should probably have lights on their 

music stands. To obtain a copy of the tape part and video part, 

email the composer at cfunderriner@gmail.com.  

 

 

mailto:cfunderriner@gmail.com
mailto:cfunderriner@gmail.com
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