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Programme Note:

Echoic Memories

| — Preface

Il - Jumbled Photographs
Il - Epilogue

This piece contemplates musical memory. Ideas for the piece were originally sparked by a concert of
duets given by Gydérgy and Marta Kurtdg whose intimate performance hinted at a relationship
experienced in and through music — where musical memories are inextricably bound up with a life
spent together. ‘Echoic memory’ is the cognitive process of sounds/music triggering specific
memories. Usually these memories are not an accurate narrative but sensorial snapshots loaded with
emotion (and often nostalgia). In a nod to instances of my own echoic memories tiny snippets of

music by Bach, Britten, Kurtdag and Webern form the basis for a lot of the musical material.

The piece opens with a miniature — a one-minute series of piano chords and a cello line that exist as a
brief, complete piece. Focusing on thick textures and stark rhythms the language is dark, only
softening as the minute comes to an end. The main central section begins with a wash of sound,
unfocussed and harsh — searching for something to cling to. Once the cellist gets hold of a full sound
the music flits through snippets of material (as though flicking through jumbled photographs), some
fragments are repeated, some discarded, whilst others are interrupted as fragments of the opening
are found. The second half of the movement settles into a repeated rhythm with the cello holding a
consistent pitch as the piano and electronics work through iterations of a remembered theme.

The piece closes with the cello playing a slightly altered version of its opening material.

AKB (programme note from premier performance, February 2014)

Notes Regarding Technical Implementation

The part for electronics uses live signal from the cellist (mono input) and piano (stereo input) as well as
short fragments of a single pre-recorded tape track. Processes used include harmonising the live
input by means of real-time transposition, granulating the live input (taking fragments of the live
sound (grains) and subjecting these to various processes) and holding or freezing a moment of the

live input.

The operator should be positioned in a good listening position with clear eye-line to the on-stage

performers. Instructions are embedded with the software provided.

Software:
This piece requires bespoke software created in the MaxMSP environment. The up-to-date software
package and details of how to run it can be found and downloaded at www.arthurkeeganbole.com

(follow links to the download page).



Microphone placement:

Piano:

When developing this piece, two visually discrete, omni-directional microphones (DPA 4061) were
used. The aim is to take a detailed, accurate sound from the instrument that has a slight bias toward
the upper register. The position will depend on the specific piano used but in development and for
the first performance the microphones were positioned around D3 and E5. A ruler was attached
securely to the frame of the piano and the microphones attached to it. Generally the best sound was

found 2-3 inches away from the striking point of the hammers.

Cello:

When developing this piece, different microphones and mic positions were used depending on the
acoustic of the room. Good results in most conditions were found using an AKG C-414 (cardioid). The
aim is to take a detailed, accurate sound from the instrument, not to intrude on the player’s technique
and position in sympathy with the speaker to avoid feedback (see ‘speaker placement’ below).
Generally the best sound is found close to the instrument pointing toward the bridge roughly level
with the bottom of the f-hole (i.e. slightly below the bridge). Position the mic on the left hand side of
the player to cause minimal distraction. Ensure the microphone is far enough away from the cello to

avoid contact during performance.

Speaker Placement:

There are two full-range speakers placed around the piano, these are referred to as ‘stereo speakers’
in the score. There is one full-range speaker placed with the cellist, this is referred to as ‘mono
speaker’ in the score. They should be positioned visually discretely and in positions that integrate with
the sound of the instrument which they are placed with. The object is, as far as possible, to make the
sound emanate from the instrument with which the speakers are placed but to avoid feedback into

the microphones.

The software has an option of reducing the input and output for the piano to mono (one input, one

output) which allows a more simple technologically set-up.
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II. Jumbled Photographs
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II1. Epilogue
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