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introductory remarks

Postproductions is a "performative situation" conceived as both a concert and a proper
musical work. Following the instructions of a "composer-curator”, three participants
present exclusively pieces borrowed from other composers, visual artists or authors.
The works mobilized for the occasion share two characteristics: they are all text-based
and involve at some level the use, or rather the misuse, of techniques and technologies
of conservation, transmission and reproduction of sound. This triad of terms, syno-
nymous with documentation or more generally with the mediation of perceptual expe-
riences, is also the basis of the organization of the work. Verbal scores exist as part of
the situation in three distinct forms: as such, i.e. as descriptive and or prescriptive text
of a sequence of actions, as the actual, integral and valid actualization of them and,
finally, as documentation of their earlier occurrences.

The performance is accompanied by a "libretto" including this presentation essay,
the totality of the verbal scores played, projected or documented as well as a system
of cross-references having function of "meta-partition” - verbal too - in which the
public can find all the decisions of the "composer-curator" as for the implementation
of the pieces and their origin. The listener has therefore, in addition to a diachro-
nic implementation of the works, a synoptic support giving him total access to the
contents of the concert.

The title of the project comes from the book Postproduction by the French art cri-
tic and curator Nicolas Bourriaud. In it, he describes a set of artistic practices thanks
to this audiovisual notion that includes processes such as "montage, the inclusion
of other visual or audio sources, subtitling, voice-overs, and special effects"'. These
practices, going beyond the valorisation (ready-made) or devalorisation (situationist
detour) of cultural artefacts, imply a reprogramming, a use of the works in new sce-
narios.

composer-semionaut

These scenarios are "written" by artists who are not at the origin of the materials
they mobilize. Bourriaud uses the figures of the DJ and the programmer, both of
which emerging with the development of the internet, to make explicit his notion of
post-production. The former, unifying found lines of code and the latter program-
ming a personal "set", present as work a configuration of knowledge, an original
itinerary through the signs already available in culture. This leads Bourriaud to call
these figures as well as the artists "practicing postproduction" semionauts. Postpro-
ductions (in the plural, i.e. the musical work in question here) is such an itinerary.
The idea of "semionautics" has as a corollary that all consumption implies a
concomitant production. This one is not however to consider as practiced uniformly

1 Nicolas Bourriaud, Postproduction, p. 13



and in a standardized way. "[Consumption] is devious, it is dispersed, but it insi-
nuates itself everywhere, silently and almost invisibly, because it does not manifest
itself by its own products, but rather by its modes of use of the products imposed
by a dominant economic order.” The user always interprets and appropriates the
consumed commodity:.

This question of usage as interpretation is presented under two aspects in Post-
productions. First of all, the "composer-semionaut” is as much a consumer as a pro-
ducer, i.e. as much a listener as a composer. Necessarily reappropriating the material
he mobilizes in new narratives, he presents the result of his own consumption. (The
idea of curation is then to be taken in a rather broad sense: in spite of presentations
as valid as possible of the versions of each work, the situation is not exactly curato-
rial insofar as their combination benefits less to the presented works and their res-
pective authors than to the "post-producer” who makes use of them.) Secondly, the
works presented have been selected because they all involve, as mentioned above,
the use or misuse of techniques and technologies for the conservation, transmission
and reproduction of sound.

(mis-)user manual

"To be free is to play against the devices"?, said Vilém Flusser about photography. Al-
though more fatalistic than De Certeau regarding the freedom implied by the popular
use of cameras, they are both interested in the game that is established between, on the
one hand, an object whose manufacture implies a certain number of prescriptions of
use and, on the other hand, its user having a certain power of action. For example, for
Flusser, the true "photographer" is the one who does not limit himself to reiterate in a
redundant way the already realized results of the "program of the apparatus", namely
the set of combinations of parameters entering in interaction to produce a photogra-
phic result. The informative and thus relevant documentation is the one that uncovers
still hidden parts of the program. It then includes a critical and creative aspect.

"First, one can deceive the machine, however stubborn it may be. Secondly, one can
introduce clandestinely into its program human intentions that were not foreseen.
Third, one can force the apparatus to produce the unexpected, the improbable, the in-
formative. Fourthly, one can despise the apparatus as well as its productions, and di-
vert its interest from the thing in general to concentrate it on the information."*

Adapting these considerations to a musical practice, the composer's "play against
devices" must be transmissible in order to be re-actualized in performances. Tradi-
tional notation as a specialized code is not usable since it is incapable at a fundamen-
tal level of representing certain technical processes such as feedback for example.

2. Michel de Certeau, The Practice of Everyday Life, pp.13-14

3. Vilém Flusser, Pour une philosophie de la photographie, p.111 (trans. R.Belfiore)
4, Ibid.



The use of text is then an alternative to make a subversive musical/artistic use of
devices. Several notorious scores by Fluxus artists, John Cage or later Alvin Lucier
demonstrate this tendency.

participant-composer

The use of verbal scores, notably by Fluxus artists, also implies a dissolution of the
border between the "specialist" artist and the receiver of his work for at least two rea-
sons. On the one hand, the music has as support a generalized medium whose compre-
hension does not require any study of a specific code. On the other hand, a traditional-
ly culturally peripheral thing, idea or action of everyday life can become a work of art,
or at least, something worthy of attention during a performance, the score functioning
as its virtual frame. The participant in the concert is thus potentially just as qualified
to perform the works as the performer in front of him.

Postproductions does not aim to be a reconstruction of the past era of happenings
and Fluxus events, but rather proposes a reactualization of the works according to
a completely different context. The use of technology as a way to mediate mea-
nings is now daily and global. Microphones, recorders, cameras, but also editing
and audiovisual transformation processes are common practice. The member of the
audience is then also a producer of multimedia content (at least in potential) and the
composer-semionaut finds in front of him his potential counterpart. In addition to
the exclusive use of verbal scores and recording devices, a possible symmetrical re-
lationship between the audience and the concert participants is also found in a more
extensive way in Postproductions, via a certain form of "interactivity".

On the one hand, the listener has access to all the verbal content of the works pre-
sented in any way via the clandestine libretto (named so because of the total disregard
to the legal questions that the present approach implies). The public is then able to
grasp and reproduce not only the individual works presented in as many variations as
desired, but also the complete dramaturgy of the Postproductions, whose "meta-score"
consists of a system of notes grafted onto the scores used.

On the other hand, the project, although not specific to the site, was thought for
the Kunstraum Walcheturm in which an audience would be located. Indeed, the floor
is particularly noisy and usually reveals the presence of the public despite its relative
inactivity. The choice of certain works was therefore made for pieces that required
various types of sound recording of the room's environment at the time of the perfor-
mance. The sound results of Postproductions are therefore deeply influenced by the
mere existence of an audience.

Finally, certain scores, presented only in the form of textual "propositions" involve
the listener directly as the creator of imaginary performances. One could thus also
consider his mind as being part of the media in which the work is manifested.



medial interchangeability

In Postproductions, the works are indeed presented not only as performed verbal
scores, but also, and interchangeably, in the form of texts and documentations. These
three categories of presentation are analogous to the three fundamental modes of
knowledge that a listener can have of music: through the direct experience of a per-
formance of it, its recording or its description. Without however being a univocal
valorization of the materiality versus the ideality of music, Postproductions gathers
these three normally disparate modes of existence in a fundamental situation of the
musical experience: the concert.

As already pointed out above, it is regarded as a fundamentally participatory si-
tuation in which works, performers and an audience interact in a specific way. Liste-
ning is then not only an attention to the perceptual content manifested in it, but a
form of witnessing whose possibility lies in the fact that reception and production
are simultaneous and relatively immediate (in the temporal as well as in the medial
sense). In this sense, it is not really the type of musical content that is proposed that
counts but rather the fact that they are presented in a unified situation, both spatially
and temporally. Performance thus takes precedence over content in the definition of
music proposed here.

In Postproductions, however, performance is not understood as the pure and
simple realization of the instructions contained in a score, but also consists of other
forms of implementation. The ritualized and contextualized presentation of a docu-
ment, making it function as stage music, or the materialization of a text in the form
of a booklet or live typing are here the main examples.

closing remarks

More could be said about this work, whose evolution has taken place over two years
during which questions about culture, participation and mediation have been particu-
larly relevant. Postproductions rejects the obsolescence of the in-person concert wi-
thout denying the poetic potential made possible by other already long-established
forms of transmission, not only on their own but also when combined.

Finally, it is possible to suppose that some will see in this text and perhaps this
libretto a kind of unwelcome pedagogy or pedantry in art, an activity that should
do without explanations at most. I dare however to hope that others will perceive in
the approach presented here as an attempt at maximum transparency as an ethical
principle.



Wrap a live microphone with a very large sheet of paper. Make a tight bundle. Keep the
microphone live for another five minutes.

A Software which provides the display of a given text, word by word, sequentially trig-
gered by a short acoustic event like a clap. The performer creates such events, thus
rhythmising the text. Audience etc. can also be included in creating these word events.
The words should be projected on a canvas. *°*

Preparation

Each performer provides a battery of instruments/objects with a range of sound-produ-
cing abilitiesd including but not limited to: sustained noises, sustained tones, pitched
or nonpitched percussive sounds, metallic sounds, wood sounds, plant sounds, brief
tones or noises. A stopwatch is required for each performer.

The piece starts with a duration of five minutes in which the performers listen to the
“silence” of the performance space while creating written scores based on their obser-
vations of sounds that occur within this time span. A list of timings should be created,
each timing to correspond to a textual description of a sound occurring at the given
moment. Included in each description should be features such as the overall shape or
contour of the sound, dynamic level, duration, etc. An occasional reference to a sound'’s

", u

source is ok but should not predominate. Examples: “low sustaining tone”; “soft sus-
taining noise”; “quick percussive sound”; “noisy descending glissando” [See also the
included example score.] '

At the end of the five minutes the performers reset their stopwatches and perform their
respective scores, creating the indicated sounds to the best of their ability using the ins-

truments at hand.The piece ends at the end of this, the second five-minute duration. "’
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THE SOUNDS MY EARS MAKE AS THEY EAR SOUNDS THAT EXIST.” / THINKING WHAT
| HEAR* // THE SOUND OF TYPING THESE WORDS ON MY COMPUTER KEYBOARD.?//
THE SONIC RESULT OF THIS TEXTSCORE ISTHE RHYTHM PRODUCED BY TYPING IT.* //
ELECTRET MICROPHONES ARE SUBCUTANEOUSLY INSERTED INTHE ARTIST'S FINGER-
TIPS.”’

Pea Soup is a self-stabilizing feedback network that generates a sonic image of its immediate envi-
ronment in response to certain basic acoustical properties of the space: the set of resonant frequen-
cies (normal modes), the reverberation time, the level and pitch of ambient sound, the speed and
paths of sound transmission, and the standing-wave patterns. Within a static architectural space
some of these properties are constant, some vary according to meteorological conditions, and some
can be influenced by human activity. Pea Soup can exist as a participatory public or private ins-
tallation, or it can be presented in concert by performers who use instruments to manipulate the
variable properties and thereby change the character of the image.[...] ‘Assemble any number of
electronically independent channels of the Pea Soup patch within the chosen space. Position the
speakers facing inwards from the periphery of the performance area. Distribute the microphones
within the area; they may be mounted on stands, suspended, or fastened in any other appropriate
way. The location of the microphones and speakers in relation to each other and to the boundaries
of the space delimits the full Pea Soup field and influences which of the resonant frequencies will be
heard. Separate each microphone from the speaker associated with it by a distance at least as great
as the wavelength of the lowest frequency of feedback that you wish the loop to generate. When
more than one channel is used, this distance should be different for each microphone-speaker pair
in order to increase the number of possible frequencies in the soup. [...]ii Tune the system so that it
is stable enough to require no subsequent adjustment. For each such tuning find instruments that
you can use to change the character of the soup: your body; other bulky, moveable objects; any
acoustic or electronic sound producing device; any mechanism or material that can alter the density
or motion of air awith a careful tuning process prior to any other activities. When you are still and
silent the soup flows around you through the space. When you move, make a sound, or change the
air, you displace some and disturb its flow. When you stop, it returns, filling the place you previously
occupied, following the sounds you made, and adopting a new pattern of circulation. Each pattern
contributes a different perspective to the Pea Soup image.Treat Pea Soup as an alien intelligent being
who is attempting to gather information about her environment and its residents. The soup is both
the tool with which she examines the space and the language by which she processes information
and expresses her image of the space. Approach performance as an attempt to 1) facililate her ac-
quisition of information about the environment and you by inducing a variety of circulation patterns,
and 2) learn her language and therefore begin to perceive thespace through the soup,Develop instru-
mental technique that is appropriate to the task of directing the flow of the soup. Derive performance
realizations from your experiences.[...]"

Wrap a live microphone with a very large sheet of paper. Make a tight bundle. Keep the microphone
live for another five minutes. *"

The performer takes any object(s) such as a piece of paper, cardboard, plastic, etc. and places it on his
ear(s). He then produces the sound by rubbing, scratching, tapping, or tearing it, or simply dragging
it across his ear. He also may just hold it there. It may be played in counterpoint with any other piece
or sound source. If the performer wears a hearing aid, it would be best to make the sounds close to
the microphone (of the hearing aid). The duration of the performance is up to the performer. Children
performing Earpiece should be warned not to stick their fingers too far into their ears, as they may
seriously damage the inner ear®"

Wrap a live microphone with a very large sheet of paper. Make a tight bundle. Keep the microphone
live for another five minutes.
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a Micro 1 and Text Clapping,
considered as complementary
pieces, are merged into one situa-
tion that is performed two times
simultaneously. Each version of
Micro 1 gives the impulsions to
the respective software of Text
Clapping to which they are connec-
ted. One version presents the text
score of Text Clapping, the other
one the score of Micro 1.

b The two Micro 1 versions use two
different papers. The size and the
quality of the two sheets of pa-
per induce different wrapping and
tightening times.

c The Text Clapping software is
active until the end of the sound
transmission.

d The battery of instruments is
found in different already exis-
ting video-documentations of the
piece. Each performer tries to
recognize and procure the objects
present in one single video. Each
video is a different version of A
Few Silence.

e The first part of the piece be-
gins during the Micro 1/Text Clap-
ping versions, when their sonic
result can be considered as mostly
silence.

f While a physical occurrence of
the documentation is performed.
The three video sources are pro-
jected simultaneously from the be-
ginning of part I behind the rele-
vant performer. When the physical
part II is over, the video then
normally continues to the docu-
mented part II.

g Micro 1 is performed with a
third kind of paper. Its expansion
time is not too long. The ampli-
tude of the microphone is set at
the Limit of feedback.

h The whole duration of One3 is
recorded and serves as the ambient
noise recording for Distortion and
Control. There is no interruption
between both pieces.

i The scores presented in this
double page are presented only
as texts during the performance.
Scores 4 to 13 are presented du-
ring the performance of One3.
Scores 14 to 24 during 4 Compu-

ter Music Studies 2) Distortion
and Control. The numerical order
of the notes correspond to the
sequence in which they are pre-
sented. The three columns corres-
pond to the three performers. The
vertical spaces determine changes
of sections. Not all performers
present texts in every section.
The speed of the change between
texts is adapted to the antici-
pated duration of the perfor-
mances.

J Scores 25 to 29 are presented
only as live-typed text during the
performance of Pea Soup. One per-
former types very slowly with long
pauses between scores while the
two others interact with the fee-
dback patch. The performer typing
is in charge of the tuning of the
patch before beginning the presen-
tation of the texts.

k Three channels of Pea Soup are
set in parallel for the perfor-
mance. There is no interruption
between Distortion and Control and
Pea Soup.

L The performance of Pea Soup is
concluded with a performance of
three simultaneous versions of Mi-
cro 1 on the microphones used for
Pea Soup. The patch continues to
run until the end of Earpiece

m Three simultaneous recordings
of Earpiece, each one by a diffe-
rent performer, are presented as
audiovisual documentation. The
performers try to re—-enact their
movements from the recording as
closely as possible. The paper
type used in the various perfor-
mances of Micro 1 is the only ma-
terial used in the performance.

n The final version of Micro 1
consists of twelve audio and
video recordings of a perfor-
mance of the score. Each perfor-
mer makes four recordings, each
time with a different paper (also
used in other performances in the
concert). The twelve videos are
superimposed in such a way that
the 5 minutes prescripted by the
score begin (and thus end) to-
gether.



i [The Patch

Pea Soup uses a configuration of electronic components to shift the pitch of an audio feed-
back signal among various resonant frequencies of the air space in which it is operating. In a
simple microphone-amplifier-loudspeaker loop feedback can occur at any frequency whose
wavelength is integral both to the distance separating the microphone from the speaker and
to at least one of the dimensions of the space. When a short (<30 ms), variable time delay
is introduced into the feedback loop, it effectively changes the speaker-microphone distance
and therefore can be used to reinforce or cancel frequencies of different wavelengths,

In Pea Soup an electronic delay is produced by a Voltage-Controlled Phase-Shifter, The
amount of delay is determined by an Envelope-Follower, which generates a control voltage
that is, at any moment, directly proportional to the level of sound at the microphone, As the
system begins to feed back at a particular frequency, the increasing amplitude of the signal
causes a change in the delay time. This cancels feedback at the initial frequency and enables
it to begin again at one that is resonant within the conditions established by the new delay
time. The increasing amplitude of this signal causes another delay change, which cancels the
second feedback frequency and enables another to begin. Once the system has been properly
tuned this process of selfstabilization can continue indefinitely.

The acoustical properties mentioned earlier are the principle determinants of the characters
of this process and the sonic «soup» that it generates, Feedback occurs at frequencies that
are resonant to the air space; the speed with which it shifts is dependent on the reverberation
time, Any sound, ambient or performed, picked up by the microphone increases the delay;
in addition, the feedback tends to «follow» the frequency of pitched sound performed in the
space. Any object or condition that influences the transmission of sound from the speaker to
the microphone alters the standing-wave patterns and consequently changes the sound level
at the microphone. The speaker and microphone together define a «responsive field,» within
which the sounds, location, texture, and movement of objects and beings, and the density
and motion of the air all affect the soup.

A Limiter is inserted into the loop in order to prevent high-level feedback signals from distor-
ting or overloading the other devices. An Equalizer or the tone controls of an audio preamp
can be used to balance the system for wide and uniform frequency response or to tune it to
a specific operating range. The response pattern of the microphone (unidirectional, cardioid,
omnidirectional, etc.) determines the shape of the field.]

i [The density of the soup is a function of the number of channels used and the total sound
level. The power amplifier and microphone preamplifier level controls, the Envelope-Follower
and Limiter slew times, and the control sensitivity of the delay all aect the speed and phra-
sing characteristics of the soup.The delay range and the Equalizer settings can be adjusted to
maximize the frequency range of the feedback.]

iii [Performance Suggestions Movement

Set up several channels of Pea Soup in a performance space. Mount the microphones three to
four feet above the floor. Tune the system so that it responds to movement in the field, Walk
slowly through the field. Pause after each step for the soup to react and settle fully, Perform
slow, simple, exploratory movements of your body while standing in place: turn your head
or torso, raise an arm, lean, bend, crouch, etc. Do not perform any compound motions (i.e.
turning while stepping or raising an arm) or any superfluous actions.

Pea Soup is sensitive to the size of movement and objects. Small movements or the motions
of a small or narrow object (such as a hand, an arm, or the head) have the strongest effect on
high frequencies. Movement of the torso affects both mid-range and high frequencies. A step
forward usually affects the entire range of the soup.

Adopt Pea Soup’s phrasing characteristics. Let your movement grow not from visual conside-
rations but from a sensitivity to Pea Soup’s manner of perceiving you.

The duration of the performance is determined by the length of time you take to move across
the entire field.

Voice

Set up several channels of Pea Soup in a performance space. Mount the microphones four to
five feet above the floor, Tune the systems so that it shifts through a wide range of frequencies
and is responsive to pitched vocal sound.

You may begin and end a vocal performance in one of two ways:

Tune the system. Enter and leave the field by following the suggestions for the performance
of movement.

Walk to the center of the field. Have an assistant turn on and tune the system. Leave the field
only after he has turned it oK. Stand in the center of the field. Listen: learn the pitch vocabulary
and phrasing of the soup. Perform the following tasks several times, in any order:

Begin a note in unison with a pitch that grows out of a silence or lull in the activity of the soup.
Attack the note softly on a round «00,» (as in «soup»), «n, “or «m» sound and increase to a
loud «e» ( as in «pean). Sustain the «e» and detune it slightly until the soup cancels that pitch
and shifts to a di¥erent one; then sharply release the note.

Begin a note out of a silence or lull; it should have a pitch that you have heard before, but one
that is dierent from the one growing out of the lull at that moment. Attack the note softly on
an «00,» «n,» or «<m» and increase to a loud «e.» Sustain the «e» until the soup shifts to your
pitch or to a harmonically related one; then sharply release the note.

Choose a soup-pitch that is not sounding at the moment. Sing it as a short, loud «e» with a
sharp attack and release. Pause for two or three seconds, Repeat the pitch but sustain it a little
longer than before, Pause. Repeat it again but sustain it even longer. Continue this process
until you have coaxed the soup onto this pitch or onto a related one.

Choose a soup-pitch that is not sounding at the moment. Sing it with a slow attack and sharp
release

( «oon-»en), a sharp attack and slow release ( «e»-»00»), or, a slow attack and slow release

( «oo»-nen-»oon»). Repeat the note, with pauses, until you have coaxed the soup onto this
pitch or onto a related one.

Learn a two or three note sequence from the soup. Mimic it as accurately as you can. Will the
soup repeat it after you?

If, at any time, the soup locks on one pitch, sing a loud «e» an octave or two above and detune
slightly until the soup cancels the pitch.

Make your performance very sparse. Sing no louder or longer than is necessary to coax the
soup onto each new pitch. Pause after each event for the soup to react and settle fully. Follow
Pea Soup’s sense of time and phrasing. You may sing from different locations in the field, but
do not sing while you are moving or while the soup is settling from your movement.

Changes of Temperature

Set up and tune several channels of the Pea Soup patch. Use any available heaters and air
conditioners to change the temperature of the entire space as rapidly as possible between
its greatest extremes.

Set up several channels of the Pea Soup patch in a space with a flat, smooth floor. Place the
speakers on the floor, and mount the microphones on short stands or in mic-mice. Tune the
system so that it is responsive to the movement of the heat sources used in the performance.
Provide each performer with a candle in a wide-based holder with a long string attached.
Place the lit candles around the perimeter of the Pea Soup field. Lay the strings across the
field, each leading to a point opposite its candle,

Pull the candles very slowly across the field,

Other small sources of heat, such as kerosene lanterns, Coleman lamps, oil lamps, butane
lighters, blowtorches, or cans of Sterno, may be substituted for the candles.]












