M

University of
HUDDERSFIELD

I"#$
()T ) 4%
% +% % ,+, -/,
+ ) )
1 2 % + 0 )
+(+ +, %
) ) 3 1)) 4
+ ) + + ( +
+ + 5 5 )
(++
+) + + + 3
+ 0 ++) + 3 +
+ %

+ +
7% 48 +% % %

% +% % |,



‘Inbetweenness’: Transcultural thinking in my corspional practice

Lee Chie Tsang Isaiah

Portfolio of compositions and commentary submittzd
the University of Huddersfield in partial fulfilmenf the

requirements for the degree of Doctor of PhilosofftyD)

April 2018



Copyright statement

The author of this thesis (including any appersiemed/or schedules to this thesis)
owns any copyright in it (the “Copyright”) and hashgiven The University of
Huddersfield the right to use such Copyright foy aiministrative, promotional,

educational and/or teaching purposes.

Copies of this thesis, either in full or in extimamnay be made only in accordance
with the regulations of the University Library. @é$ of these regulations may be

obtained from the Librarian. This page must fornt pdany such copies made.

The ownership of any patents, designs, trade marid any and all other
intellectual property rights except for the Copitigthe “Intellectual Property
Rights”) and any reproductions of copyright works, example graphs and tables
(“Reproductions”), which may be described in thiedis, may not be owned by
the author and may be owned by third parties. SotHlectual Property Rights
and Reproductions cannot and must not be madeabiaiior use without the prior
written permission of the owner(s) of the relevémtellectual Property Rights

and/or Reproductions.



Abstract

This thesis explores the notion of ‘in-betweenndbsbugh transcultural thinking in my
compositional practice as a commentary to my photfof compositions. My thinking has
been inspired by Tim Ingold’s philosophical idea ‘ofayfaring’ as a way to navigate
processes by which insights emerge from collabggativestigations. My portfolio makes an
original contribution to music by engaging with Mgsian Chinese and Indigenous cultural
materials in fresh ways with a focus on music aadce collaborations with Indigenous
Malaysian references, aural/oral traditions in Hakloetry, and traditions of pattern making
related to Borneo bead work. These projects haabled me to deepen my experience and
understanding of notions of entanglement and of highily diverse elements can be unified
through collaboration, presenting a series of catsdies that also vary in style and the
modality of discussion used. The discussion focumesind four main aspects related to
intercultural exchange and collaboration: the vaitieegotiation, the meaning of ambiguity,
strategies for navigating cultural meanings, anacesses of cultural and musical
transmission. Through these, | gain insights irfie perception and practice of cultural
exchange to find a new creative threshold for apgnip new cultural dialogues in my

compositional work.

Keywords: ‘in-betweenness’, transcultural practice, trarssian, transformation,

collaboration
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Introduction

There is a difference between ‘between’ and ‘inaleen’...\Where between is liminal,
in-between is arterial; where between is intermedia-between is midstream.

(Ingold, 2015, p. 147)

During the period of my PhD studies, | have attexdpto find new creative
perspectives intensely connected to experiencesgamerom my cultural background. | am
a fourth-generation member of the Chinese diaswihan a multicultural country, Malaysia,
where a focus on differences between races, caltaned religions strongly informs social
and political relations. Within the context of arfiayoung developing country that integrates
a rich cultural diversity, the subject matter of kimg intercultural art and questioning
definitions of cultural identity has over the yeawsscupied the Malaysian artists who
especially engage their creativity within the comperary art world. One of the significant
artistic movements happening in Malaysia is thataloscholars, artists, musicians and
composers have sought out a ‘common language’ atidral identity across the country
with which they can associate their work within temmunal society, and thereby claim to
be local artists. This social phenomena is refet@dy Syed Ahmad Jamal, a senior
Malaysian Modern painter, who depicts the processesind cultural identity formation

amongst artists as follows:

Contemporary Malaysian art has made its mark asxagnessive form of the living
national culture. In the short span of 25 yearsesMerdeka' Malaysian artists have
responded to situations and events in the devedopiation. Malaysian artists
currently move in various directions of commitmentlirawing material from myths

and legends, probing into questions of identitgioral cultural heritage, personal

! Mederka a Malay word which literally means Independenesy D



cosmology, ambiguity of pictorial space, socialfcdl issues, contextual situations
with Islam as central to artistic involvement, exg®n of calligraphic gestures,
physical properties of material, dichotomy of ttamhal and contemporary values,

etc. (Jamal, 1981)

Syed Ahmad Jamal’'s comment shows the great diyes§itultural sources that artists look
to where it can be extremely difficult to find coranalities due to the many levels of social,
religious, and regional differences. The ideal @fding an emergent unity between
differences, however, also raises questions arsusthining and transmitting very specific
cultural practices to support community cohesiorthiwi a sometimes fragment identity
politics and this has also been very much part gfaveryday experience as an artist in
Malaysia. Different waves and groups of ‘powéistluding a Malay-Islamic narrative of

Malaysian art, a Chinese narrative of Malaysian and a muhibah® version have been

implemented across the nation since then and deednée cultural discourse in various
ways. The phenomenon of changing values and pévosparound a cultural story is

illustrated in an article, ‘Love Me in My Batik’, nitten by Yee I-Lan (2012). She talks about
how times and processes changed the cultural ngamd the identity of batik through

forceful political events and activities, explorilgw batik cloth falls into the embrace of
popular culture as well as the machinations oegpabpaganda, becoming a kind of ‘political
kitsch’ or a ‘skin’ veiling the concept of nationalentity and eventually transforming into a
medium of sources, subjects, and motifs in relatmmne or other race, tradition, culture,

locality, and faith.

2 Further reading can be found in Khairuddin, YoBg,& Sabapathy (2012).

3 The termmuhibahis derived from an Arabic wortlubl signifying a universal love or
affection. Further definition and reading can benfd in Ibrahim (2013)



This notion of what can be recognized as a natiartatic identity has become even
more complex, challenging, and problematic duehtofact that identity itself is constantly
shifting and transforming from ‘identity’ into ‘iaities’ (and vice versa) over time and from
one generation to another. Composers based in Madaysia — including Chong Kee Yong,
Yii Kah Hoe, Saidah Rastam, and Tazul Tajuddin, seéhanusical works are strongly
associated with intercultural elements — have drawdiverse multicultural worlds to access
materials whereby they could establish their muidaraguage and identity. Their work has
been given prominence, in particular with the eraeog of a contemporary musical scene in
Malaysia that can be dated to the first Kuala LumPantemporary Music Festival, in 2009
(KLCMF 2009)# By contrast, in East Malaysia, where | grew ufsabal?, musical activity
has been more research-oriented along ethnomugicaldines that focus on subject areas
such as ethnicity, documentation, the popular mesene, and music education. There is,
however, surprisingly little work written about cpositional creativity, movements, and
practices, and specifically how composers enga@ging contemporary musical scene in
Malaysia might tackle, integrate, and develop theork and how they respond to the
challenging task of cultural integration alongsidéh their artistic thinking.

The seeds of the work undertaken in this PhD ptajan be found in my Master’'s
thesis ‘Chinese calligraphic thinking in my compimsial work’ (Lee, 2012). Although this
previous research into how one’s cultural ‘mothamgiue’ can affect and stimulate one’s
compositional thinking and musical imagination gawe a substantial focus by which to
locate myself as a composer, my subsequent worknoaed into a much more hybrid and

in-between space. | found a very strong resonaritie thve ideas of the eminent British

4 This was a historical event gathering and prongotamtists and composers within the
Southeast Asia region held in Kuala Lumpur, Malaybm Friday 27 to Sunday 29
November 2009, organised by Goethe-Institute Ma&aysd the Malaysian Composers
Collective, together with event co-organiser SEGIl€}e Subang Jaya.

®> North Borneo (or east-Malaysia), the place whesas born and lived.



anthropologist, Tim Ingold, in particular his idea‘correspondence’, which has helped me
find another dimension in which to think about notdtural dialogue. InThe Life of Lines
(2015, p.147), Ingold’'s use of the term ‘correspammk’ has a very distinctive definition in
relation to the words ‘between’ and ‘in-between’.

The ‘between’, on the one hand, can be regarded’lasdge’, an intermediate space
in which one is able to link, join, and integratiersents when corresponding with two
different aspects at the same time. The ‘in-betwdewever, has no particular ‘object’ or
point of location; it does not have a specific ‘nentor’ to enable it to correspond from two
sides: it is a movement passing, twisting, andraaing directly without any absolute point.
In other words, the ‘in-between’ is a back-andHartteractive-space, where one undergoes
the movement of a process, an interstitial stateomfoing activity. Another parallel
interpretation suggested by Homi Bhabha (1994) iachitis kind of continual movement of
space as a process of development is that culytaidity is shaped continually through a
transitional moment of emergence, a third dimeraiavorld, the ‘be-coming’ of itself. To
me, both Ingold and Bhabha point out a new wayooiceiving cultural hybridity, away from
an interchange between terms to an interstitialdvafrbecoming.

The breakthrough moment for me in terms of thit shithinking occurred with my
first cross-disciplinary project] ng - (2012), a project commissioned by the Asian
Contemporary Ensemble (ACE). This is a ten-minudekwnvolving a collaboration with the
ACE musicians; a contemporary dancer, Tang SooknKua story-teller, Rosemarie
Somaiah; and a conductor, Wong Kah Chun. It expldre traditional ritual performances of
the Mengahauceremony, celebrated by thetud people in Sabah, Malaysia. The unstable
nature of such a rich project, involving artistenr different areas of artistic expertise and
cultural backgrounds, made me acutely aware oinipacts and changes | was undergoing. |

had previously tried to avoid any uncertainty, esdéy with my plan to complete the music



beforehand. But what | discovered in the processalfaboration was that the music
presented on the stage was no longer the saméad Iteen, but was ‘becoming other’.

This kind of becoming or crossing-over into a newnf through the process of
collaboration with the dancer, the story-tellee thusicians, and the stage itself during each
session of discussion and negotiation had becomeadlt of my piece. The attributes of the
context, the meaning, and the experience of my ensgemed to be re-identifying
themselves, more or less naturally, even thougfuriber changes were made to the musical
notation. The ‘autonomy’ of the music seemed teedecgradually whenever people placed
themselves inside it and contributed their workht® project. To me, this linking of a sense
of transformative experience — a piece of musiawadly becoming another kind of work —
was powerfully authentic. In fact, the contributiohthe other artists was hardly identified
specifically with any one individual at the findhge but made a new whole. | saw how |
could unlock this new side of creativity, throughpeactice underpinned by co-creative
contact and interpenetration with other creativergies. This realization strongly relates to
how Ingold describes the intimate relationship lestv ‘making’ and ‘growing’: “Moments
of making punctuate the process of growing” (Ing@dl14, p. 120). What | understand from
this is that creative work can be thought of asivatied rather than made, or the practice of
making is the process of being responsive to cmmdif to stimuli and opportunities for
interaction that evolve in a similar way to how angc things grow in nature.

From the musical point of view, thinking about ‘giiag’ as an embryonic process of
development of one’s musical creativity brings ténanBryn Harrison’s statement that
silence is not something that exists between evamtsather its existence is pregnant with
anticipation (Harrison, 2013, p. 44). What Harrisoentions here is his experience of the
space of silence in listening to Beugecalme étendue (Spinoz&)997). The point that

interests me is how Harrison perceived the sileghceugh the process of listening as the



other ‘world’ which is being fertilized, particulgrthrough his use of the word ‘pregnant’.
Harrison goes on to describe this musical worlé agew ‘life’ that has been evolved by a
continual progression through musical activity, @thseems to me to be strongly related to
the temporal idea of how an organic space is quatied and re-established. This abstract
notion of ‘reciprocal-association’, or, so to speakaking-in-growing’ and ‘growing-in-
making’, has led me to investigate how a new muddantity can be created through
collaboration, and this idea of parallel ‘growirlgdugh living’ processes provided me with
another artistic perspective to think about cragsical and collaborative processes.

The aim of this thesis therefore is not to lookrder-culturality in terms of surface
features of a specific contemporary musical stiflés inappropriate for me, at least at this
stage, to establish a new musical grammar, comgoaltsystem, or any ‘oriental’ aesthetic
so to speak, due to the fact that this investigaiothe first attempt to know how I actually
might operate in an intercultural world. Besidesanh also aware that my thesis is not a
means of corroboration to my compositions as mimsggcal theory or framework.
Therefore, the following investigations of this easch will not apply and discuss directly
any specific musicological framework, but will ratifocus more on the development of each
work itself, bringing together discussion of comfiogal questions and methods, and
thoughts from a range of philosophical areas, a#i a® through discussion of other
composers’ works. In terms of the methodology, Mehapplied Ingold’s idea of ‘wayfaring’
to my own compositional process as a seemingly devarg journey through multiple
cultural references that is about enrichment atryestep rather than a focus on pre-
determined goals.

Drawing again on Ingold’s work, specifically hisctare ‘To learn is to improvise a
movement along a way of lif§2010),1 find highly appealing the idea that ‘knowledgse’ i

not received and cannot be transferred directlputin any pre-specified means from any



traditional, theoretical, or systematical framewdRather, creative knowledge is ‘made’ as a
result of a continual movement of activities thrbughich one is physically engaged and
through putting oneself into the world of learnithgough practice. Ingold also argues that
the essence of self-knowledge and one’s creatasigyactually not rendered directly either
from the object or the person but through a proadsgrowing’ within. This notion of
knowing, being involved, and observing through héag, responding to, and reflecting upon
the world will then signify a direction, a path feomeone from one stage to another, from
one moment in time to another, until they reach ¢hd of their ‘finished’ work. It is a
journey of discovery through knowing the world oerlpaps, as Ingold says, a ‘guided
rediscovery’ in his lecture ‘“To learn is to impregia movement along a way of lif@ideo,
2010). What so interests me about this ‘wayfariiga, however, is the process of its ‘be-
coming’, which | can relate to my own process @ative evolution in which a diverse range
of experiences of artistic interchange fertilizedl gguided the directions and formations of
my musical work.

My PhD portfolio traces my journey towards a strengealization of my intuitions
about the power and potential of cross-cultural enads-art form collaboration to create new
spaces for asserting and making identity. Workshsas Interbreathment Yu Moj and
Bead[s] (by bead[s])draw upon elements of my cultural heritage. Innthe look at
contemporary expressions of materials, firstly he toncrete sense of encoded structures,
sounds, text, gestural vocabularies, and secordyntore subtle emotional and cultural
content that arises from different approaches aasimitting knowledge across generations,
from collaborative exchange and ways of thinkingwbbuilding communities of shared
practice. At the same time, | try to bring elemarft¥Vestern experimental practice in music
with cultural expressions that are meaningful to imehe way they connect with where |

come from.



The following thesis that accompanies my portfalib compositions will outline
subjects including aural/oral traditions in Hakkaepy, music and dance collaboration with
Indigenous Malaysian references, hybridity of makigpatterns, and intercultural
performance practice. These subjects will be ptesein different ways in terms of the form,
style, and modality of discussion. Although there averlapping interests between works,
my discussion of each project will focus on fourimaspects related to intercultural
exchange and collaboration: the value of negotiative meaning of ambiguity; strategies for
navigating cultural meanings; and processes otialland musical transmission. These foci
have been the recurring themes of my research;t@asign| hope that this chain of self-
reflection, discussion, and activity as well as thié statements, the questions, and the
solutions | have made in this period will reach unigy. Last but not least, | hope that these
investigations will help me to find a creative #shold’ and open up new cultural dialogues

for my future work and myself.



Chapter 1: Intercultural exchange

[M]uch if not all of what we are accustomed to aalltural variation in fact consists
of variations ofskills. By skills I do not mean techniques of the bodyt the
capabilities of action and perception of the whotganic being (indissolubly mind

and body) situated in a richly structured environtné@ngold, 2000, p. 5)

1.1 Learning skills for intercultural exchange: Interbreathment
Tim Ingold’s comment, quoted above, suggests thas ithe quality of perception and
interaction of knowing and learning that enableg @0 relate to a practice of cultural
exchange. He contends that distinctive culturalwkedge consists of different types of
‘skill’. This is not a matter of learning a physi¢achnique from others but of building up a
new form of ‘skill’ involving other modes of percgpn and different priorities. In other
words, if one wants to have cultural exchange wttiers, one has to establish a new way of
understanding by knowing the holistic relationshgiher simply duplicating a physical
technique. That is, to learn a new skill requires &bility to assimilate the other’s cultural
embodiment. This is a vital process to gaining awass of a different cultural sensibility
and knowledge. Although Ingold provides an anthtogical view of technique in his
writing, eg:The Perception of the Environméitgold, 2000), he does not, however, provide
very specific examples about the process and thetipe of how a new skill is actually
embedded and made operational. This concern becaynéocus in a series of artistic
collaborations.

In the summer of 2013, | invited the Malaysian darthoreographer, Tang Sook
Kuan to collaborate with me on project exploringgé kinds of transformations through
learning skills within cultural exchangiterbreathmentis an evening-long performance-
installation piece exploring dialogues between mwsid dance. | wanted to increase my

awareness of this highly complicated and challepgirocess of exploring how transcultural



exchange and musical identity can actually be shapel how choreographic ideas can be
translated into musical ideas to create the formaoperformance. In beginning my
investigation, | take the word ‘exchange’ as sonmgthwhich can be understood as a process
of alternation. In his article ‘Identity and diffaice in a globalized world’, Melucci (1997)
said that ‘Change is a goal that we find desiralé towards which our search for the new
and different is directed’. In other words, changean action of adjustment, blurring the
identity of two sides in order to discover a newtitgnthrough which the adjustment
contributed by both sides suggests and distritanesternative result.

In my experience of collaboration, | have foundiighly difficult to identify exactly
what sort of exchange is taking place and what thee influences taken and distilled,
especially when this process of transformatioratsimted with dimensions of multi-cultural
layers. As a young composer coming from a multialaocation, Malaysia, this idea of
cultural entanglement is often held up as an idéat.in practice, there are many areas of
separation between cultures on the basis of etliniceligion, and cultural traditions.
Therefore, the focus on interdisciplinary practiocemy work is a way of questioning and
examining my assumptions about identity formatidhis concept, through an ambiguous
process of discovery that blurs something in otdeunlock new layers of meaning, was
central to my working process. | began my projectldoking for analogues between my

musical world and the physical world of dancers.

1.2 The collaboration between dancers and musicians

In his article, ‘Choreographic objects’, William iisgthe, the prominent American dancer
and choreographer, says of choreography: “The wedlf, like the process it describes, is
elusive, agile, and maddeningly unmanageable” (foes 2011, p. 90). Although the word
itself, ‘choreography’, seemed problematic, congikc, and challenging, | was fascinated

by the organic process of the development and ipeadf its working, which Forsythe



explained as follows: ‘choreography elicits actiapon action: an environment of
grammatical rule governed by exception, the cotitacof absolute proof visibly in
agreement with the demonstration of its own fail(forsythe, 2011, p. 90)I found a
resonance witlthis element of uncertainty or rather dynamic fityidby which a dancer
experiences, moves, and choreographs his/her moveara could connect it to the way |
read a written Chinese character. That is, whersyoe comments that ‘choreographic
thinking being what it is, proves useful in mohitig language to dismantle the constraints of
this degraded station by imagining other physicaldais of thought that circumvent this
misconception’ (Forsythe, 2011, p. 91), this, tq mesimilar to the way in which the reading
of Chinese calligraphy suggests other imaginatpacss.

In reading Chinese brush calligraphy, | find mydedcing the strokes with a kind of
internal physical dance, mentally writing the seslas | read. One can excavate the energy
of these traces by experiencing the embodimenthefcaharacter through the process of
writing in order to decode these ‘imaginary routestated by the strokes through reading.
Ling Hwai-min, the artistic director of Cloud Gal@ance Theatre, explored this subject
extensively in hisCursive Trilogy a series of works based on Chinese calligraplay th
combined the ancient practice of Chinese physisiglines, including meditation, martial
arts, andrai Chi Tao Yin an ancient form ofhi Kung (Ya-Ping, 2009). To instill and
penetrate these ideas and methods into one’s pihysicly, Ling’s strategy was to ask the
dancer to imitate the trace of the marks in thégraphic masterpieces by Wang Xizhi and
others, as well as to study the Chinese calligragfhiyvei-chung Huang. The dancer adopts
the style, shape, and dynamism of the calligrapbpying the lines as if they were a student
learning to write a piece of Chinese calligraphy aflowing the calligraphy to inform and
articulate the choreographic grammar, includinghtighms, pulses, and dynamics (Kin-Yan,

2010). See Fig. 1.1.



Fig. 1.1: A scenes taken from the first series @ursive Trilogy, thecursive one of
a typified example demonstrating how the dancer useher body as a metaphor to

‘write’ the Chinese character * ’ (‘eternity’)

1.3 Choreographical notation

In my own work, | began my first experiment by swogtout some of the musical as well as
choreographical ideas and reformulating them inkind of fragmented hybrid notation. My
intention, however, is neither to create nor innemiew chorographical musical notation, but
to use my musical experience and knowledge asategir for discovering the plausible
potential relationship between language, sound,rmodement in how choreographic ideas
can be translated into musical ideas and vice vémanted to find representations of visual
and sounding elements as a creative way to openayigate, and unfold the collaborative
dialogue in this project. | took a Chinese poettedi written by Chong Kee
Xin and fragmented its characters to create amiegechoreographical notation (Fig. 1.2 [a-

b]) for Tang to read and work with.

Fig. 1.2a



Fig. 1.2b

The Chinese characters played an important rolthigiscore and are treated as the raw
material for the notation. Each unit of the scaréormed using two different writing forms:
traditional and simplified forms of Chinese chaeast shown within a bracket. Alternatively,
some of the characters might have only one writongh (Fig. 1.2b), represented as a single
unit. Each of these characters has then been denswucted and subdivided later into
different sizes and shapes, functioning as a mupgatsern or phrase and serviag material
for Tang to design her choreography

The score, whose components look more or less fhkeiliar Western musical
notation, includes different ranges of dynamic msadgether with a four-line musical staff.
Each line indicates the approximate registers amsltipns (from low [on floor] to high
[jlumping]) that the body should execute, arrowsshow changes in position, breathing
indications, acceleration markings, and fermatad,these musical components were used by
Tang as the basis for directing and creating hewsipal movements and gestures. These
fragmented scores are the basis of the work’s esnérgiructural form and meaning, which
were then further reformulated, fragmented, anpireed, appearing later in different sizes to
create new choreographic patterns, phrases, asdgescreating multiple relationships from

a micro to macro level (Fig. 1.3 [a-b]).
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Fig. 1.3a: An extract of the score (reproduced veisn) illustrating the opening passage
of the choreography starting from a solo dance falwed by a duet form
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Two dancers sharing one score

Fig. 1.3b: Another example (reproduced version) stwaing how the fragmented notation
is reshaped and extended to a larger scale

The process of working with this hybrid notatiotoaled us to combine mixtures of physical
and musical elements crossing simultaneously witim€se linguistic and sounding elements
held by the written characters themselves. Theltrasas a highly complex sense of
multiplicity. While reading and interpreting thesdaracters, there were challenges to
processing the information across the different mregn levels of the notation due to the
hybrid notation and the material itself being highépatial and inflected. For the
choreographer, movements that have been constituitibbddseveral dimensional layers of
parameters, including facial expression, body mamtirdynamics, speed, gestural form, and
shape, cannot be fully captured and expressed parpénlike a conventional Western
music notation in which each note represents desingit of sound, marks such as a note-

head in this case encapsulate multiple layers w¥iaes and impulses shared across three



different logical models: language, sound, and mox@. Each of these, however, fuse
together rather like a ‘chord’ or a ‘cluster’ ratllean projecting as a ‘single-tone’ concept.

My intention was neither to form a style nor constraiovement but to create a
situation for stimulating the movement of creativeagination through a process of ‘re-
learning’. Thestructure as well as process of working with theation was quite flexiblelue
to the openness and ambiguity of the mateitiself. After a brief description through
communication, there were no further explanatiomdicated in these initial fragmented-
scores. Tang started her first experiment by regimag and transforming her body and
movement like a Chinese calligraphic brushstrokegad’ and ‘write’ the score as a series of
tracings. However, because the original meaning, context, kgical structure of the
Chinese character had been disruptied,structuref these new forms of the characters gave
rise to passages @aictivity whoseinterior ‘pillars betweerthe joins’ seemed to offer new
insights into the meaning of the poem. In otherdsopinorder to access the information of
these new Chinese charactefang and | had to learn seemingly familiar words new
way.

Tang’s approach was to reorganize my sketch fratggn@na dance notation into her
own version, which she wrote out &8 size paper(Fig. 1.4). What | found particularly
interesting about her sketch is the way in whick sheated an interlocked relationship
amongst the characters by weaving together the.Ulite therefore expanded the complexity
of the connections and the networking between ldments of the score fragments that | had
provided.Her sketch, which then replaced my first notatiaeshe reference score, became
the central medium for communicating our developidgas for navigating our later

discussion and negotiation.



Fig. 1.4: One of the early sketches illustrating he Tang translated and reformulated her chorographi@l ideas

from the notation | created



1.4 Creating a gong installation
At the centre of the work is a set of Kddazandusutraditional gongs, new and old, of
different sizes and with different tunings, whiale auspended throughout the performance

space (Fig. 1.5 [a/b]).
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Fig. 1.5b: Diagram of distribution of gongs
Two dancers and three musicians move through tmg gnstallation. The musicians are set
at the right-hand side of the space. Each musjdiays different instruments and also moves
in the space performing with the dancers. Theibigiion of instruments is as follows:
Performer 1:

2 gongs in B2 and G2 (behind thelentheny, 2 gongs (speaking gong and norrzalagin

c#3),slenthenpentatonic in C2sompotor(traditionalkadazandusubamboo mouth organ).



Performer 2:

21-pipe soprano sheng and 36-pipe soprano sheng.

Performer 3:

2 gongs (speaking gong and nor@avagB?2), metakulintangan

One of the dancers also plays together with theaauns in the fifth section [the dance solo]:

2 gongs A3 (speaking gong and one nortaadag.

Fig. 1.6: The ensemble and the musicians playing ahe right of the stage

The gong can be considered the most important mlusiement symbolizing the core
of the musical culture among the Indigenous peaylehe Malaysian and Indonesian
archipelago — what the German ethnomusicologisisAte&lls ‘the so-called gong-chime belt
of Southeast Asia’ (Abels, 2015, p. 33Yly journey in this particular project, howevernca
be traced to the discovery of what | called theeadpng gong’: a very unique set of
traditional Kadazandusungongs with complex and mobile sounds found in atwuoe

storeroom at the University of Malaysia, Sabah .(Ei@).

® Abels (2015) discusses how dance and gongs aessantial core for people to maintain
their cultural identity. There is an experiencecoftural self-recognition through movement
and music whereby people retrieve personal/cultatamory through the ‘encapsulated
cultural signal’ of the gong while the movement of the dance seagea compass by which
one navigates the people back to a cultural ‘home’.



Fig. 1.7: The three speaking gongs

There is nothing extraordinary about these gond@ssatsight. Although they were new, most
were out of tune; the design of these instrument@milar to other gongs except that these
three are profoundly exceptional and unpredictabléneir sound. It seems to me that these
gongs had been stored because of their faulty rtestcsound, but this was exactly what
fascinated me as a composer. | immediately wanbeéxplore how to transform these
‘failures’. These three gongs produced a very eg@ng multiphonic texture projecting a
two-dimensional musical layer simultaneously, iohg a sustained tone and a glissando
tone (from low to high). The glissandi of each gamng quite flexible and adjustable in their
interval within a range of approximately a minoirdh determined by the dynamic level with
which they are played. For instance, the smallésh@se three gongs is callsdnangin
Kadazandusutanguage produces an approximate end pitch of ¥ avminor ¥ glissando
effect starting from F3. The proximity of this interval depends on thenaic; the louder
the gong is played, the wider the interval. Whengdbng is played even more loudly, it will

produce a C5 pitch, which sounds together with the changimgt=ig. 1.8).



Fig. 1.8: The musical texture created by theanang

In order to revitalize the faulty identity of thespeaking gongs, | reviewed and formulated
the traditional concepts of the gongs’ identity &mactions as follows. Firstly, the gong is an
object to produce sound and used to provoke a sdrs®e’s cultural identity, especially as a
stimulus for tuning one’s imagination in the liverformance of ritual. Secondly, without
further discussing the detail about the complegiftyhe gong’s spectral structure, despite the
exceptional cases of the three speaking gongsthgéih complex effects, each gong basically
represents a single unit of sound which only fopag of a motive, or pattern when played in
an ensemble. This principle is found in most of Bmutheast Asia region, especially in
gamelan music. In most of these traditional gongermires, highly complex musical
textures are created by using interlocking techescio create different patterns, textures, and
layers as the foundation of the musical practiderdly, the physical mobility of the gong is
limited. Since the gong functions primarily as aocampanying musical instrument,
basically, its location on the stage is fixed, #mefe is generally no physical movement with
the instrument.

To break down the barriers, as | started to becoime aware of the relationship and
the impact of the entanglement between the instnisn@nd the performers within a
performance stage, | sought to remodel the imagéhe$e gongs by re-considering the
meaning of their spatiality and identity, and bypasitioning them. This notion of thinking

the gongs as part of the body of the stage instdads instruments, moving from an



‘ensemble’ to a ‘stage’, eventually led me to theeation of creating a gong installation
which then became an essential element of theukation of the space through which the
dialogue of the creativity of our collaboration aldled. My first approach was to unlock the
gongs from a traditionally static position by retking the gong as a living object instead of
just an accompaniment to dance performance.

Aside from the three speaking gongs, we collected diferent new and old
kulitangar. Each of these gongs was then distributed and furige room to articulate
architectural space, forming a kind of ‘body’ wivhich the dancers and musicians could
interact. Suspended in the space, they createduallyi spectacular mobile environment for
the performers in which either side of the gong barsounded and the sound dispersed by
swinging and spinning the gongs (Fig. 1.9). Thederlimg kulintangantake on a very

expressive life and seem to ‘speak’ with many tftens of sound in the space.

Fig. 1.9: The whirling kulintangan

" Kadazandusutraditional gongs, one of the popular percussigtriments found especially
throughout South East Asia, are used in sets tompklodies.



The positioning of the musicians and the speakinggg was inspired by the spatial
arrangement of furniture, scrolls, and Chineseigralphic couplets in traditional Chinese

interior design (Fig. 1.10).

Fig. 1.10: Sketching the gongs’ positions on stapased on the arrangement of the
Chinese audience chamber

This interior architectural concept derived frone florm of the Chinese traditional audience
chamber (Fig. 1.11), which was adopted to formitiséallation’s outer structure by coupling
each speaking gong with anothawag hanging and placing them on the barre at differen
corners (on the left, middle, and right side) &f ftage (Fig. 1.5). This arrangement was used
to harmonize and incorporate the forces betweepak#ive and the negative energies within

the stage, represented and generated by the mssaa the dancers.



Fig. 1.11: Wen-su-Ko library, Ch’ing dynasty, 1782jnterior view of audience chamber,
Shen-yang, Liaoning. From Chung-Kuo mei shu ch’darehi, chien-chu i-shu pien, vol. 1,
Kung-tien chien-chu (Peking: Chung-Kuo chien-chu kumg-yeh ch’u-she 1987), pl.153
(Carey, 1999).

In response to Ingold’s discussion of how one’segigmces, knowledge, and creativity are
accumulated and shaped organically by the changamjext of the environment, and to
deepen my transcultural understanding through exgdhd invited musicians to participate in
the process of making music together with the dangea sequence of workshops. Over
time, this implementation gradually formed a reogal relationship, in which | strongly
experienced a kind of alchemical exchange as darae musicians started experimenting
by assimilating each other’s performative embodimehis, as the pictures in Fig. 1.12 (a-d)
show, was especially so in one of our sessions whang experimented with her
choreography by using the surface of the body @f Kblintanganto create different

platforms.



Fig. 1.12a Fig. 1.12b

Fig. 1.12c Fig. 1.12d

Tang selected five differelkulintanganwith different pitches, placed them on the floarda
started dancing on the instruments. While movind adjusting the spaces between each
instrument, the limited surface of the instrumel®d her to experience different body
movements and affected the way she choreographiethhee. Through my observation, this
choreographic activity then seemed to transfertimomusicians’ bodies.

For example, one of the musicians who playedrb&alkulintanganseemed to have
applied this ‘skill' in their musical performanceagtice. During the working process, she
assimilated Tang’s experimental behaviour and tereography into her practice, using
beaters to rub across the surface of the metagiata circular motion whilst moving and
changing the positions of the mekalintanganto create different forms of modes (Fig. 1.13)
with which her musical material in the later liverfpormance is associated. As the pitch order
of the instrument was constantly re-organized thhowt the performance, it created
interesting musical patterns and textures, a rippéeeffect between pitches and noises just

as Tang created noises as she adjusted the gortlys fhoor.



Fig. 1.13: A sketch illustrating the different mode played by the metakulitangan as the
gongs are moved into different positions

From these collaborative workshops, | created atedlation of musical events and decided
to weave all the findings, experiences, and knogéeldhad discovered and learnt throughout
the working process by staging a performance t@adeo the surface between my artistic
perception and physical experience. For the firdskerk, | staged the reciprocal relationship
of elements to unfold the musical as well as chgragehical activities of the previous

workshop stages. This allows the performers to ggeeand operate the vocabularies
between sound and the movement in a live situatiad, so further unlock and open up the
conversations between all these elements. | did thithout assigning any written

specification or using a musical score but throagirocess of exchange incorporating ideas



from all participants using words, notes, and dkedcdiagrams. This communication greatly
enriched real-time performance reactions from #réopmers.
The structural form of the 23-minute performancstafiation piece can be divided

into seven sections indicated with different themvéh an approximate timeline (Fig. 1.14).

First event Second event | Third event Fourth event Fifth event Sixth event
(*4mins) (*1min) (*4mins) (*4mins) (*5mins) (*6émins)
(**00:00) (**03:30) (**04:30) (**08:40) (**12:36) (**17:10)

The opening | Tracing the mark The whirling Choral section The dialogue The

of the space and kulintangan between the | conversation
the spacing speaking between the

within the stage gongs, dancer whirling
and sheng kulintangan

Fig. 1.14: (*) each event’s total approximate durabn (**) approx. starting time in the
video

In terms of form, these events are not meant taldsgned for rigidity or for restrictive
purposes but were a means of creating a situatioivigate amongst multiple voices in this
project where performers could express themselnescarrespond with others within an
open interactive space. While structuring thesensyd also chose to unfold the dialogue
between the dancers, the musicians, and the gastgllation in a more flexible way,
allowing a certain freedom of choice for the peariers to channel and strengthen their ideas
and energy easily through these activities, althotiggre are several fixed choreographic
events between the sections. In a sense, theittatjevas treated as an opened-ended score:
the movements, sounds, and energies become pattheoimaterials — components or
parameters within the notation. In other words, stege can be seen as a ‘moving’ score.
Although each event in the diagram above appeal®ta discrete structure with a strong

narrative form, my idea is that these musical evané not meant to be separated but should



be seen as comprising a whole within which the gieerarticulated and shared between the
events are interconnected. During the performagaeh performer has to observe and listen
to how others contributes and elicits reactiondsTilea was inspired by the first score |
made for Tang in which | wanted to bring a notidrsymbiosis to how elements and people
relate underlying a mutual sense of understatepljech conversation.

The first event provokes a sense of ‘in-betweerinesscrossing worlds between
static and non-static states. A feeling of pasgsent, and future co-existing through
breathing, waiting, and moving can be considerezl grelude in this performance. The
opening with thekulintanganand theslethemcreating a long duet passage with bow whilst
the dancers remain still. Following this is a lar@non-like choreographic passage created by
the dancers, projecting sometimes mirroring/symicedtrpatterns as well as traditional
kadazandusurchoreographic gestures combined with movementiiedrdrom the earlier
sections. This choreographic pattern, interperedratith a sometimes improvisational
language, is articulated using breathing as thehsymizing factor. The performers adjust

their body rhythm, energy, and articulation durihg performance (Fig. 1.15).

Fig. 1.15: A scene taken from the beginning of thierst event capturing the moment in
which the dancers use their breathing as a signabf communication purposes during
the performance



Through this, the dance creates signals for theammns who respond with a rather slow,
calm, meditative sort of musical situation and atpieere. Begun and led by the dancers, the
second event is a short transition to the followsegtion in which the dancers freely criss-
crossed the stage without touching the instrumértis. dancers proceeded by transforming
their body movements, imitating the gestural movatmef the twirling gong, using the
spaces in-between the whirling gongs hung on thgesaccompanied by an intermittent

repetitive pattern of sounds created by the shEmg 1.16).

Fig. 1.16: A scene from the second event portrayinfge moment how the dancer
assimilated the movement of the whirling gongs inttheir physical body

This activity will be terminated slowly in the latpassage as the performers shift to the
beginning of the third event, which begins withtarg-telling-like situation in which the
performers transform their bodies into gongs aad shaking contact with them by holding
them and covering their face with them like a magklst reciting a short poem about the

kadazandusunreation story (Fig. 1.17).



Fig. 1.17: A scene showing the dancers reciting pme to thekulintangan about the
kadazandusurcreation story

Having been twisted in the air after the recitatieach spinning whirling gong here creates
an interesting visual effect resonating to the livasic created from the ensemble as if they
were speaking, talking, and interacting with othditsis interactive activity creating a sense
of confusion resulting in an interesting spatideef with energies intertwined between the
visual, sonic, and kinetic elements throughoutptaeess in which the intensity of the music
from the ensemble as well as the dynamism of gongthe stage are gradually raised to the
extent where the dancers started speeding upatiiity.

The fourth event extended the performers’ voicegating a ritual-ceremonial
atmosphere, by bringing the musicians onto theeswith the dancers to perform, interact,
explore, and operate different sound worlds witthe gong installation, enriching and

bridging their performances by creating an imagirienoir’ (Fig. 1.18).



Fig. 1.18

Each performer continually imitated and responaethé sounds on the stage freely and in a
more personal and imaginative way. Although theepkglas not fully restricted and was left
to the preference of the performer, the procedwas thiat while playing or making a sound,
whilst choosing and playing the instrument on stageh performer had to re-imagine the
instrument’s sound that either they or the othezated and recreate this with their voices.
The fifth event provokes a very strong local ritsehse of performance, forming an
imaginary ‘trio’ setting inspired by the architecl setting and bringing the dance and

musical dialogue onto the stage with a solo daandra sheng player (Fig. 1.19).

Fig. 1.19



This gong trio, led by one of the musicians actiikg a conductor, creates a murmuring
speech or chant-like conversation that is shapedimtercut by a sometimes interlocking
rhythmic pattern. It is performed in an improvisatl manner whilst continually
corresponding and integrating indirectly and intétently with others elements, including
the dance solo and the music played by the shexygplThis spatial idea, pairing elements
of Chinese interior architecture and musical eles)eand formed by the positioning of
instruments and performer at opposing positiorthéroom, shows another example of how
| integrated and extended the hybrid elementsrimtavork.

The last section is a finale in which some of thevpus materials and activities,
including the ‘canon’ pattern of choreography a tipening as well as the scene of twisting
gongs, are recapitulated. The highlight of thidise¢ however, was the conversation that the

whirling gongs themselves created by chance (Fif2)1

Fig. 1.20

This happened during a moment of accidental cortatteen the whirling gongs, starting
from approximate 17:10, when one of the musiciansng the stage action started to move
the whirling kulintanganone by one freely across the stage. With so muohiement on

stage, thé&ulintanganwould sometimes accidently come into contact wélech other or one



of the performers. The resulting chance elememated an interesting situation in which the
whirling kulintanganon stage seemed to be talking not only to oklnétanganbut also to be
interacting with the dancers and the music from éneemble as equal partners, echoing
sound and movement with an irregular dialogue otrepuntal textures.

This constellation of musical activities engaginghwmusical and choreographical
elements through collaboration has given me an wppity to experience the practice and
the power of cultural exchange. It has provided with a deeper understanding of the
holistic interconnectivity between my work and athand how the collaboration forms and
hybridizes material. One of the challenges thaauehencountered throughout the exchange
especially during the improvisational performancaswthat although this notion of
intercultural exchange seemed ideal as a ‘passpwrtross into another territory to gain
knowledge for my work, the result of the exchantgelf in fact seemed to be pushing me
towards an unknown place that does not belong to particular party but itself. This
confusion happened especially during the live, mujgational performance when we barely
explained which material had we contributed or bewd from others. This led me to the
next step of questioning what sort of musical stsefa should be looking and focusing on;
what sort of dialogue should be held, delivered] @nesented; and how should I, as a

composer, respond to these in my musical worksutitranusical notation.



Chapter 2: Transcultural exchange

The transculture lies both inside and outside aibtag cultures...the transcultural
world is a unity of all cultures and nonculturdsattis, of those possibilities that have

not yet been realized. (Epstein, 2009, p. 33)

Transcultural studies as a field of inquiry does @mmploy one particular approach or
subscribe to one specific methodology. It is a wéhyseeing and opening up the
world. Transcultural literary interpretation focsd@st and foremost on literary texts

which are rich sources for the creation of meaniihtartinson, 2016, p. 1)

This chapter explores the practice of how culteathange can be instilled and
activated in musical contexts. Its first half cavethree works of mine starting with
Interfusion V — A Song for Herland continuing witiRe-sketch(esand Re-sketch(es) Il —
resurrection Each of these pieces works with fairly differemiisical ideas and formations,
but through the discussion | demonstrate the liaeafj how various musical ideas are
fragmented, re-shaped, and evolved using musid¢ation as a tool to work with materials in
rather more abstract, subjective, and personal Weys previously. The second half of this
chapter reflects on examples from other compos@ighere my contextual choices centre on
how one can raise one’s artistic awareness towaatises of cultural difference when
integrating intercultural materials. The centratds will concentrate on the process of my
personal musical/compositional practice rather tdafining, justifying, or criticizing the
distinctions between musicological terms and fraorg.

To deal with cultural complexity through exchangéhwpeople from different
backgrounds and communities, | started my resebyclooking at the distinction between

prefix terms used to describe exchange, for ingtaimter’, ‘multi’, and ‘trans’ (or ‘cross’)



(Marotta, 2014, pp.90-102). These terminologiesehasen explored by scholars, especially
from anthropological, philosophical, and socioladicareas, and have been used to
(re)formulate distinctions between parties from fedént cultural backgrounds and
communities, touching on the study of attitudesrahteristics, and the evolution of cultural
hybrids or ‘in-between subjects’ at different stagend levels (Park, 1919; Reuter, 1917,
1927; Trumbull, 1896; Van Gennep, 1960). In my pcac | have preferred the word
‘transcultural’ coined by the Cuban anthropologistrnando Ortiz in his boolkCuban
Counterpoint: Tobacco and Sugar: Contemporary \@rsiof Transculturalisn1947) as
most strongly resonant with my thinking and henéave used it throughout the discussion
in this chapter. One important idea that he pindedn using this term is a double-edged
phenomenon that is both enabling and destructivee Bonislaw Malinowski says in his
introduction to Ortiz’s text, transculturalism
is a process in which both parts of the equatiennaodified, a process from which a
new reality emerges, transformed and complex, &tydhat is not a mechanical
agglomeration of traits, not even a mosaic, butew phenomenongriginal and
independent.it is an exchange between two cultures, both ofntrective, both
contributing their sharg and both co-operatingto bring about a new reality of
civilization. (Malinowski, 1947, p. xi)
Malinowski’s description implies that such conteca cooperative exchange. In other words,
transcultural exchange, unlike other kinds of exgea does not mean assimilation into
another culture but the reconstruction of a newnfof identity in an equally active situation
beyond the surface of both territories. My focusealation to this discussion of transcultural
subject matter, however, does not primarily empeasa justification or critique of
anthropological studies or even necessarily theamtdges and disadvantages of which

methods, modalities, and aesthetics might be mereficial than the others. | am neither



establishing a specific paradigm nor suggestingrbst appropriate practical framework, but
looking for clues from various sociological exangptbat can act as guides for my work and
future research. Instead of drawing upon the diffees between the anthropological
literatures, | wanted to find my way towards a mawusical identity beyond discussions about

authenticity of surface that often arise arounchexgye processes.

2.1Interfusion V — A Song for Herh

Epstein, as quoted above (2009, p. 33), delineatézscinating clue for thinking about
transcultural thinking. He characterizes the tewgieaf a transcultural world towards traits of
its ‘trans’ element that is inclined towards ankoown zone’, something that is yet to be
discovered and explored. Guilherme and Dietz shat: t'This is where the interaction
between different cultures can transcend not oh&irtborders but also their interstices’
(Guilherme & Dietz, 2015, p. 8). It is a procesattiEntails an awareness of the multiple
timescales on which the discourse unfolds and altyalbto capitalize on the layered
simultaneity of various historical discourses oparnin the present’ (Kramsch & Uryu,
2012, p. 223). In other words, there is a new emgrgorld involving a highly intensified
interactivity that has yet to be revealed in whdifferent states, forces, and cultures are
interconnected, shared, and interpenetrated threamporal and cultural spaces. In order to
open up and access this ‘unknown zone’ and thid kihalchemical effect of exchange
whose result is a permeation between and beyorereliices, one must move beyond the
surface level of appearances to arrive at a nemigrging ‘world’.

To dive into this uncanny world, | started my fiestperiments by transferring aspects
of experiences with the previous gong installateord regenerating them into a musical
notation. To reconstruct the previous activitiesinotational formation that would express
how | experienced and wove together the musicahdd@ Interbreathment | chose to

remodel and unfold the musical dialogues within@erflexible yet abstract structure. | did



this by reimagining the interactive-gong spacdnbérbreathments being like a ‘room’ in

which | embedded a gong ensemble into a Westeenals setting (Fig. 2.).

Fig. 2.1: The actual instrumental setting during tle second performance held in Ghent
This gong ensemble embedded within the ensemliteeisded to act like the previous gong

installation as a kind of architectural space tbBhapes the performance. As with the
installation work, the gongs are imagined as if/tivere suspended presences between which
the instrumentalists weave a dance. For me, thggyoninterfusion V — A Song for Herh
function by bringing into play a set of ‘double-edgforces’ in the way they sustain, project,
and articulate presence and absence through t&anances. Performance activity in the
writing for Western instruments is juxtaposed aghthe slower moving temporal structure
of the gong events, and | tried to work with waypswhich the gongs would not only

reinforce the musical surfaces but also activateadyisms in the physical staging of the

8 Interfusion VA Song for Herlwas premiered by the Ensemble Discord Workshdghat
University of Huddersfield, St. Paul's Hall on"™March 2014, and in Ghent, Belgiuon
17" April 2014. This project was a student-initiatesll@boration between composers from
The University of Huddersfield and performers ofs€ird Ensemble (students from the
Manama programme, an advanced Masters course @ncsoltemporary performance at
Ghent Conservatory, Belgium, together with Ictussémble (Brussels) and Spectra
Ensemble.



ensemble. At the same time, | was also interestemtaating a two-dimensional layering of

materials that continually cross and exchange o §onic and visual levels.

The piece can be divided into five sections (Fig).2

Section 1 2 3 4 5
Bars 1-42 43-71 72-78 79-92 93-102
Rehearsal A-D E F G-H I
Mark
Musical Introduction Repetitive Gong ensemble| Double bass| Finale
Event musical pattern performance solo
Gong gong and gong and gong and
interaction instrument without gong without musical | instrument | instrument
playing instrument playing playing

Fig. 2.2: The formal structure ofInterfusion V — A Song for Herh
Each section consists of different ranges of mligieants with and without gongs. They are
strongly interconnected through repeated rhythnmattepns, pitches, and articulations in
overlapping phrases that echo one another.

The first section presents a highly interactivenfaf musical activities between the
gong and instrumental playing where the accentsdmt pitches, harmonics, and noises are
constantly articulated within a compulsive rhythrfri@mework. These rhythmic phrases are
folded into different sound qualities by a repebtethterchanging, assimilating, and
resolving manner of musical phrasing. The seconti®ecreates a contrast by confining and
channeling the previous energies into a long samaigr repetitive musical pattern operating
between open strings and overtones executed bgidhkle bass, as a motive to unfold the
entire dialogue in this section. The third sectiby,contrast, creates a ritual atmosphere by
revealing the gong ensemble in a rather slow,cstatid meditative atmosphere. Quickly
following the gong ensemble section is the doub#ssbsolo in which the musician
assimilates the shifting sonorities of the Chinesler, the guqgin, accompanied sometimes

by the horn, piano, and gong in a question—ansviepglie. The last section could be



regarded as a short finale recapitulating somehefprevious sonorities where the double
bass creates an echo of the gongs with a very lawnering tone, playing on the tailpiece
and also imitating the opening long murmuring pgesaeated by the horn.

Instead of designing a systematic model to strecaund form the musical parameters,
| used a rhythmic template, found in section thoé¢he work (Fig. 2.3), to form, develop,

and reinforce the interrelationship between theemls and sections.

Fig. 2.3:Interfusion V — A Song for Herh bar 72-75

This template comprises different musical patteingulses, and note values, including
triplets, quintuplets, and septuplets situated iwith common time. | distributed these
fragments across the piece to function as a ‘nésigaround which | could form and further
develop other musical parameters across the pidgus.was not always the case, however,
due to the fact that some of the materials traeglandividually, in terms of their sound
world, were actually taken from my experience & finevious installation work. In any case,
since the interconnectivity between the soundsthadctivities within the piece is meant to
be formed in organic rather than mechanistic wéys,function of these musical templates
was not so much to determine the musical parambtgrsnost importantly, to ‘purpose’ the
materials as well as activities. Taking the fiestnplate from bar 72 and 73 for example, |
transferred this into the opening section to forarger scope of space by augmenting its

form from four units to a 9/4 bar (Fig. 2.4).



Fig. 2.4:Interfusion V — A Song for Herh bar 1

The first beat of the original template now resideshe first and fifth beat, functioning as a
signifier to elicit the other musical parts. Outtlis downbeat signal, | elaborate the rhythmic
material in the horn part by creating a long muiimgipassage with a low E together with the
large gong (played by pianist) and accompanied tbhggsduet passages beginning at the
fourth beat. The string passages were actuallyweerfrominterbreathmentl have taken the

long duet created by thieulintanganand theslenthempassages at the beginning of that
performance and re-orchestrated the musical gesturé sonic behaviour into the violin and
the five-string double bass part. This new stringtdcentralizing a double octave interval on

B , appears with a fairly different musical texturelaspectrum of qualities moving between

normal to harmonic timbres. Such sonic behaviouretapitulated in the first section and
becomes more complex by forming interlocking dialkes between the gong and the
instruments. This can be seen, for instance, iBl{&ig. 2.5), in which the previous rhythmic

structure of the string passage has been compactddseparated into different musical



patterns, intertwined with the gong accompanimesteted by the horn and piano, crossing
and overlapping in different registers and artitales together with glissandi and natural

harmonics situated within a 7/4 time signature.

Fig. 2.5:Interfusion V — A Song for Herh bar 3

Another element from the installation that canrdaeed in this piece is the use of ‘breathing’
for communication and synchronization purposes mdurthe live performance. This
‘breathing’ material, however, functions in the mamt piece more like a signal that |
associate with controlling the dynamic forces bemvéension and release. For example, at
bar 8 (Fig. 2.6), | created a cohesive accent Isgrabling the musicians to form a short
attack between the passages in which the violaristulates his breathing whilst sustaining
and transferring this cohesiveness with left-handzipato just as the dancers in
Interbreathmentsynchronized their movement with others by usingirt breathing whilst

sustaining and bringing their energy to the nekivayg.

Fig. 2.6:Interfusion V — A Song for Herh bar 7-8



Such material has been further manipulated in dHeviing passage in bar 24, for example,
by extending the passage in a larger form, to exkpiwe musical texture by which the
breathing articulation has been re-orchestratestremgthen the interconnection between the
materials. Throughout the passage, this particulasical gesture has been further developed
by constantly changing different voicings of pitotaterials between the horn, violin, and
piano whilst the double bass creates a backgrouitid efferent forms of articulation

including natural harmonics, trills, and tremol&sy( 2.7).

Fig. 2.7: Interfusion V — A Song for Herh bar 24-27

One of the central sonic behaviours layered adiuspiece is the switching transformation
between two different sound qualities using thatrehship between the fundamental note
and its harmonics. This sonic behaviour alreadyurscén the first section in the strings’

trilled pitches between the fundamental note asch#rmonics across the open string. This

shifting manner is remodelled later by the doubdesdist, who uses his voice to create a



Mongolian overtone singing style while maintainithg fundamental note on the instrument

(Fig. 2.8).

Fig. 2.8:Interfusion V — A Song for Herh bar 20-21

This double-edged sonic behaviour is also transfieinto a long, repetitive sixteenth note

musical pattern (Fig. 2.9).

Fig. 2.9:Interfusion V — A Song for Herh bar 43
The character of this sonic fluctuation, howeveas been changed, bringing an even
rhythmic quality. The fluctuating sonic spectrumcieated by constantly articulating the
string whilst adjusting the bow’s pressure and ptssition between the bridge and the
fingerboard on the open string. This creates a skafrp multiphonic-like musical texture.
This simple musical pattern, which begins at barig3ised to form a larger scale of more
complex musical textures from a micro to macro ldwe gradually inviting other musical
instruments starting from bar 57 until 67 (Fig.®,lending with the horn solo at the fermata

of bar 71.



Fig. 2.10:Interfusion V — A Song for Herh bar 56-59

After the entry of the double bass, the horn, tioding then the piano follow, each of which
holds a repeated musical pattern. Instead of rgye#ite same musical pattern, however,
each line has been slightly adjusted, decorateld fidgtirishes in different registers and with
different techniques, dynamics, and articulations.

The sense of fragility is extended at section Genetthe double bass starts playing
pizzicato with a glass slide on the string to itatéhe glissando effect of the gugin. This is
one of the places in the work with a more direck lio a specifically Chinese performance
practice and is part of ongoing explorations ofvleeld of gugin performance and music as a

cultural model for organizing sound and silencg(Ri11 [a-b]).



Fig. 2.11a:Interfusion V — A Song for Herh bar 79-81

Fig. 2.11b:Interfusion V — A Song for Herh bar 85

2.2 Re-sketch(es)Sketches as maps

Maps are graphic representations that facilitatepatial understanding of things,

concepts, condition, processes, or events in theahuvorld. (Harley and Woodward,

1987, pg. xvi)

From the Greeks to Google Earth, it is not in tla¢ure of maps meaningfully to
change anything. Instead, maps offer arguments @ogositions; they define,
recreate, shape and mediate. Invariably, they &ddoto reach their objectives.

(Brotton, 2012, pg. 16)

In the summer of 2014, | participated in the Atlas Lab organized by the Atlas
Academy at the Conservatorium van Amsterdam, avweek summer course at which
invited musicians, composers, and musicologistddceuplore potential musical dialogues
between ‘West’ and ‘East’. One of the excitemerftparticipating in this summer course
was that each composer had an opportunity to ex@lorery specific ensemble combination

of Eastern and Western musical instruments andakées to work closely with musicians



from different cultural backgrounds and nationa#tiincluding China, Central Asia, and
Eastern Europe. In my project, | was assigned tckwiath a highly unusual instrumentation
made up of duduk, shakuhachkh , Chinesetraditional soprano shenguzheng, erhu, and
cello. I found it very difficult to work with such highly diverse instrumentation and with
musicians who were not all necessarily familiar camfortable with Western musical
notation. This challenge led to questions relatmgnotation and the level of determination
needed, to the role of ambiguity as a musical vadmel the balance of authority in judging
stable and unstable elements in the makeup ofdbie sSuch questions were key to how |
thought about the project. That is, how could tHfsacommon language for exchange when
the musicians came from such different musicaliticats and practices? What could | learn
from composing with more open forms?

Finding a way to reconcile these cultural differesicl was highly aware of the
boundaries of the various musicians’ cultural teryi. To bring these musicians together
without losing their values, cultures, and musiggdctices, and somehow not compromise
these within a contemporary musical sound world,stmgtegy was to create a platform for
holding a cultural dialogue for the players to ratg¢ through music. | wanted to avoid
creating a competitive situation where the musgiare encountered as exotic examples. My
response was to create a score with more openraptiigal elements like a sketch so as to

facilitate the musical exchange (Fig. 2.12).
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My sketch was to be a type of map, a navigatiooal tor the performers both in terms of
how they could move across the musical space ia &and as a source of clues for musical
behaviours within that space. The distinction betvéhe finished result and the process of
the action was something | played with in making work.

The piece, is formed of three different parts saefgal by three tuning sessions located

at the beginning of each part (Fig. 2.13).

First part (page one)

18! tuning session

Rehearsal A B C
marks
Musical Trio between duduk, shakuhachi, ~Changing musical texture Subdivided-
event and guzheng moving from standard tone| interaction (indicated
quality to harmonic tone by the arrows):
quality contrapuntal musical
dialogues created
through individual
improvisation
Second part (page two and three)
2" tuning session
Rehearsal D E F G H
marks
Musical Single-note A short transitional| A dramatic transitional passage Layers and
event transformation | melody created by| consisting of a wide range of textures
duduk registers, speeds, articulationssustained in the
and musical textures. high register
Third part (page four)
39 tuning session
Rehearsal I J K
marks
Musical Duet between duduk, shakuhachi Recapitulationraflsinote | Changing the tone
event transformation quality moving from
instrumental playing
into human voice

Fig. 2.13

Each part has been subdivided by sections demdraéiiie rehearsal marks (letters from A to

K) representing a musical event. Each section pesvidirections and materials including



registral ranges, dynamic marks, performance respaakd symbols indicating different
extended techniques, guiding how the musicianserétaone another throughout the process
of exchange and how the musical dialogues andigesivshould flow and correspond. The
tuning sessions between the events can be seefoan af transition to be regarded as part
of the performance itself, functioning as a pladenusicking(Small, 1998) to create a
situation in which the musicians are given a chatacebserve and access other cultural
sound worlds. Although improvisation plays an intpat role in this project, having a
structure govern the overall musical activity medtret it is intended to be seen as a whole
piece rather than as a patchwork. One might attgatestach of these tuning moments within a
passage seems to divide the performance and relattd to the musical material, but to me,
they act like greetings, signals to enable andiénethers to come into the same mental and
emotional space before the other kinds of dialdgke place.

The performance, in terms of its sound world, iap&d through different forms of
transformation, starting with a trio performed hyddk, shakuhachi, and guzheng, which is
gradually developed in the following section aseotlinstruments join to increase the
intensity and dynamism, and to form a harmonicuextThe sheng creates a constellation of
different forms of traditional and non-traditior@iords, accompanied by erhu and cello who
fill and decorate the background with lines andni@mics. This music’s interactivity
becomes even more complex in the following sectaarting at the second bar of letter B,
from where | have created a subdivided-interactiodicated by the arrows) to form a sort of
contrapuntal performative situation in which sonigh® musicians are assigned to act and
react to a specific person so that the dialogue thedengagement between the musicians
becomes even more layered and organic.

Unlike the previous section, the second part, is@arfrom letter D, begins with a

single-note passage sustained by the guzheng gmésgsented in a rather quiet situation in



which the musician creates a drone-like effect viaitlov on the lowest string (ABb) until
letter F. This projection of a rather long, quietditative situation is developed in the
following section when other musicians join to d¢esyers and textures moving towards
interlocking musical activity, in which the dudukderhu create a duet of melodies whilst
others (shakuhachi and cello) form a backgrounaeel with extended techniques around
the drone. At the end of letter D the guzheng playis various forms of vibratos by bending
the strings continually in different dynamics ammeeds whilst constantly re-adjusting the
bow position toward the bridge to change the colwiuthe drone’s character into a rather
metallic, distorted sound (Fig. 2.14). Followingsthstarting at letter F, is a short transitional
passage led by the strings as well as the mouthinergvhich enters after the strings (Fig.
2.15). Here, the musicians entered a rapturousatgitu with energies, speeds, and
articulations starting from lower to high registercreate intertwined forces between tension
and release. Recapitulated and extended from thequis parts, the third section remodels a
mixture of expressive elements by recasting the dith dudukand shakuhachi into a rather
high-keyed, passionate, and spiritual atmospheseyell as by recapitulating the ‘drone’
created by the guzheng to weave different formswaesical activities to create contrasts and
forces between unification and separation. In perémce, however, the music gradually
became soft, quiet, and blurred at the end of thssgge when the musicians started
vocalizing and blending their sounds (with and withtheir instruments) with others to

become as one, creating a sense of timbral homige(igg. 2.16).
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This experience of working with ways of transmigtimformation across several layers of
indeterminacy using strategies of dialogues andtingaispaces gave me a deeper
understanding of the role of ambiguity within my nkoThe aesthetic value of the map-
sketch for me lies in the way it opens up a spacéhle musicians to keep their attention on a
more ambiguous state of continual anticipation e tdevelopment of the music’s
‘becoming’. My main focus, however, was on the rsoue aspect of the structure in which a
moment of action is part of a process of obsenand redrawing things that have already
been traced. In this way, the score is a map whotaion is unfinished. The score remains a
sketch that seeks to offer traces of a processstablshing and re-visiting marks whose
result will never be a finished work. Rather, therkvlies in the process of discovering
different ways through situations in which mateyiabn be re-purposed by the musicians as
they respond to one another. | can make a link éetwthis idea of sketching and
interpersonal negotiations on a cross-cultural tfratnere my interest was not only in
highlighting the final decision-making agreementween parties but also in foregrounding
the process of tracing the agreement. Traces firi@ ne music by an interaction to discover
the other possibilities shaped by the processyaidrto find connection, refining a dialogue
and then reflecting back on the interaction. Whaemes from the body and the instrument
is another model of language that, in various iasirggly internalized ways, produces
another musical surface of unpredictable tracesdimdgues as layers of actions echo and
magnify various forms of paradoxical combinatiorss musicians come together and pull
apart.

2.3Re-sketch(es) Il — Resurrectiodmprovisational sketch

The last work of this series is presented as & hdtated score that combines gugin, and pipa
with a Western ensemble consisting of gugin and pith a Western ensemble consisting

of; alto flute, oboe, Bb clarinet/bass clarineglwi, viola, and cello. Taking the approach to



notation as a ‘sketch’ or map still further, | démidl to borrow the improvisational

components | created in the Re-sketch(es) andnese to scaffold the form of the ensemble
work so as to reshape the otherness of an ‘unkrmnme’ in a rather abstract and intuitive
way. The music, in terms of its structural form,swaspired by the previous material and

activity set up in Re-sketch(es) (Fig. 2.17).

Fig. 2.17

| started looking at the passage between types wudical activities triggered by either
specific or more open notation. | translated thsigle of the material, reconstructing and
reframing the musical activities and its dialoguesa rather free, flexible, and abstract
manner. This approach offered me a window in whiclould activate, deactivate, and re-
activate the other expressive possibilities. Anneple of how | treated the materials is that |
created a two-part gugisolo, which shared similar materials presented wdiffierent
notational systems, to create a dialogue betweshilisg and instability. The first solo (Fig.
2.18a), situated at the beginning, represents ttiemof stability and clarity, within which
materials such as the rhythmic patterns, metetsadiculations are specified. The exception
is with regard to the dynamics, where decisions lafieto the performer based on their
musicality. However, the second guaiolo (Fig. 2.18b), situated at the end of the wbsk,

contrast, uses spatial notation to represent #resfiormation of time in which there is more



uncertainty as to the placement of materials so tthe music can be interpreted in a more

flexible and personal way by the musician.

Fig. 2.18a:Re-sketch(es) Il — Resurrectiobar 7-24

Fig. 2.18b:Re-sketch(es) Il — Resurrectiobar 69-85



My work in recuperating aspects of the strong eigoees | had withinterbreathmenand its
gong-interactive performance focuses on questidnsow to trace my experiences of the
interlocking impact of sound and body. Within thisy focus is on materials which can be
folded into each other in a rather unstable manmnbis transformation effect of crossing
different musical surfaces and voices within a @enance to create different and multiple
identities and characters is a key component of hatwnk of my intercultural work, for
which | have found inspiration in the work of a nben of composers of Asian background
including fellow Malaysian-Chinese composers obéter generation, Chong Kee Yong and
Yii Kah Hoh. My initial cultural references havedreChinese composers such as Chou Wen
Chung, Tan Dun, and Zhou Long, but | have triedntove away from more specifically
Chinese frames of references to purposely veil ethelements, hence the interest in
mechanisms and philosophies of exchange and trangfion at a more abstract level that
underpin my research.

Composers working at subtle levels of timbral apdcsral transformation such as
Salvatore Sciarrino and Giacinto Scelsi (sonicatig philosophically in terms of Asian ritual
forms), and works such as Kaija Saariah8ig Japanese gardend993/96) provide an
extensive background in terms of musical technigHesvever, in terms of exploring timbral
and musical transformation within the context ajss-cultural identity formation, the work
of Liza Lim is a key reference, ranging from herrlvavith Aboriginal cultural aesthetics —
for example the workSongs found in drearf2005), Invisibility (2009),Pearl, Ochre, Hair
String (2010) — to more recent work in which the culturaldels are more hidden. Of interest
to me is the way intercultural thinking is transfmd into more abstract strategies that
reinforce the complexity and expressive range okioal performance. For example, in
Lim’s violin concerto,Speak, Be silenf2014), (Fig. 2.19) the rough sonic element that

represented Aboriginal shimmer in earlier worksdmes a mechanism for bridging highly



disparate instrumental worlds — the solo violin &mé percussion section. In the piece, the
musicians have to switch their instruments intelenily to a woodblock played with a guiro
stick to create a highly irregular, massive, rapetiinsect-musical-pattern which articulates

the interlocking dialogues between the ensemblelamdgoloist.

Fig. 2.19:

An excerpt from Speak, Be silentbar 63-65,demonstrating the moment in which the
woodwind and string musicians played woodblocks antbrmed a tutti sound world as a
unit to create an interlocking dialogue between theiolin solo, the harp, and the
percussion (hand drum and guiro)



A seemingly similar approach to the exchange dfrumsental voices can be seen in Chong
Kee Yong's works especially, for example, his chamivork Song of farewell 2012),

for boy soprano, traditional soprano sheng, choifour groups and six percussion;jsits
which the composer blurs the identity of the chdiysasking them to switch between their
voices andXun (an accident Chinese traditional wind instrumeiijing the performance
projecting different noisy, layering backgroundcteate dialogues with other instruments on
stage. However, in response to transcultural thmkn cultural music exchange, what | have
discovered is that each composer has differeninsents, musical/compositional practices,
and aesthetics. Tan Dunlhe Map for example explores different traditional Chinese-folk

musical elements in the form of a nine-movementtrmiédia concerto grosso (Fig. 2.20).

Fig. 2.20:a scene taken from the videolan Dun: The Map showing how the solo cellist
engages the singer performing the antiphonal Miaoocal tradition through multi-media
on a live performance stage

One of the important elements of the work is hogvehtire musical dialogue unfolds through
the use of a series of filmed and field recorditgeen from different ethnic minorities in
China, capturing the musical life of the Tuija, Mjeand Dong. What Tan Dun did was to

borrow and project these resources in their puage sbn the video screen as part of his



musical material whilst simultaneously explorindgfelient musical textures and timbres in
their orchestral accompaniment.

This approach seems to have become his personehipark in terms of how he
values and integrates the exchange with other regdtby gathering collaborators together
through multi-media resources. This particular moflexchange can be seen especially in
one of his most recent collaborative workiy Shu in which he explores a disappearing
written form of traditional Chinese character ceghbtnd passed on by women in Hunan.
Similarly to The Map he utilized twelve ‘micro films’ derived from higeldwork recordings
as part of the musical components and materiadpém up and unfold the dialogues between
the stories of the women on film, the orchestral, e harp soloist. However, although using
technology for this purpose seemed an ideal waytleraudience to visualize easily the
interactivity between the performer and the michms, by maintaining a separation between
the tradition as ‘found material’ and the othemedats, such an exchanging strategy seemed
problematic due to the rigidity and the fixationtbg video itself — creating an antagonism
between the video and the performers (and viceayers

Instead of using technology as a way to mediattu@llexchange between different
traditions, Yii Kah Hoe uses live representatiofiwvery different cultural worlds of sound
and image. For example, in one of his wolBayang an orchestral piece written for Malay
wayang kulit(shadow puppet theatre) and Chinese orchestra 2E24), Yii gathered two

cultural elements that are traditionally neverimague on stage.



Fig. 2.2

Throughout the performance, the Chinese orchesftratantly synchronize their playing with
the live puppet show conducted by tedang (the puppeteer), and the the musical texture is
used to support and amplify the movement, speed, ®mamism of each character in
different scenes. Nevertheless, although the esilii’'s and Tan’s work are different, to
me their approaches share a similar attitude tosvire idea of exchange between different
cultures and orchestras in that each culture resns@parately contained. This particular
formation of cultural exchange can also be seeth@& use of quotation in Takemitsu’'s
November Stepfl967), or even to some extent in Beri@mfonia(1968-1969), although
both of them claim a different agenda in their wdealien cultural materials for purely
musical purposes. Of stronger interest to me is oh&ii's works called My Spirit is
Dancing!, a solo work (Fig. 2.22) that explores a tradidbBalinese war dance called the
Baris dance (Fig. 2.23) in which Yii replicates fBalinese gamelan sonorities on the piano
with the choreographic movement of the traditiotahce form reformulated in the notation

of hand and foot gestures for the pianist.

® http://lwww.yiikahhoe.com/uploads/3/7/7/8/377894218781 _orig.jpg



Fig. 2.22



Fig. 2.23°
Yii embeds an imaginary Balinese gamelan ensembte the piano, capturing the

interlocking energy between the gamelan and datereate a contrapuntal performance
between the hands playing the piano, a part forpibeist's feet stamping on the floor
(middle stave), and hand gestures performed imith@pper stave). During the performance,
the performer has to create a ‘dance’ by movinggtersical body whilst performing the
piece, assimilating the chorographical gestures Balinese dancer moving their body whilst

performing on and around the piano (Fig. 2.24).

Fig. 2.24: The pianist (Tomoko Honda) performing sme of the hand gestures from the
Baris dance in Yii Kah Hoe’'sMy Spirit is Dancing!
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These perfomative elements create a highly fasomamterlocking result. To me, this is a
highly successful example of a more in-depth fofrtranscultural exchange than a work like
Kagel's Exoticg which is rather problematic. In Kagel's work, thepresentation of the
performative gestures, instrumentation, and usenaferials from Asian as well as other
cultural sources, is, to me as a composer fromHgast Asia, rather too superficial. This
problem can be seen, for example, in one of thdymtons given by the sixtrum percussion
ensemble during théVINM musical festival at Montréal, 2013n which the (male)
performers appeared in tuxedos with hats from gfie cultures, created several musical
events including dancing a sort of processionalaticeremony (or musical carnival so to
speak), snake charming, and an Asian-flavoured driagn performance (with Chinese
calligraphy background) executed together withedéht Eastern musical instrumehtSuch
cultural showcasing may lead to a false interpi@tabdf certain cultural references by the
audience. For example, a rather negative interppataan be founded in another production
given on 19 September in 2014 during the Ultima Oslo conterapomusic festival by
Ensemble Modern, at which instruments such as gandsarebabwere carelessly handled
by the musicians, who threw them around on stagengluthe performance. Such
performative behaviour may lead to cultural misappiation, causing disrespect to the
cultural fabric of the instruments and the perfong®of the tradition. The key is that most of
these instruments are regarded as ‘power objeotstifual purposes; such instruments,
especially in the Southeast Asia region, like Iregian gongs, would be highly revered and
never handled or approached without spiritual offgs and ritual preparation. In contrast to
Kagel, in terms of the handling and reinterpretatid such powerful instruments, instead of
keeping the purity form of the instruments, AloysiGuwardi, an Indonesian composer,

instrument maker, and gamelan expert, built a nundfe metal forms of percussive

11 https://www.youtube.com/watch?v=qgQ2vMNg4jQ



instruments including giant gambang motorized nhghlones, enormous African-inspired-
giant gambang xylophones, and hydraulic waterefilbamboo flutes, reforming the setting,
the performativity, and the acoustic quality of thaditional instruments to create a sort of

metallic gong installation ajamelan.

Fig. 2.25: The actual instrumental layout inone of Suwardi’s latest worksPlanet
Harmonik *?

In my work, Interbreathmenthowever, the identity of the gongs, including & hanging
kulingtanganis changed; they are no longer treated as arumsint but as part of the body
of the installation itself. The extensive use @&péaking gongs’ is another interpretation of
mine that shows that such power objects are beamglled in a reasonable manner. Another
example, in response to the ‘throwing gong manrar, be found in the final section of the
performance as the whirlingulintangan were being thrown intentionally by one of the
musicians, recreating space and spacing betweanftirenteractive purposes.

In order to create a permeation beyond the sud#dterences, trans or cross-cultural
exchange, regardless of peoples, cultures, evengsjen objects should not, | believe, focus

purely on foregrounding the surface features. Bdseto engage and interact with living

12 https:/lwww.youtube.com/watch?v=0b3KjHasOuY



traditions and performance practices. In my practichave tended to look for ways to re-
formulate cultural materials. My strategy is nanparily about assimilating cultural traits but
about finding a new character from the exchangeréstingly, what | have realized from my
experiences is that this notion of blurring througkchange is not meant to result in a
distancing; nor does it forbid connections betwedierences. Rather, it is by observing and
recognizing a new kind of networking relationshigtieen things that a dialogue can be
established in a productive way in which | foundysaf expressing the ambiguity of
collaboration that has become an important themrmyirwork. This notion of transference or
translation of aspects through interactive acteitio form and achieve a new material that
has been blurred and distorted from one work taherooffers me a glimpse of a multi-
layered, interactive, fluid form. Perhaps it istpairthe trait of transcultural thinking or what
Martinson describes as: ‘The knowledge that is raiwone’s disposal creates a field of
activity in which the permeation and intermixingafitures of all sorts are understood not in
their particularity but in their reciprocal relatig (Martinson, 2016, p. 3). This sense of
fluidity, with its inconsistency and instability imarying states of crossing and emerging
states, reforming and deforming between differgratces and times, directed me to look at
aspects of traditional aural/oral transmissioneimmts of a living process of interconnectivity.
Of interest are the ways in which information isestd and flourishes between the cracks in
the process of being passed down. What results fhremmultiplicity of oneself permeated
with another after the initial encounters and dohf a collaboration? And how are these
differences transformed through that passage? Hmwtle unpredictability of aural/oral
interaction be transformed into new and emergirngasmand be activated in a compositional

practice?



Chapter 3: An aural/oral transmission and transformation of a family treasure: Yu Moi

No culture stays static, it's in constant dialoguth everything around it. (Lim, 2010,

p. 27-28)

3.1 The concept of aural/oral transmission

In early 2014, | started an experimental projedtaborating with Anna Chong Kee Xin, a
Malaysian-Chinese folk singer/song-writer basedKimla Lumpur. The proposal for the
collaboration was to explore and reflect on somenof creative interests and ideas
concerning subjects including aural/oral transmissmusic notation, and the Chinese Hakka
( ) dialect. We agreed early on before starting thialooration to explore possible ways of
approaching an individualized performance practsewell as to experiment with our
working methodology. In terms of the final outconti@s collaboration aimed to arrive at a
contemporary interpretation of Chinese traditiorfs tansmission by finding different
modalities of interpretation and presenting thena irather unconventional way. We began
with a long-distance-working approach to the projeleereby most of the early exchange (in
terms of ideas, discussion, and information suchatss and recordings) was done virtually
through e-mail and Skype. This approach was ihytialbig challenge for us as we agreed
that we would begin without a specific agenda aeepkthe working process and its
development quite open and flexible. However, numecrete ideas as well as firm decisions
were begun in the middle of November 2014, andfiheshed” work was recorded on the
10" of December 2014 at Plan A studio in Kuala Lumpdajaysia.

Aural/oral traditions, in general, whether foundhe West or East, can be considered
the oldest forms of knowledge transmission. Thishis traditional way in which personal
skills, knowledge, and experience are passed dawah,is how the predecessor imparts the
essences of their very personal own recipe to shecessor. My particular interest in this

form of cultural learning activity is with the press of becoming that lies within the



transmission process. As a way of preserving, tearnisg, and creating something, | found
that this way of cultural transmission activitysisongly connected to Ingold’s ‘in-between-
ness’ idea (2015, p. 120-122) discussed earlieravtnaditional aural/oral transmission is not
only a movement of exchange but, at the same @npepcess of self-growing. For example,
like the very popular children’s game ‘Chinese Vieis’ (or ‘Telephone)) the message
whispered and passed on by one person (the sa altgnator or predecessor’) undergoes
an inevitable process of change and distortioniss&pancies in the message accumulate as
it is passed from person to person. Discovering, @dacussinghe differences and the way
the message changes its meaningdiyparing the end result withe original version is the
most fun part of this game.

A distortive process of transmission such as inn€se Whispers’ is at play in the the
Yu Moi project and | was fascinated to explore how aural/dransmission conveys
knowledge which is transformed as it is, transfr€m Ingold, in his lecture note ‘To
Learn Is to Improvise a Movement along a Way ofLif2010), argues that ‘Knowledge
cannot be transmitted directly because the ideakih@awledge is transmitted separates out
the knowledge that is transmitted from the pramtigér in which it is enacted’. The original
information provided by the first person in theldren’s game for instance, may turn into
something completely different due to the accunnaganterpolation over time in the process
of re-telling. So too, with cultural transmissiaifie so-called original is remade in each
iteration where it accumulates an element of eagtsqm through which it passes. The
distortion is the trace of the person and their ctany.

As it is passed down the line from the predecestw,form of the knowledge
becomes more disparate, and, | would contend, besd®ess important, or even irrelevant to
the successor due to the process of its dilutiamwéver, as a composer, instead of over-

highlighting either the distance or the proximity s dis-connectivity, | find these



differences and distortions intriguing, and intéresin the way they suggest themselves as
otherness, a manifestation of a new existencenlIncake a connection here kiza Lim’'s
statement that there is no absolute cultural pub#gause no culture, including hybrid
culture, stays static but constantly grows andrithes, and its ‘liveness’ will be changing
and growing from one generation to another throdgihogues with other cultures, things,
and people from time to time. To me, this notion ‘bé-coming’ to otherness by
accumulating the erroneousness of an individuakskmthe mark of one’s re-translation
through the recursive moment is the most valudiileggt The movement through space and
time of this particular moment inseparably contsube inconsistency of its interactive
activities over time until it reaches a certainrpavhen a new interpretation, a new ‘world’,
will be revealed.

Taking this direction of thinking into my worku Moi | was concerned with the
cultural embodiment of how one physical body, tlgtowsound, can re-inscribe memory,
reflecting, re-translating, and connecting baclkatoultural lineage. | wondered how these
values, the meanings, and the purpose of this /ammbltraditional practice could find
expressive form in my musical world. Does the sasoe receive only the pure information
of the knowledge they learnt from his/her predeaes8y copying directly throughout the
process of learning along with the predecessor,twhal of translation is made by the
successor through responding, practising, andarestating during that process? Is the
knowledge that is being (re)translated over a peoictime still relevant? How are these new
translations being brought forward? What kind obtgiaterpretation will be made in the
future? Nevertheless, how do |, as a composerglaimd tackle these concerns, problems,
and solutions and bring them into the project; fawesthese discussions to which my current

musical practice has related reflected in my wot®at do |, as a composer, as a successor,



want to rethink with regards to the knowledge | dagceived, learnt, and understood from
the lineage of my own ancestral Lee family?
3.2 Hakka children’s rhyme: A Lee family ‘treasure’
In 2003, a very special task for my family — asagyé Chinese family of Hakka descent —
was to carry out the old Hakka tradition of celeéimgan important cultural event. It was my
grandfather’s 80 birthday, hisshoubirthday (the Chinese character is written aswvhich
literally means longevity of life). My father wasp@ointed to organize the family
performance. While considering the content of tmmify performance, my father wanted to
make a sort of ‘bridge’ to the new generation (reyperation) that highlighted the ‘mark’ that
represented the lineage of our Lee family and prébdte to an important legendary senior in
our family, my great-grandfather. In this regardy father therefore considered that this
would be an appropriate time for him to pass dowmething meaningful to this new
generation through performance. That something what he had learnt from his own
grandfather (my great-grandfather) during his diold. It is a family poem, an old
traditional Chinese Hakka children’s rhyme (see Bid). An English translation follows:
Good time to grow ginger, when the moon is bright.
When ginger starts to sprout, good time to grow lbaon
When bamboo starts to flower, good time to growanel
And good time was ruined by naughty grandkids; deding upon the melon field
Plucking, eating fruits yet to ripen and sellingrthwhilst still undersized.
In fury, grandpa picked up the cane, to let gradslkaste the pain.
So grandkids took flight, with grandma rearing ight at grandpa’s maddening pursuit.
They ran up to the hill, then yielding to tracklési$ top, they took to climbing tree.

Grandma went all the way; climbed too but fell.



Landing hard with twinkled eyes.
And breathless grandpa.
Whiskers stiffening from fumes of helpless rage,
Snarling at rascal grandkids way up on the tree.

(Translation provided by my father, Gabriel Lee Kdim)

Most of the family members in my generation arebl@do speak either Hakka dialect or
Mandarin, primarily because they received an Ehgdgducation at school. Secondly, most of
their parents do not speak the Hakka dialect ta tteldren but instead use English as a
common language in their daily communication. Tfaes only the three eldest sons, my
elder brother, elder cousin, and myself, were taugk so-called ‘family treasure’ and
chosen to recite the poem at the family gatheridgcording to my father, my great-
grandfather was then not only the most respectesbpean the local community, from my
father's generation’s perspective; he was alsarbst intelligent, multi-talented story-teller,
able to perform numerous classic traditional Crenidakka recitations, folk-songs, and tales.
When [ learnt this family poem (without a title)whs told that it was part of an oral tradition
passed down from my father’'s great-grandfatherhim& | discovered, however, that one of
the popular titles by which the poem is known ie tHakka community is ‘The Bright
Moon’, or in Chinese

Huang (2010) has investigated and documented diftenterpretations of this poem,
focusing on Hakka nursery rhymes in Taiwan thait stéth the phrase ‘the bright moon’.
One exciting discovery for me in Huang'’s thesis Wasfifteen similar versions of the poem
that share the same opening phrase. In these nerfiom different areas in Taiwan, the
words, the pronunciation, and the phrases of tiegnpdiffer, so changing the meaning of the
content itself. It is believed that this poem iscay the most widely disseminated and

circulated among the Hakka people, especially thoggating from China to other places,



especially in Southeast Asia. For most Malaysiakkdaeople in Sabah, the poem is easily
recognized — especially by my grandfather and fathgeneration. For instance, Anna’s
father (also a Hakkanese), whose family migratesinfra different region of China,
recognizes the title of the poem, but not our fgisiparticular version. This discovery of the
poem’s many versions and the fluidity of the poefoisn as transformed through processes
of migration and imprecise transmission encouragedo explore ideas of transmission and
transformation in this collaborative project.

To use the poem as material in our aural/oral tresson experiment, the poem was
laid out as Chinese characters arranged in thé&itnaal way (in vertical columns and read
from right to left). | analysed the poem, markirgylparts of the text with colours as shown
below (Fig. 3.1) with my combination and groupinf words and phrases, suggesting

possible and interesting ways of reciting and alditng the words within the poem.

Fig. 3.1: ‘The Bright Moon’ Hakka poem marked with different numbers and colours
showing possible structural correlations

For instance, the words circled in pink share thme rhyme scheme with other

words. Another interesting example, in terms of gide word combination and sound



recitation, can be found with the two lines colalred and indicated with a circled number
one (top) and ‘two’ (below) suggesting the textrbad horizontally from right to left. These
show a similar structural form of phrasing, repegitsome of the words at the beginning to
create a sense of unity in the poem. For examipéefitst five words in phrase number one
are while the phrase at number two is . With this example, one can
clearly recognize a feasible relationship betwelea s$tructural form and the sounding
recitation. By considering the meaning, soundstepas, and structure of recitation, this
approach allowed me to look at the text in a new,weatending the possible interpretations
of this poem.

3.3 The origin of the sound material ofYyu Moi: The gugin solo recordings

In addition to the Hakka poem, another importantemal in this project is the sound
recording which | sent to Anna before starting thigeriment. The recording is of my
previous workRe-Sketch(es) Il — Resurrecti(?014) for an East/West instrumental chamber
group of alto flute, oboe, (bass) clarinet, gugima, and string trio, premiered by the New
Music Ensemble and MCI Classical Chinese Music Eide during the 2014 MCI
international composition competition’s finalistencert at the Royal Danish Academy. What
| did with this recording is extract the two sokctons played by the guq(discussed at the
end of Chapter 2). This recording was utilized dgrihe following stage of our experiment

as an aural score for Anna to work with in an inyisational way.

3.4 An idiomatic process of ‘retranslation’: A process of transformation and its
transformation from music instrument to human voice

The key idea of this part of the experiment wasekplore the feasible changes and
developments of the idea of passing on or trangmittetween two different parties (in this
case, the recording and Anna herself). | wantedtakee the powerful experience of
transmission in learning and performing the famigem and to embody that in the

collaboration with Anna. Two pieces of equipmerd ficrophone and a laptop along with



music editing software Cubase 5 — were set up tinbéhis aural/oral transmission
experiment. These pieces of equipment functionedobews: firstly, they were used to
document all of Anna’s transcription recordingsza®ly, to bring all these recordings back
into our discussion through e-mail and Skype fothexge purposes in the course of our
long-distance collaboration. What | wanted to ses e emergent processes of transmission
and transformation in which two important materi#th® gugin recording and the poem, were
reproduced and retranslated using a human voice.

The following experiment in this process of transsion is quite direct yet restricted:
Anna listened to the guqin recording with headplscered recorded her own vocal realization
of the music without reading or knowing the oridimausical notation beforehand. Since
Anna had to quickly formulate her ideas by mimigkand replicating the sound of the gugin
recording, each of the transcription recordingaulted in many different and interesting
materials that did not sound similar to how theg hatually been played by the guqin. There
were six transcription recordings in total fromstipiart of the experimentation; each of them
was saved separately into four different folderegarized and named in order from ‘first

stage’ to ‘fourth stage’ (Fig. 3.2).

Stages 1 2 3 4
Label gugin Part one Part Completed with Full length Final
imitation three extended idea performance recording
Duration | 2 minutes 2' 27 2'13” 3'33” 927" 10”
Text random random recited orderly ~ Random (sometimes without the text) Random
chosen from the (sometimes
beginning of without the
the poem text)
Original gugin gugin gugin gugin recording (firstf completed| part full length
sources | recording | imitation recording part solo) with three | performance
(first part (second part extended
solo) s0lo) idea
Fig. 3.2

3.4 (a) First stage
What | found interesting from this first trial treeription recording was how different Anna’s
interpretation sounded compared with the guqin nding. The most interesting sounds

occurred when Anna was not able to accurately aafdi or translate the sound effects or



techniques of the guqgin due to the limitation ofher her vocal range or her singing
technigue. Therefore, in thinking about the besy wareplicate those challenging sounds
played by the gugin in her transcription, Annaaayfulated the ideas by using another more
idiomatic way to recode them based on her persoredtive imagination. This projected
another imaginative characteristic quality thatgesied the sound world of gugin in different
form. For instance, responding to the techniquthefarpeggio strumming effect played by
the guqgin, Anna distorted her voice by projectingnaltiphonic sound quality in order to
create the effect of multiple sounds. Another examp terms of expressing and interpreting
the guqin’s sound world, is Anna’s use of a sol-lginging technique to create a breathy
kind of noise correlated with the guqin’s ‘rubbirsgring’ effect. Also, to replicate the
changing vibrato effect created by the guqgin, Arussed a hand muting technique to
reproduce similar results. One might think of thesands as the failed results of translation
in this experiment. However, | saw these so-cafltlires positively, regarding them as
rewards of this experiment, connected to a cora aldhow one might receive and respond to
the first-hand information, a reflection of Annalseper understanding and interpretation of
the music during the process of transmission. Ferthis was how Anna exhibited her most
valuable creative contribution during each stagdhef project. Also, for me, her failures
seemed to highlight the originality and the autlo#yt in this part of the aural score

experiment. In a sense, these failures are thedrafcan individual creative mark.

3.4 (b) Second stage

What | heard in the transcriptions at this stages wlaat the flow and fluency were

progressively getting smoother and more idiomd&rom what | heard from these recordings,
Anna seemed more comfortable, confident, and dleahe ways in which she chose to

replicate the particular sound of the guqin.



3.4 (c) Third stage

The way of responding to the guqgin audio recordafgnged at this third stage of the
experiment. Instead of strictly and directly follomy and translating the sound of the guqgin
solo, as a way of giving Anna more freedom and toredicense when responding to the
aural score the original gugmecordings (both solos) were imported into Cubase then
edited and flexibly extended (based on our disoms3i directly in the software. In this
regard, we started to be more systematic in orgamithe significant changes of the newly
extended transcription. Anna made and categorizenh taccording to the structure of their
partials, using block shapes marked with differesiours in Cubase’s interface. Having a
better structural understanding of the entire wovk, decided that the text arrangement of
this first transcription recording should start nfrothe beginning as in the previous
transcription recording of ‘part three’ of the sedostage. While the second recording (‘full
length performance’) was considered to be the meatly finished work from this part of the
transmission experiment, one can easily find tihég so-called full length performance
recording demonstrates a more individually handedatreative idea that is extended with
different forms of vocal interpretation using exded singing techniques such as whistling,
puffing, screeching, murmuring, reciting, mumblirmgnd screaming, projecting a wide sonic
range of vocal qualities. An improvisational penfiance is also added later to the middle
part of this ‘full length performance’ transcripiorecording, where Anna started to
improvise freely and independently. The outcomehekse improvisational sounds are very
expressive, projecting a series of noisy melodieganied timbre, and texture with a very
wild and free section of recitation in Hakka langea

3.4 (d) Fourth stage

This final transcription recording can be regardsdan extended version of the third-stage

recording, with minor editing and corrections mawestly at the beginning (before the start



of the improvisation). Although these edited trai®on recordings were done within a

single project file, what | would like to emphasiekearly is that each of these completed
transcription recordings were the main materialsvtoch we would refer throughout our

experiment with aural scores. In a sense, eachdimgpis the final production that was used
directly in our discussions. With this in mind, teage of the Cubase interface (Fig. 3.3)
does not show the actual four stages of transoriptecordings, but instead the final
appearance of the work that emerged from this auateic notation experiment. The image

demonstrates the complexity of associations trgtlrérom using this editing software.

Fig. 3.3: Cubase interface, showing the working press of the transcription recordings
in this part of aural/oral transmission experiment

According to Fig. 3.3, there are only four trackighim the project file:

1. First track: the completed recording of my chamipgece Re-Sketch(es) Il —
Resurrectionthe colour markings of this first track show thweaking point (further
explanation is provided in reference to the thiettk) where we started using colour
to mark these block shapes within Anna’s transioniptecordings starting from the

third stage, and the grey colour represents theoféke music of the chamber piece.



2. Second track: This track is the final outcome @f third- and fourth-stage mixture of
materials. As shown in Fig. 3.3, the partial colblock transcriptions hardly defines
what exactly it is and where it comes from. Sirtoe key purpose of this interface is
not to show the process of a step-by-step workingthod, each transcription
recording becomes the main reference point to whieh refer back in our

discussions.

3. Third track: These partial, colourful blocks of Axis transcription are purposely
created to function as a store to which we coukllyaefer during the process of

adjusting and editing the material.

4. Fourth track: Here are two earlier recordings caradi(the first and second stage) to
produce the final result of its worked appeararides track is the final result of the

work from which it is hard to define the specifeference material.

However, one may easily be confused looking atethemcks as none of them specifically
refer to Anna’s transcription recordings, whosekraumbers do not directly represent any

specific stages of our working procedure.

3.5 A story teller's music/story notation: A visualscore

In further exploring the previous transcriptiongetings, Anna and | began to consider what
form an aural/oral musical notation might take. Were especially interested in exploring
interactions and connections between past andrmiresbve performance. We first began by
considering a visual mode of communication placétiiwa live improvisation performance
in which the embodiment of one’s expressivity beesra key idea, suggesting a new form of
visual notation. This particular idea was derivexhf my personal experience and memory of
the learning process of my father teaching the famiakka poem. | remembered being

fascinated that whilst he was describing and erplgithe background, meaning, and plot of



the poem, his reading of it was exaggerated ancarerd@d by his facial and bodily
movements. What | found even more interesting abbmithanging emotional expression of
his countenances and the movements of his bodynatasnly their function in teaching me
both the words and intonations of the poem, bu al&ind of ephemeral abstract sensation
carrying a significant amount of other informatitbvat seemed to be an essential component
within the learning/interaction process. Interegynduring the process, the continuity of this
ephemeral component led me to re-shape, re-memarigere-connect back to the words and
intonations of the poem in order to attain the wheks of the poem. Most importantly, this
recursive moment of emergence and engagement, \eledpgerated my father’'s emotional
and physical expressions, was somehow navigatingprttee point at which the memory, the
movement, and the sound were shaped as a uniti. tW# in mind, all these thoughts and
elements were therefore taken into consideratioarmgearching for a new and appropriate
form of music score/notation for the project withra.

To create this visual notation, four selected trapson recordings were used from

the material generated thus far to create the Mmraof the score. They are as follows:

Stage 1 2 3 4
Label gugin imitation Completed with Full length Full length
extended idea performance performance
Recording first stage third stage third stage fourth stage
Duration Approx.2’ Approx.3'27” Approx.9'27” Approx.10’
Fig. 3.4

To begin, | used a video camera to film Anna agaimsvhite background while she re-
translated each of the four selected vocal trapans using her facial expressions and body
language to transform her audio performance intasaal form. The video documentation
captured a series of movements and actions defioed mimicking and replicating the

different sounds of her own vocal recordings (Bi).



Fig. 3.5

3.6 Staging the visual score in live performance
What Anna sang in the recording studio was put tteggewith the finished visual score.
Throughout the performance, Anna vocally improvisgdrandomly reading and choosing

from the available on-screen images located onge lprojector screen (Fig. 3.6).

Fig. 3.6
As ephemeral engagement was considered to be ahtegexploring elements of individual

performance practice modalities, we did not warartdicially touch up this experiment. The



final performance, therefore, was performed andnded in one take so as to document and
retain the purity of the first encounter with therfermance situation. That is, we wanted to
explore the authenticity of Anna’s responsivenass the complexity of her inner dialogue
within this recording. Since the visualized elementhe key idea specifically for creating
this type of notation, the video is silent and feesi on projecting and emphasizing her
appearance. For the live improvisational perfornearibe four silent moving images were
placed together on the screen (see Fig. 3.6), plagied from the beginning with only the
fourth video (bottom right-hand side) remainingilthie end of the piece.

The other three videos — the first (top left-hainltk)s the second (top right-hand side),
and the third (bottom left-hand side) — either papbor came back separately on the screen at

various points during the performance based on eaewos’ duration. See Fig. 3.7 ([a-d]).

Fig. 3.7a Fig. 3.7b

Fig. 3.7c Fig. 3.7d

Further explanation about the order of appearahtizese three videos is as follows. First of
all, the first video stops at two minutes and réeeonds, followed by the second video which
stops at two minutes and thirty-five seconds. Témad video then pops back again at seven

minutes and eleven seconds after the improvisdtgewion, and the second and third video



stop together at nine minutes and thirty-four sdsonn the end, Anna finished her
performance together with the fourth video. Oneeobation about the live improvisational
performance experiment concerns the process ofhsynization between Anna and the
visual score: what | found interesting about thetgel movement of her images from the
visual score was the suggestion of a new kind o$icall vocabulary that stimulated and
inspired her live improvisation. From the pictunes-ig. 3.8 (a-d), it is clear to see how Anna
connected, synchronized, transformed, and tramstageimages of herself from the video(s)
back to her improvisation together with her bodyvement during the live performance

recording session.

Fig. 3.8a Fig. 3.8b

Fig. 3.8c Fig. 3.8d

The complexity of this ‘one person’s multiplicitvas strongly connected to the feeling of
the individual mark in relation to the developingra/oral transmission process. The
performer was confronted with transformations of inelividual qualities, which opened up
other possible ways of interpreting her own indiatiperformance practice. She experienced
a projection of different inner spaces of her baang created a dialogue with these elements

of her own becoming. One might think that the psgoof the visual score is only to function



as a reminder during improvisation, yet these irsagee more like a link or connection
between self-discovery and one’s previous converssit The recursive moment of Anna’s
conversation, her inner dialogue, had been continuapened up, passing multiple
‘thresholds’ and allowing her to enter another wnkn world of herself. During the live
performance, while interacting and responding &séhdifferent levels of personal stories and
experiences, | can see Anna responding as a teawelh researcher who is sometimes either
investigating or remembering stories behind thegesadue to the confusion and flexibility of

her present responsiveness and previous experiences

3.7 Bringing the ‘story’ back into life: Transmitti ng the ‘experiences’ from the live
performance back to the audience

Wanting to share our stories and experiences & thilaborative experiment with an
audience, we published a final post-production @idgince the value of present connection
and (self-)participation are key elements of whatwanted to project to the public audience,
we decided that the final video should be preseatedf by a story-teller who shares and
interacts with their story for their audience isimilar way to how my father taught me the
poem. In this way, the audience gains a strongesesef involvement and patrticipation, as if
experiencing the process of this familial auraloteadition. Moreover, in order to
successfully achieve a greater degree of connection effectiveness of post-production
editing was taken into account.

Since the visual score and the final improvisaloperformance audio recording
itself already existed with a strong message, veeddd to show the visual score as the main
display with the video played alongside audio frofmna’s final improvisational
performance, as if Anna were actually performing pirece live. Towards the very end of the
video the environment in which Anna recorded thdi@a@and read from the visual score is
revealed, concluding her improvisational perforneitagether with the visual score in the

recording studio (see Fig. 3.8 [a-d]). Neverthelés®emphasise more effectively and clearly



the order in which the images appear, the videoasited in such a way that one can see the
post-production images becoming larger when othexges are no longer being projected

(Fig. 3.9 [a-b]).

Fig. 3.9a Fig. 3.9b
With these editing adjustments, the audience magy fhe new video performance easy to
follow throughout the entire performance since ffe@ively reduces the confusion of
multiple images with the single vocal sound source.
3.8 Some afterthoughts
The most important realization | had during my abbration with Anna was the essence and
value of aural/oral traditions, which are very pt& one-to-one activities within a private
dialogue. The essence of ‘be-coming’ was very sgfisorexpressed through one-to-one
interaction in the process of making this workal/é discovered that the conversation within
this private dialogue is a family treasure, renagra deeper insight into family connection
and provoking a new appreciation of the inspiratiwett can be afforded by invisible cultural
and creative knowledge.

Cultural referencing can lead to uncertainty asvtether the connection between
one’s creativity and another’s remains authentich@dt the experience of self-participation
and self-realization within this interactive prigadialogue, one’s creativity might easily lose
some essence in terms of values grounded in olityireand authenticity. | think of cultural
referencing as a rather problematic term that ssiggeéaking something away from

something. This might consist in justifying and wspg personal thoughts by simply



referring to a certain cultural reference that poiback to the context of one’s own work
without a specific focus or any real present exgere and self-participation.

In my personal point of view, what | understand thibe idea of present experience
and self-participation is a recursive process obn@ection and recognition that can lead me
to discover the potential ‘otherness’ of the embreaht of myself. It is not a justification of
an emblematic self-representation, yet it is aneyrof how one’s cultural experience is
transcended by the process of cultural transmissi@htransformation. It is a way in which
one could plausibly gain another and deeper leveinsight by closely and intimately
learning, listening, and interacting with the oth#ris possible to find this treasure-of-
otherness within private dialogues with the peaple may meet.

Further evaluating this project upon finishing ttwlaboration, what | have realized
about my musical creativity over the last severa@arg is a constantly repeating
moment/situation of self-connection that, in myegasften relates back to my family and my
personal life. For example, in this project, a jgatar reconnection to my family language,
the Hakka language, has given me a great opporttmiteconsider the value of my family’s
cultural treasures and leads me to a deeper uaddisyy of what tradition means for my

current creativity/personal thinking.



Chapter 4: Patterns of transformation: Linangkit'®

Meaning is not produced by grammatical structuresfarmal codes, though they
have important roles to play; it is created throughvidual action [as] a part of

cultural process. (Morphy, 1998, p. 6)

4.1 TheLinangkit project

The wordLinangkit refers to one of Sabah’s traditional Indigenousn® of embroidery,
formed by different layers of patterning of knotsthwcolours and shapes. | used these
patterns to develop ideas for pitch and rhythmigaaization and formal ideas, and as the
basis for my fourth collaboration with the dancem@ Sook Kuan, building on the earlier
experiences with gongs described in Chapter 1. Pintggect comprises a music-dance
installation involving a dancer (Tang Sook Kuan)fpening within a sculpture of elastic
string and an oboist (Howard Ng), as well as adstanone work for oboe solo (performed by
Peter Veale) extracted from the larger work calléde Project of Linangkit The
collaboration, in terms of its working modality, dan as an e-mail discussion before a
meeting in Sabah and proceeded in a similar wagytgrevious projectyu Moiin terms of
modelling, observing, and realizing the changingcpss of its becoming to access a world
(in-)between participants, and between sound angement, music and choreography.

The word ‘pattern’, in Western music compositionabktory, has often been
characterized as a somewhat solid, concrete, agadnnusical idea functioning, more or
less, as a form. As a musical idea, it has funetioas a key element in defining a musical
entity including style, meaning, and aesthetic.td?atmaking is highly associated with
musical elements such as rhythmic impulses, gestamed modes of organizing, building,

and expanding one’s musical vocabulary or syntaouth repetition. Examples from

13 Named differently amongst thkadazandusurfor example,linangkit in Lotud tribe,
rangkitin Rungus andberangkitin Bajau



composers such as Morton Feldmaihfy Patterns)? Arvo Part Fratres), Philip Glass
(Violin Concerto no.1), Terry Rileylf C), Steve ReichGlapping Musi¢, Bryn Harrison
(Repetitions in Extended Tijpeand Matthew Sergearbdt denagglillustrate the power of
patterns in dialogue to form, deform, and refornoecgsses of structural transformation.
Against this more architectural/structural use attgrns and in response to the idea of
grammatical structure expressed by Morphy, | stiatieking of patterns and pattern-making
itself as a somewhat malleable, tractable, andlgliantity, as a trigger to accomplishing a
piece of work through movement, action, and integnainstead of thinking pattern itself as
a single unit, form, or musical element within ataem musicological specification (system,
framework, or theory). That is, in researchligangkit my focus is not merely on patterns
as a musical form (or material) but looking for tielistic perspective within the
performative aspects of the making of embroidehmking about what is behind the
embroidery and to look for analogous ways of orgiagi the temporality as well as the
relationship between the materials. | wanted tal firanslations to the aesthetic through
collaboration and was interested in looking at phecess of how the patterns and pattern-
making might be experienced as a form of self-comation.

Tang Sook Kuan is a practitioner d¢ihangkit and hence this opened up the
choreographic as well as musical element of sewiigich proved to be a key point of
discussion in the collaboration. This, again, catsmevith the underlying theme of all of my
explorations into non-Western and so-called traddl practices, which is how the process of
transmission and translation between cultural focans lead to a form of ‘inbetween-ness’,
that is, an experience of emergent creative enargyhich one sees a dynamic relation
between the positive aspect of something coming lirting as well as the negative ground
from which it arises. In order to connect to suatoacrete cultural relic in this preliminary

stage, my strategy was to find a practitioner withom | could learn the embroidery



technique and to experience the process of théi@neaf making a piece dinangkit myself.
| had questions about how long it takes to compdepattern, what sort of relationship exists
between the embroiderer and the object, and hotv guelationship might be carried over to
and extended in my compositional practice and thopkHowever, | was in the UK during
that particular period and was not able to makapabiack to Sabah to meet up with Odun
Lindu, a seniorlinangkit practitioner who is still actively preserving apdactising this
sewing tradition within the Lotud community in thearan district in Kota Kinabalu, Sabah.
To break down the barriers, Sook Kuan agreed toapagit to the workshop given by Odun
Lindu herself whilst making a live video recordiftgy me as a way of starting to develop our
work and exchange.

The video | received from Sook Kuan is a ten-mindtumentary film with
interviews, portraying the processes and the geslibf how a piece of Lotud-style

linangkit'* is formed (Fig. 4.1[a-c]).

¥ Formed and built by different various repetitivgmsnetrical forms of crossed shapes and
geometrical patterns (which is inspired by the medeed) with colours, a piece of Lotud-
stylelinangkit pattern whose motive and its narrative are praftyunonnected to the subject

of nature expresses the beauty of flora and fafitteedBorneo rainforest.



Fig. 4.1a: A moment capturing how Odun Lindu formedand sewed the knots and
patterns on a traditional costume

Fig. 4.1b: An incomplete work with different patterns

Fig. 4.1c: A completed patterning work



My first impressions in encountering Odun Lindu’®nw from the video was that each
pattern is sewn across the fabric, and whether Empr incomplete these patterns seem to
project an illusion of movement. For me, it is &ghie patterns and strings are waiting,
vibrating, and contacting each other in a livingywaven though physically they remain
static. To me, they are not merely functioning ag pf the traditional costume accessory but
a quintessence of knowledge representing the IssenEésomething changing and the flow of
time itself through transformatida.

According to Odun Lindu, it takes at least six nien{or even longer) to finish a
fully-completed set ofinangkit pattern work. This depends upon not only the |efethe
complexity or the size of the piece but also onptaxess of dialogue between the object and
weaver. What fascinates me about this culturaltmeacs not only the physical pattern of the
linangkit itself but the process and the action of the wegaviEach pattern is completed by a
convergence of knots and lines and takes form tiraacursive interleaving between forces
of tension and release, contraction and expansiod, augmentation and diminution of
symmetrical and asymmetrically patterned surfateshe object, the patterned movement
itself might be seen metaphorically as a meetingptpim which cultures, dialogues, and
creativities are intertwined. This creates a sesfsenovement and temporalities through
which one might sense the intimacy of how the weawsork reflects different emotional

states as they bring about their creation.

151t is believed that this highly labour-intensivaystomized, hand-made, traditional woven
patterning work and skill was somehow passed dowam the Philippines (where it is named
Langki) and started flourishing within thRunguscommunity in the Kudat district (the
northern area of Sabah). The meaning and the tgesftithe pattern has been extended over
the years by the Indigenous people in North Boraed been passed down from one
generation to the next within local communities.



4.2 A new form oflinangkit pattern: Sketching the structural organization ofthe oboe
piece

| started my compositional work by imitating theustural design of a Lotud-stylaangkit,
creating a version that | treated as a platformgfmerating and organizing musical material

(Fig. 4.2).

Fig. 4.2

Marked in colours, letters (representing a centpiich/mode), numbers (the total
accumulative number of beats), lines, and brackbts,replica of thdinangkit in musical
form is formed by layers of patterns, creating ataegled, interlocking set of relationships.
The first layer, which, in terms of its structufaimation, was started at the middle ground, is
formed of ten pairs of time signatures. Each pairststs of two different meters grouped by
one common time and with different numerators naggrom one to ten, regarded as the
basic pattern. | then increased the number of &aysr joining and re-joining the basic
patterns to form new pairings and layers (expressdorackets in different colours). Seeking
a different structural form and working modalityalso assimilated the way in which Sook

Kuan translated and remodelled the musical notagiath its material that | created in the



previous projectinterbreathmentBy transferring each pattern and layer that | baidt into

a more extended rhythmic notation, the relatiorsbigtween the patterns and the layers from
the replica were distorted and adjusted. Patterase wnixed, relocated, and resituated in

different measures to create the ‘skeleton’ of tighmic structure of the oboe solo piece

(Fig. 4.3).

Fig. 4.3
4.3 Rhythmic patterning

Inspired by Odun Lindu, the rhythmic patterning igasand the process of its formation
inherited the spirit, mode, and action of weavihgking the first ‘basic pattern’, for example
(Fig 4.4), | treated the total accumulated beatd %) as a ‘needle’ and used it to organize
the space and the spacing within the measuresat41/4) by subdividing the notes into
demi-semiquaver note values and grouping them fwmthdemi-semiquaver notes as a unit

marked with an accent (Fig. 4.4).



Fig. 4.4

Each unit is transformed into different note valiresduding quaver, semi-quaver, and dotted
semi-quaver by tying all the accented notes urftecommon time framework, giving rise to

a new rhythmic surface (Fig. 4.5).

Fig. 4.5

This new rhythmic surface became the platform Iduse organize register, in which the
distance between accented notes was highlightedeplacing each accented note with
pitches based on a pentatonic scale. This apprcatibe seen in Fig. 4.6, which shows the
earlier sketching of my register organization asrtise first two ‘basic patterns’, which

eventually became the first page in my oboe solo.

Fig. 4.6
As shown in the figure, each accented note fromptitéerns (within 38/4 and 4/4+1/4) has
been replaced and substituted by a specific pitdet on a pentatonic scale determined by
the alphabets taken from the earlier sketch (sge &£R). Here, the distances between the
pitches within the first measure (38/4) have begpeated within an octave after a cycle,
when the accented notes within the first patteBi4Bare replaced by a D pentatonic scale,
whereas the accented notes within the second pauét+1/4) have been substituted with

pitches based on the F pentatonic scale.



These chains of pentatonic scales, however, opaaitenly at a local level in terms
of decisions as to the note-to-note content ofvtbhek but are also used as focal points at a
larger structural level at which the rhythms haeerbfurther developed in a rather abstract,
subjective, and intuitive way. | borrowed severaldas including different types of raga,
magam, and pentatonic-scales to reinforce the pater the material. These materials were
injected between the notes to create different $ooh phrases so that the basic patterns
gradually become more encrusted and ornamenteds dpproach can be seen in the
following musical example (Fig. 4.7), which showe butcome of the first page of the music
in which, for example, instead of using thirty-didieats as a unit, the first pattern’s time
signature within the measure has been subdividedraassigned into five new individual

measures (10+10+10+4+4).

Fig. 4.7:Linangkit, bar 1-7
The materials of each measure — such as the mpitefses, registers, and rhythmic patterns,

including phrases and rests and including the staryrsubdivisions [4/4/1/4] in bar 6 and 7

— have been completed changed for practical readepsnding on the musical context as



well as the connectivity between the sounds. Eaelasore’s material has been further
developed by adding new rhythmic elements (suctiglets and septuplets) and decorative
figures between the notes and the patterns ontpréngous rhythmic layer | had built (see
Fig. 4.6). These additions create a complex, repetifragmented form of musical language
formed by embedding various micro-intervals andaarants including appoggiaturas,
upper/lower mordents, and trills to create a ravarsrecitative-like, vocalic contour of
musical gestures and textures, offering me a sowodd which related to the Sabah
Indigenous ritual form of chanting, calleghait’ and sung by théobohizan(the priest).
4.4'Siling’ : Fabric as a temporal space contacting sound andence

One of the important elements influencing the rhyithdrive of the piecés the way in which

| approached the temporal fabric by using restcremte dialogues between sound and
silence. This musical idea was actually inspiredobg of the stitching techniques used to
form a pattern calledSiling. This kind of pattern is normally sewn at thersunding edge
of thelinangkit pattern, with the weaver using needles as a stipporeate points across the

fabric at different positions across which the knatd patterns are formed (Fig. 4.8).

Fig. 4.8



Using the previous ‘accents’ to reinterpret theatipn of this needling work, | find ways of
highlighting new layers by de/re-constructing the/thmic material within the patterns
themselves. | try to recreate a piece&soing as a background to my music by capturing the
interweaving movement and action to evoke the wiayweaver uses needles to create points
across the space of the fabric upon which the ggrimove and crisscross. For example,
taking and treating the rests as an imaginary nmagaVork, | used them as a way to create
points from bar 9 to 11 from which the material haen filtered by substituting notes with

rests (Fig. 4.9).

Fig. 4.9:Linangkit, bar 9-11

Some of the rests, interjected throughout the nreaswere then further altered to unlock the
spaces between them, creating different repetfvens of musical gestures, patterns, and
articulations across the measures. Such rest suthsii techniques have been explored
extensively with methods across many contemporamgienrepertoires notably including
Music for Eighteen Musiciand976) bySteve ReichMusic in Fifths(1969) by Philip Glass,
andIn C by Terry Riley. In Reich’Drumming(1971), rests at the end of each section are
substituted for notes, finally resulting in a smglote per rhythmic cycle; however, the rests
will be gradually substituted by the notes when thesic builds up again. My way of
approaching rhythm to such substitution techniqgfferd, however, in that it is not meant to
be operated and developed specifically under aicemiechanism but rather, works flexibly
without being limited to a specific framework, dwat the development of the material can

flow even more organically.



Another musical element | have applied to broadendpatiality can be seen in the
following diagram (Fig. 4.10) in which | added anet temporal surface by adding a fermata
on the semi-quaver rest at the end of the passdgaril9. The use of fermatas to expand the
temporal identity of the semi-quaver rest createsl@ment of tension as it increases the
degree of vagueness and uncertainty as to the tngfaits temporal value, allowing the

performer to re-adjust their energy whilst antitipg the next passage.

Fig. 4.10:Linangkit, bar 19-20
This fermata, conceptually, allows the performeemter into an abstract space of being. The
pause is a crossing point and here the performeyr tactransmit something across the
negative space between sounds. However, althoughretfts may appear as moments of
silence in the music, to me, they are not meaattgassively. In fact, they are not static but
are highly mobile. They add a moment of performatattention or liveness to the music.
This can be seen in Fig. 4.11, in which whilst ejigg the temporal identity on the last beat
in bar 45 and 46 that have been affected by thadt, the musician, rather like the weaver
making and adjusting the patterns on their falngs to constantly readjust the time and

space of their performance based on their musaraisvity.

Fig. 4.11:Linangkit, bar 45-47
This spatial idea has been further extended bygudiiierent forms of triplets grouped with

different values of rest and notes, including quasemi-quaver, and demi-semiquaver, to



form a larger phrase structure. This idea can ba seFig. 4.12 in which, starting from bar
55, the dialogues between phrases as well as #legdes between the pitches and rests

within the rhythmic pattern are interrupted by the fermatas.

Fig. 4.12:Linangkit, bar 55-58
This dialogue of crossing and integrating two digtive territories between sounds and
silence is presented in a completely different neamm later passages, starting from bar 59 in
which timbral shifts emphasize the transformatibolear pitches from a solid to a fairly

loose quality by decreasing the stability of theoreances of notes (Fig. 4.13)

Fig. 4.13:Linangkit, bar 59-61
4.5 Moving away from an embroidery form
In the collaborative process with the dancer amddboist, we drew upon metaphors from
weaving and sewing to spark ideas about a chorpbgraf making, forming, and joining. At

the end of the workshop session | decided to irckudive performance along with an elastic



string installation in which | wanted to createimikar sense of foreground and background
of objects embedded in physical layers. | was @#ied in recreating the experience from the
gong project,Interbreathment of musical textures in which the progression woérgs is
multi-layered and irregular, multidimensional ratltean only occurring on a single plane.
Part of this sense of re-creating a multidimendidaéric or ‘embroidery form’ meant
working closely with the dancer so that there wasrplay between musical patterns and the
patterning of movements and gestures from the dance

In the live performance, the stage is treated afalamic upon which sounds,
movements, and expressions, are woven and sewmthlvatscore acting as a trigger for the
musical activity. An important aspect driving theeaall live performance was the creation of
a sense of ritual ceremony through the organizaif@patial formations that coordinated the
musician and dancer. Throughout the events, theicranscontinually shapes and re-
interprets the musical material, including the tengynamics, and articulations from the
score according to his musical sensibility andasponse to the dancer's movements and
expressions. This performative manner became degyral used to open, extend, and
organize the creativity between the performers kimiited the dancer to join in this re-
creation process of various structures as a waprttribute her creativity.

In general the music and the staging atmosphere presented in a rather unstable,
loose, fragile manner and situation. The naturthisf project was to treat it as an unfinished
patterning work. The performance begins with a shogremonial opening in which the
oboist, imitating ritual chanting, moves from petfdifth interval of G to D to a slow
augmented fourth glissando passage from G t@a@ ends with a multiphonic, whilst the
dancer responds to the music through her listerireggting a series of repetitive weaving-

like gestures and movements (Fig. 4.14).



Fig. 4.14

This notion of reciprocal relationship was useddtove the entire work, resulting in an
unpredictable outcome based on the ‘mode’ of havpthrformers received, perceived, and
responded to the changing situations of their emwirent. Interestingly, what | have
observed and visualized through the experienceuoh san approach is that the overall
collaborative performance seemed to be hybridizihegexperiences inherited from the past.
This was especially so when the dancer moved tbalk of the stage, and started preparing

her next performance by slowly tying the elasti;mgtto her body (Fig. 4.15).

Fig. 4.15



During that particular moment of separation in peeformance, an atmospheric dialogue of
crossing different temporalities was created thabrinect with the previous temporal idea
articulated in my music of silence punctuating sbubhis notion of preparing, waiting, and

anticipating during the changing progression ofwloek again resonates with my experience
of Odun’s unfinished work as a way of showing haatis situations punctuate moments and
events.

4.6 TheGiring*®

One further aspect of the work that entered redtivate in the project was the use of

Kadazandusumells calledGiring, or Giring-giring (Fig. 4.16).

Fig. 4.16: TheGiring used in the collaborative session

These bells function as ritual instruments andugexl byKadazandusuipriests Bobohizan
to accompany their chanting. What so fascinatedabwut this ritual instrument is that it
contains two distinctive sound worlds. Its unmusednd has a rippling, shimmering quality,

whereas the muted sound has by contrast a ratHenwmedark timbre and can create textures

16 A popular traditional costume accessory which lsarfound in most of theadazandusun
community as well as functioning as a ritual instemt used by local priest8gbohizan)
during ritual performances together with their divam



like speaking. In my work, this instrument becanre essential element for signaling,

directing, and accompanying the action (Fig. 4.17).

Fig. 4.17

The function and the identity of the bells, howevsrchanged in the latter section in which
the dancer uses it as a musical instrument or sgandrator to extend her physical language
through hearing. This can be seen in the followmgge from the end of the performance.
Here, the oboist has moved his position to thetfafnthe stage to play a long, breathy,
recitative passage without reed, whilst the dameer taken theiring to use to extend her
choreographical vocabulary, by constantly transtatind re-translating the music from the

oboe, which she expresses with both her body anbehs (Fig. 4.18).



Fig. 4.18

4.7 Further formats of the piece: Video and oboe $o

| further developed the project by creating a videsed on the recording of the live
performance. | filtered the background colour tlytbout the video (only black and red),
adding different layering effects that mimic théria of thelinangkit pattern (Fig. 4.19 [a-

b]).

Fig. 4.19a Fig 4.19b

The constantly changing shapes merge with the immafenusician and dancer, creating a
rather abstract visual translation as if the penfens were becoming veiled within a piece of
linangkit | decided to complete this project by creatingtand-alone oboe solo called
Linangkit One of the major adjustments to this final vars® that | wanted to reconstruct

the previous dialogue between the dancer and namsinithe bell section. However, instead



of having a two-person event, | created a ‘monododpy resituating the material in different
spaces. | took the rhythmic material from the pgssahere the musician performed the
breathy passage (see Fig. 4.13) to create a spenirgg passage (Fig. 4.20) that functioned
like a ritual ceremony in which the musician pemnfisrthe rhythmic passage wigfiring, so

recalling the interactive dialogue between the darend the musician (see Fig. 4.18).

Fig. 4.20: thegiring solo musical notation
Such a ‘dialogue’, however, will be suspended ailldnat be revealed until the section when

the musician starts playing the long, breathy tatigie passage.



Chapter 5: Bead music: Entanglements and the unitpf different elements

| saw that the experience of fragmentation wagm fof the experience of unity; the
apparent breakdown of continuity was actually engBe into the interior workings of
integration. My body showed me that a dive intaadetl fragmentation can allow for

understanding of a richly counterpointed whole.qf@&asan, 2011, p. 94)

5.1 Introduction: The Borneo bead

Borneo bead culture, from my personal perspectisethe one of the most important
expressions of Borneo culture. As a cultural traditit has represented the identities of the
individual, family, and tribe, as well as the staad nations of the island (Sarawak, Sabah,
Brunei, and Indonesia). It has shared meaningstifurs, and values among the Indigenous
people of Borneo: thé&Jlu, Bidayuh Iban, Klabit, KadazandusunMelanaq Dayak and
Nhaju (Munan, 2005). | am fascinated by the historyh#fse beads and how as trade goods
they have been transformed into cultural relics ased in ceremonies for rites of passage, as
wealth and status symbols, transferable as inveggnand even as fines (2005, Munan). As
an exchange mechanism of both material and sgdistealth, beads are used to build social
networks that expand from a local to an internatiogplatform through several activities
including marriage, trade, and ritual ceremony.

Today, this traditional culture faces a seriousisrof discontinuity. Compared with
Sarawak (West Borneo), over the decades, the Bdmead culture in my country, Sabah
(North Borneo), seems relatively less popular ® plblic due to the lack of interest of the
younger generation (Goroh, personal communicatitmvember 2015). Although one might
be able to access some information from the inteihés very difficult to obtain deeper
knowledge about this cultural object, especiallaa®utsider, because most of the traditional
beads in Indigenous families, especially those feedacred purposes, are highly valued and

treated as secret, private sorts of cultural pesses. However, even though replicas of this



traditional bead handicraft have become populdoasst souvenirs, | knew little about their
history until late September 2015 when | came intact with Eleanor Goroh, who is a
professional bead artist and cultural activist lftaral Indigenous cultural traditions in Kota
Kinabalu, Sabah.

In responding to this traditional object on a peeddevel, my first concern — as with
all the intercultural work that | have done — wastrty to understand the element of ‘in-
betweenness’ that might reside in the contact withditional practice. Given the
discontinuities and breaks with the tradition, whatts of relationships and values from the
past might still be inherited and remain coheresatneas their identity and meaning exists in
an ambiguous state of flux? As a composer, how trigaspond to this traditional cultural
object in my music and thinking? | felt irresistitdrawn to the objects of this tradition in a
physical and practical way, and made contact witino@ during a trip to my hometown in
Sabah in November 2015.

5.2 Contacting the beads: a paradoxical world

In order to explore the qualities of the Borneo dsand ways of thinking about
combinatorial structures, | visited Goroh at hewdgt, where she provides one-to-one-
workshops for novices called the ‘Magic Borneo Beabh the workshop, | was particularly
interested in the entanglement structure of howvsbiked with different types of beads.
My first impression was that despite a complemétytdretween the beads through loose
repetition of elements, there were some beads ¢gladdly. And what attracted my attention
in these beading works were those that projectsttaang visual impact because of either

dissonance or consonance of elements (Fig 5.1).

”Many of the beads and objects which Goroh hasieghph her works were not made
locally (Sabah) and were imported from elsewhareluding Chinese coins, elements from
the traditional beaded headdress (a dragon-likddreas), and ear rings frodiu people or
native Dayak ethnic groups of Sarawak (Borneo). Also presentevieads calledatim or
Majapahitfrom Java Timor or East Java and different coldgiass beads from China.



Fig. 5.1: One of Goroh’s bead works

In Borneo bead culture, as in other such traditigmactices, the bead’s structural order
within a work has its own meaning. It can be a ipletet symbolizing a family lineage, with
key beads representing the power of the authofigncelder or ancestor of a family (though
this is not always the case, especially nowadalsg. central bead is often treated as the
‘heart’ of the bead work, being the most powerfab amongst others, and signifies the
authority and identity of the wearer. Of strongeneist to me here is how the meaning of the
narrative of the beads and their identity can bepmetely changed and re-established by the
arrangement of a new central bead.

The artistic design in this work is highly persorsald strongly connected to the
marker's experience and practice. The structunahfand the arrangement of the elements
are highly flexible. As part of the creative praetiof this cultural object, it is customary for
the Borneo Indigenous people to re-adjust and fregplace elements of their bead work
over time simply by adding and mixing together eliéint types of beads, new and old, based
on the owner’s decision. This phenomenon can be iseEig. 5.2, which shows a traditional

‘bead tail’ worn bylbanwomen.



Fig. 5.2: A ‘bead tail' worn either separately or & part of a beaded collar bylban
women during festivals

Here, in terms of its structural design, even thotlge appearance of this traditional bead
work seems well organized and structured, the pettevithin the work are not actually
formed in symmetrical ways. Rather the arrangemargsasymmetrical: the basic order has
been reorganized by inserting, removing, and répjabeads. This process of emerging
interjections into a familiar order creates a sesfsdifferent ‘unknown zones'. It is one way
of treating the beadwork as a living object whdre identity of the work is continually re-
shaped and developed, folding new narratives thrahg repurposing of elements. This
notion of a discontinuity of continuity projecteg the changing order creates a blurring that
connotes a world of flux, of shifting between thasp present, and future. These are objects
whose energy of authenticity arises from the waydlements have been exchanged, shared,
transformed, and intertwined as their form is retibmted over time. | found that this

multiple concept of unity through brokenness arsiugition integrates with my own interest



in working compositionally with different elements highlight and integrate a fluid,
complex inner world of architectural form.

5.3 The bead music concept

The project that resulted from this period of reskaBead[s](by bead[s]will be the central
focus of this chapter and will be discussed togethi#h two earlier works of mine:
[Re]sketch[es] no.3 — Nunuk Ragdfgnd Sympathetic [re]sonané& | again sought to
hone my awareness of the relationship between thiiral practices around beads as
spiritual objects of the Indigenous people in Barnand my compositional thinking. |
transferred my experiences with the beads into calsjuestions: what sort of musical
‘beads’ would | choose; how could | arrange themmake my first ‘bead music’ (so to
speak). This led me to think about what sorts afcfions and relationships are created
between sounding events when they are bound tagethd what emerges formally when
different musical materials are joined and re-jdin€his project belongs to an early stage of
my experiments with bringing knowledge, understagdideas, and experiences around the
beading concept into my musical practice. My inder@nd approach, at least at this stage,
was not about establishing a national identityepresenting a specific culture; neither was
my primary intention to create a complex musicatation or highlight the independent

development of musical materialRather, my interest was in cultivating a practide o

18 Nunuk Ragangxplores the origin myth of tHéadazandusumrentred on a memorial built
by the Kadazandusun Cultural Association (KDCA) teunite the multi-ethnic
Kadazandusurommunities located nedampias which people believed to be the original
settlement grounds of the legendary ancestralgallarhis cultural artefact becomes an
important new cultural symbol, preserving and dastg identity and cultural belief within
this transformative modern era.

19 Sympathetic [re]sonangea short four-minute piano solo piece commissiobgdthe
Chopin Society Malaysia for the 6th ASEAN Interpatil Chopin Piano Competition,
explores the acoustic sound worldRdvanhatthga traditional Rajasthani string instrument).
Part of the musical material was actually inspieedl borrowed from a poem call€hth
Stoneswritten by Eleanor Goroh herself.



exchange in which | intended to find a way of makithinking, perhaps a rather non-
Western one, to deepen my cultural understandingetisas my compositional knowledge in
relation to this Borneo bead culture. The aim o$ tbthapter is not to present a putting-
everything-together work but to discover anothersical aesthetic, a unity that has been
blurred and separated yet which can be formed emmited beyond the cultural surface.
5.4Bead[s](by bead[s])
Bead|[s](by bead[s])is a chamber work written for string quartet andnp and was
premiered by the Bozzini Quartet and Philip Thomiag 1" February 2016 in St. Paul’s Hall
in Huddersfield. The piece’s structure as well as its sound works vinspired by two
different poems: one written by Elanor Goroh hédrseld one by Rm, the eminent 1%
century Persian poet.
Thousands of them were buried with beads,
The secret passage the beads will give,
They may be small now, small thoughts, small things
In time they grow old like any human being,
Thousands of beads on many untied strings,
Pick them up, put them on, feel the presence rigsti
A present a gift a tradition that sings,
Old songs forgotten but never ending.

- Eleanor Goroh

The clear bead at the center changes everything.
There are no edges to my loving now.
I've heard it said there’s a window that opens frame mind to another,

But if there’s no wall,



There’s no need for fitting the window, or the fatc
-Jal | ad-Dn Muhammad Rm, Tr. C. Barks & J. Moyne, ‘Open Secret’
Fig. 5.3

| took as a primary resource a short piano sologp@ mine,Sympathetic [re]sonan¢end
fragmented it into several sections. Each secti@s weparated whilst maintaining its
sequential order. The gaps between the sections then ‘re-bound’ by inserting some
selected musical materials frdRe]sketch[es] no.3 — Nunuk Ragaag well as adding other
new musical materials, though some of the borrowederials were also been slightly
changed and adjusted in relation to pitches, dyosnand registers. While structuring the
piece, | intended to work with combinatorial stuwets as well as the notion of the
completeness of the beads within the work. | wantedreate beauty through simplicity to
maintain a reasonable connection between my mumictlze ideas | had about the cultural
object. The sound world | chose to present iniese, therefore, is rather simple, direct, and
concrete, like that | experienced in Goroh’s beadktace. The arrangement of its structural
order was inspired by my perception of thmn traditional ‘bead tail’ with its irregular,
repetitive patterning. My patterning of sound, #fere, is made up of criss-crossing,
overlapping, and unfolding elements in differenttems like the beads within thban work
in which asymmetrical repetitive structures estiblan inner connectivity. The result in
terms of the narrative context of tBead[s](by bead[s]s thus ofmusical materials from two
earlier pieces that have been overlapped and uitdeading to a new sense of connection
and relationship.

The beginning of this piece (bars 1-8) is a solreth by the two violins presented in
a rather simple, static, and austere manner, conamnages of beads being strung and

placed between others. The suggested structumdssing from one bead to another is taken



up by the alternating violins. The work begins wile second violin playing a long sustained

note on G moving to a major third dyad (F and A) and thetoable stopped A (Fig 5.4).

Fig. 5.4:Bead[s](by bead[shar 1-3

The first violin then takes over the solo in barrépeating the first statement transposed

down a major third whilst intensifying its charac{Eig. 5.5).

Fig. 5.5: Bead[s](by bead[shar 5-6

This introductory dialogue is then transformed iat@omewhat ritual choral musical style
and texture that functions as an invitation to@péte the first piano fragment taken from my

piano solo worksympathetic [re]sonanog-ig. 5.6)



Fig. 5.6: Bead[s](by bead[shar 11-12

Part of the musical material includes rhythmic @ait and pitches transcribed from a

recording of Goroh chanting a poem she wrote caldadh Stones’ (Fig. 5.7).

Fig. 5.7: An extract of my transcription of the re@rding of Goroh’s chanting



This highly expressive folk-like chanting, based ampentatonic skeleton structure, was
created by several phrases formed of different @dgie® ornaments and articulations through
repetition. In my transcription process, | tried ¢apture Goroh’s articulations and the
recursive unfolding of the poem. From there, | drew the original, focusing on
characteristic elements such as intervals, patterrsven just a single note, and used these to
generate several rather compact musical gestusteanh of copying the whole from the
recording. These musical gesture or fragments \i@rene like live objects, capsules that
provided me with a great flexibility for generatimdpas and materials during the process of
creation. Although the translation of these fragteenay seem abstract and even problematic
due to the differences between my version and tiggnal especially in my filtering out of
the sliding effect, one might be able to perceiveedain connection in terms of the mood,
certain gestural impulses, or even the morphinglitguan the music even though the
architectural structure, the pitch organizationnadl as the colours are seemingly unrelated
to the recording. Taking an example from the beigmof the piano passage in bars 12-18
(see Fig. 5.6), | used two minor third and augmestecond intervals (G#/B and Bb/C#) and
treated them as a fundamental motif, using tripgthmic pulses within the measure to
create a similar character to Goroh’s articulation$ier chanting. These two rather short
musical gestures reappear between bars 12 to 48ting in a fleeting, somewhat delayed
pulse and chanting expression which is then extbmahel transformed into different forms,
scales, and textures to unfold the entire musi@dbgue. | reinforced the musical gesture,

rebuilding the contour from Goroh’s chanting, byings triplet rhythmic patterns and
borrowing pitches from an Arabic mode (Fig. 5.8jtcalized on B as a symbolic motive to

signify the character of Goroh’s chanting, whiclBuiéed in a cluster of repetitive musical

gestures.



Fig. 5.8: Bead|[s](by bead[shar 19-20

This repetitive, scale-like musical material stagtirom bar 19 was formed by fragments and
phrases and gradually develops organically intather complex rhythmic formation in the
latter passage from bar 21 until 30, further expandhe materials of bars 19 and 20. These
elements are presented in a rather flexible, speotas manner, creating a sense of intangible
forces contracting and expanding within which rimyth patterns, accents, and rests

intertwine (Fig. 5.9).

Fig. 5.9:Bead[s](by bead[shar 21-23

This sense of fluidity creating contrast defamilias the relationship between the original
materials and is further distanced in the followipgssage in which | created dialogues

between friction, noises, and pitches with harm®iiig. 5.10).



Fig. 5.10:Bead[s](by bead[shar 29-32

Here, from bars 31 to 48 after a long sustainingoBfal note from the piano, the ensemble
plays as a kind of meta-instrument inspired byith@ge from the traditional ‘bead tail’ worn
by Iban women. The music was notated with cross-note heaitisrhythmic patterns and
dynamics imitating the sound world of theing (see Chapter 4). My intention in using such
notation, however, is neither about restraininggégormer’s physicality nor a comment on
determinacy but is about creating an ambiguou® sthflux. Throughout the passage, the
string quartet was presented in a tutti mannertragun an unexpected sparkling, surprising,
fluorescent sound quality that expressed a cohegwsion of entanglement between
discontinuity and continuity, creating layers aagttires with different sonic behaviours that
cross between static and non-static, noise antd,ptesitive and negative forces.

The beginning of this section is situated withiguéet, ritualistic atmosphere in which
the string musicians were asked to create a lomggt,qturbulent musical passage by

manipulating the muting string technique, movingl amossing different natural harmonic



positions whilst accentuating different accentshwite bow to produce effects between
frictions and natural harmonics. This highly ungatexture of brokenness and disruption
between noise and pitch is what | play with in tis#ation | used to create a larger scale
work. This can be seen especially in bar 33, fangxe, when the sounds and the spatiality
within the framework, moving from one to multiplen@nsions, have been rearticulated and
overlapped, projecting unexpected natural harmotaocereate interlocking musical layers

(Fig. 5.11).

Fig. 5.11:Bead[s](by bead[shar 33-34
Diving into this notion of brokenness and disruptiof continuity and discontinuity even
further, the notion of cohesiveness is regeneratedanother sound world in which | opened
several cracks and gaps between the sounds, rgdal@ments to more concrete form to
create a question-answer dialogue between theefuaartl the piano. Here | also bring in the
sound world of another previous work of mifiee]sketch[es] no.3 — Nunuk Ragarig seek

a form of relationship, connection, or associattmough exchange (Fig.5.12).



Fig. 5.12:Bead][s](by bead[shar 52-55

In terms of its sound, the piano behaves more &kstring instrument, creating a long
sustained chord, whereas the quartet acts morealig@no, creating an intermittent-insect

sound world, using the hair comb as a guiro to Hwnstrings (Fig. 5.13).



Fig. 5.13

Following this is a kind of formal snapshot: a masolo comprising different ornaments,
speeds, and dynamics that extends the intermiitsiect sound quality from the previous

string quartet passages (Fig. 5.14).

Fig. 5.14



The music, in bars 61-69, begins with an oscillatiormed by a compound minor third
between Bb and Db, imitating a ritual chant andmgwthis section a rather concrete and
dramatic performativity. Formed of triplets and sgyets, this reccurring gestural vocable
functions as a bridge to the following passagetiatarat bar 69. This creates tensions
between expansion and contraction through repetiticough which the music is cut off after
bar 64 to channel the energy into a single noteaat5, reinforcing the recitative character
by centralizing the Bb through repetition. Thisglen note repetition, however, is further
developed into different textures whilst pushingl amcreasing the intensity through speeds,
dynamics, and articulation until the last beat at 69, where the piano solo passage is

terminated by an interjection from the string get(Fig. 5.15).

Fig. 5.15:Bead]s](by bead[shar 68-70

Here, the strings create a repetitive, woody sowitld glissandi friction effects by utilizing

the straight edge of the hair comb on the stringtead of the teeth (Fig. 5.16).



Fig. 5.16
This particular sound world recreates the dialogfdsars 49-60 (see Fig. 5.12) and bars 71—

83, as a way of sustaining repetitive forces Huilin the pianogventhough the materials —

pitches, rests, rhythmic patterns and texturesve baen changed (Fig. 5.17).

Fig. 5.17:Bead][s](by bead[shar 71-74

The dialogue within the quartet becomes even maugda and abstract when the strings
enter a somewhat free, open notation section in7lBan which they create and form their

own voices and languages using the hair comb toawnge responses to a text instruction



that asks them to create a dialogue with their nmgraad experience. There are resonances
here with ideas explored by Lim in héfinding Bodies — 3 Kno{2014) in which she asks
the musicians to freely recall earlier materiabdmemory exercise’ and with the use of hair
combs in Chaya CzernowinWinter Songs V: Forgotten Ligl2014), which ends with the

performers being asked to ‘play love songs’ by gioigithe teeth of hair combs.

Fig. 5.18:Bead[s](by bead[shar 75-78

In response to Goroh and R’'s poem, | have inserted a ‘centre bead’ at the @nthe

music in bar 98 in the form of a long echoing eff¢eg. 5.19).



Fig. 5.19:Bead[s](by bead[shar 96-98

The bead here is a silent event that creates am@p#ed and ended-opened world in which
the audience (the listener as well as the perf@meight experience the ‘afterness’ of a
memory process in the fading resonances built bgng repetitive, interlocking form of
musical patterns and textures that imitate theibgatf theKadanzandusugong (Fig. 5.20

[a-b]).

Fig. 5.20a:Bead[s](by bead[shar 85-88



Fig. 5.20b:Bead][s](by bead[shar 91-93
For me the internal dialogue of a listener withme tspace of silence after sound is highly
private, rather like the relationship between tleads and the bead maker. The magical
moment from the centre bead will not be activatethout attentiveness from the listener.
Perhaps this is rather utopian, but | am interestethe effect of a listener who submits
themselves to a process in which listening actszatemories and imagination and a sense of
travelling in-between the familiar and the unknown.

To avoid being accused of picking, choosing, atilizing musical material from
others, | have utilized elements from my own wfRke]sketch[es] no.3 — Nunuk Ragaagd
Sympathetic [re]sonance]This approach to making music by using fragmeimés take on
new life in other musical contexts is of course @lsrodden path. One useful example can
be seen in one of Peter Ablinger’'s work&go Tse-Tungfrom his ‘Voices and piano cycle’
which explores the relationship between the notbrseparation and unification between
human and instrumental voices. He makes use ofcausguotation to create a tension
between the resonance of familiarity and the diseoa of new contexts to expand the
musical structure in which the narrative of the mmaismaterial is utilized to revivify and
cultivate the surface beyond the differences thinaaugeciprocal relationship through which a
new musical dialogue is established. This concé@ symbiotic relationship between the
voice and the piano is constantly echoed in Pet#mger’s discussion of his cycMoices

and Piano In his programme note, he says that



[T]he relation of the two is more a competitionammparison. Speech and music is
compared. We can also say: reality and percepteality/speech is continuous,
perception/music is a grid which tries to approtehfirst. Actually the piano part is
the temporal and spectral scan of the respectiveeysomething like a coarse
gridded photograph. Actually the piano part isahalysis of the voice.
What Ablinger describes is a sense of ambiguous fand tension of unity that arises
through a symbiotic relationship between the textl ahe piano through which a new
structural form and identity are anticipated anchfed by an entanglement of brokenness and
disruption formed and the re-shaped by a new fraonethat filters it. It is the inheritance of
the authenticity of an element whose identity hesrbreset, reconstituted, and transcended
into another new form of ‘authenticity’, whose éifénces are actually not meant to be
separated or distanced from each other. That retditn of elements establishes a
connectivity that integrates a new dialogue betweew and old, traditional and modern.
What interests me with this kind of concept andhpps differentiates my work from
examples by other composers, is neither the natfonompartmentalization (Tarnawska-
Kaczorowska, 1998) nor the differentiation of thatemials, nor even the notion of ‘putting
narrative together’ (Heap, 2012), but rather thalie:t process of how the music can be
repurposed so that each sound world, as it isteiuaide by side with something that
seemingly might not have a specific connection tfocieates an accommodation of the
dissonances of discontinuity and continuity. The keint here is a way of remodeling,
reconnecting, and re-establishing the relationgl@fween things without their brokenness
and disruptions being eliminated. The scars in-betwthe gaps that have been reconciled
create, to my mind, a sense of longing and ambiggoestioning. | am interested in keeping
this voidness, a sense of the cracks between swsarids, open and dynamic as an essential

part of the music’s character. Although some ofrthesical passages have been presented in



a rather static way, the music itself is in a ool process of organic formation. There is an
entanglement and interlocking of musical materfedsn two pieces whose narratives have
been broken and disrupted, yet, at the same timghei process of looking for new linkages,
these fragments are constantly reforming and mEkshing new identities, creating a
paradoxical memory and sensation in experiencingpdd of in-betweenness through the
notion of remembering (Shaw, 2016; Scheurreger,420This complex transformative
activity of constantly and continually shifting lbeten closing and opening expresses the
core of my compositional aesthetics: an interstitiarld between past, present, and future, a
longing underlined by different ranges of anticgugt qualities that try to touch on the
formation and the sensation of one’s memory an&espce. Through the re-articulation of a
given element through its placement, a new idemityonstituted, which for me links to the
way the forces and energies of beads within Gorbbad necklace work as well as how the
traditional Iban bead tail creates its meanings. Just as Caspergaasses a sense of unity
through the fragmentation of movements in her gtalsivorld, in working with ideas drawn
from my contact with the Borneo beads, | experieageew found sense of interconnection
between sounding elements through the process edkimg up and resetting musical

materials.



Conclusion

| have resisted concluding my thesis as a ‘finisiwedk’, for this work is a continual
process of self-discovery around transculturalking. My research of the last 5 years has
broadened my artistic perception and practice adily in relation to the idea of wayfaring
shaping an ever more complex understanding of ithertsions of ‘in-betweenness’ in which
cultural identity, language, and creativity interte, transform, and evolve holistically
through an emergent process. Each project througtin@ujourney reflects the changing
process of my musical identity through culturallagues and has in turn opened up new
opportunities for me to reconnect to my culturathkground and values, suggesting new
ways of learning that enlarge the skills and capcof the participants. This has led me to
re-position myself as a composer in my engageméhtimdividuals and communities so that
composition becomes primarily focussed on musi@dbdues through collaboration.

In retrospect, the starting point of my researctesponse to Tim Ingold’s writings on
how skill relates to the practice of cultural exepa, and how | applied this to
Interbreathmentwas the breakthrough moment. This encounter with power of
collaborative exchange became even stronger duhiegerformances when the materials
and the energies activated between the performers further intertwined and dissolved in
terms of the identity of where creative ideas ow@de. What | recognised from such
encounters is that the musical score | createdherdancers, for example, has a certain
limitation that could only be the partial beginnipgint and that by opening my process up to
real-time score making in rehearsals with the masgand the dancer (for whom real-time
making is commonplace), | could achieve a new |l@fedxpressive power and meaning in
my music.

In Chapter 2, | introduced the practice of tranggal thinking underlining a process

of blurring techniques to re-examine the fine Ioetween the levels, manners, and etiquette



of cultural exchange. What | can see frimterfusion V — A Song for Herko Re-sketch(es)
and toRe-sketch(es) ll-resurrectios a recurring interest in expanding the levehwibiguity
through interactive forces between determinacy iaddterminacy. Such forces, suggesting
possibilities to create forms and dialogues betwedtures, dynamisms, and articulations
through musical activities, led me to rethink mydarstanding of the complexity of my
mother tongue in Chapter 3 where | reclaimed tHaevaf incompleteness in transmission
from which | created a self-dialogue in my workledlYu Moi | highlighted the sense of
ambiguity of translation processes in aural/ordlitions through the recursive movements in
which oral learning takes place — copying, respogdipracticing, and re-translating —
processes that represent the fluidity of the lifehe culture itself. What | realized was that
the dynamic forces creating errors, vagueness,'aur@rises’ strongly resonated with my
own personal challenges in speaking an unfamili@ledt (Hakka), by which meanings are
hybridized through the learning process. The ksygint for me is that through the process of
receiving the pure ‘knowledge’ from a predecess$iog, successor adds to and refines that
knowledge themselves. This placed me into a neatiosl to understanding how cultural
materials are transmitted in which | could findhsatorward for my work.

The fourth and the fifth chapters explored cultuddijects including Sabah’s
traditional Indigenous forms of embroidery and tBerneo bead culture. Both chapters
address the core of my compositional aestheticsuitivating a practice of exchange in
which | realised the power of cultural resiliencematerials and how their meanings can be
sustained and rejuvenated. This movement of ex@&hangolving a complex transformative
activity that continually signifies a movement ofosing and opening, expanded my
compositional technique around processes of brgalym and resetting musical materials,
helping me to arrive at a more abstract structuraderstanding of the specific cultural

materials. Most importantly, such experiences ogeuye another window for me to look at



other possibilities of how one’s musical inner \ascan be extended, implied, and interacted
with in different dimensions.

Since the completion of my portfolio works, | hagentinued to dive into deeper
levels of work around transcultural thinking arteted even further in a number of new
collaborative projects that work across a numbetitbéérent scales, settings, and modalities.
These include a music and dance collaboration, réndu collaboration with Indigenous
beading traditions for an installation work, andtramental writing that combines Chinese
and Western instruments in chamber and orchegt@hgs. My most recent project, realised
at the Princess Galyani Vadhana Institute of MusiBangkok, Thailand during the ‘Music
and Socio-Cultural Development of the ASEAN’ Intational Symposium, gave me the
opportunity to work with musicians from SoutheassidA together with members from
Ensemble Studio Musikfabrik led by Peter Veale, khdve been commissioned to write an
ensemble piece combining Western and Eastern msetits (mainly Southeast Asian)
including saluang, sampek (doubling sampelong),ekha36-pipe soprano sheng oboe,
bassoon, horn, saung-gauk, pat waing, roneat, rakagercussion, erhu, and cello. Here, |
extended my working process from my earlier workéxgerience with the Atlas Ensemble,
reconstructing elements of the notational strustlirereated for the earlier project to expand
the complexity of nuance in the structures by usiagh participant's capacity as a singer to
shape the interactions and dialogues in improwieatifashion.

This notion of interactivity points to future atic investigations focused on
developing ideas around forms of listening conreetbeSoutheast Asian cultural objects, and
aesthetics, particularly the idea of a silent infn@onologue’ that shapes expressive
articulations and timing in ensemble interactiofisis can be seen, for example, in another
recent project of mine calleidomburongo(sweet flag plant), a piece written for a trio of

percussionists in which | extended my intereshamBorneo bead exploring one of the sacred



instruments used especially by the Bobohizan (loitahl specialist) for obstructing evil
spirits during spiritual healing. | again use hgbiorms of graphic notation that arise out of
collaborative working methods building on the warkhave done with choreographic
notation. This provides a key | use to unlock aptinise (as well as restrict) the materials to
open up other possibilities that arise from theoes’ or unforeseen elements that evolve in
rehearsals. In these and upcoming projects, | moatito focus on an aesthetics of ‘in-
betweenness’, a prioritisation of ambiguity of gest and a dynamic use of techniques that
foster an ‘inner listening’ in order to activatedammansform the creative energies of all the

participants.
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