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Introduction
The Voyage of Musical Discovery presents musical 
works of different times, places and styles along with 
spoken explanations. The first half features orchestral 
and chamber music from the Classical or Romantic era 
performed in a historically-informed style. The second 
takes recently-written Australian works performed 
by a guest ensemble, often including the composers 
themselves.

This Education Kit works as a stand-alone learning 
resource, but full educational benefit is achieved by 
working through the activities in conjunction with 
attending a live Voyage presentation.

https://www.arco.org.au/voyage
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TOPIC & FORMAT OF KIT

Different MUSICAL IDENTITIES inhabit each of the 
above works. To discover more about what and who 
these are, the kit looks in detail at:

1. Collaboration

2. Sustain

3. Threads

Format
These three musical aspects are explained one by one in the 
following format:

(a) background and definition | why is this important? 

(b) activities and projects | how can I learn to do it?

(c) cross-genre examples from the Voyage repertoire |               
      where and how does it appear in the music?

(d) examples from outside works or disciplines |                       
    does it extend to other music and art forms?
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INFORMATION FOR TEACHERS

The materials in the kit are arranged from 
general to specific. While it makes sense 
to complete them in the order listed, they 
can also be taken as self-contained units. 
This means that a specific area and/or 
activity can be selected to suit the class 
time available, as well as to complement 
the current syllabus focus. Students are 
encouraged to move through the materials 
freely – for example, in some cases it may 
be beneficial to listen to the examples 
before starting the activities.

1

Structure of Classes
In many ways, the activities are the most important 
parts of the kits – this is where things can be 
invented, experimented with, and explored. The 
activities are flexible, and options are provided for 
them to be expanded and integrated into larger 
composition and performance projects depending 
upon the needs and resources of the school 
program.

Many will work best by splitting into groups. 
Students should take avail of the skills, resources, 
space, and sound makers that are available, whether 
these are instruments, voices, electronics or objects 
lying around. These are the materials with which to 
try out the tools introduced in the kit.

Activities
As the kits deal with techniques across 
multiple music styles and types, 
activities can be adapted by:

  

    Breaking down into smaller parts for 
younger students, including in primary 
years

   

    Expanding for adult listeners, 
composers or musicians on the lookout 
for new ideas

Adaptability
2 3
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Whole books have been written about 
each of these subjects  – references 
and suggested additional resources are 
included.

Students are encouraged to do some 
sleuthing of their own when it comes 
to general background of works 
and biographical information about 
composers etc. 

Cross Referencing

This kit is one of three produced per year, and 
there are indications to where related material 
appears across the kits. Completing all provides 
a comprehensive survey of the core elements 
of composition, performance and musicology 
and how these align in contemporary creative 
practice.

This interactive landscape edition is optimised for laptop 
or tablet, however no third-party audio or video media 
is embedded in the file. The links require an active 
internet connection, and headphones are recommended 
for concentrated listening. Downloading the PDF and 
opening it in Adobe Acrobat Reader is recommended, or 
if accessed from a browser ensure that the links open 
in new tabs with Command-click (MacOS), Control-click 
(Windows), or tap+hold (Android/iOS).

It is important too that whole movements, works and 
albums are listened to as they were written and intended 
to be heard – i.e., without starting or stopping halfway 
through. To make this easier, the music referred to is also 
collected in a Spotify playlist, however in most cases the 
works can also be found elsewhere including on other 
streaming services and on CD.

Streaming and Links

DESIGN & INNOVATION       
Subject Matter
    Structure
         Layers

   
CULTURAL NARRATIVES         
Lines & Distance
     Improvisation   
        Quotation

      
MUSICAL IDENTITIES              
Collaboration                       
    Sustain          
        Threads

4
5

https://open.spotify.com/playlist/7jiAE4nVoJIZET4dgzmrjS?si=c8b1d06df11b4b08
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1. COLLABORATION
A. Background & Definitions      How do we explain collaboration in music?

Composers and musicians tend to be very specific about collaboration – e.g., if two creators like Lennon and McCartney worked on a piece 
together then they are listed as co-writers. Of course that’s entirely correct, but in reality music is hardly ever created in a solitary void. 
It almost always involves some form of collaboration – direct and indirect.

• co-writing 
• directing players

• collective improvisation
• brainstorming

• cross-disciplinary art

• recording
 • streaming

• audience reactions and 
input

• listening to live 
recordings

• influences
• lessons

• discussions
• adapting existing ideas

• workshops • the acoustic
• media type 

• funding partners
 • context

• venue / site



Concert hall or recital venue presenters still struggle with the idea of 
collaboration in music. The image of a single identifiable composer, conductor, 
leader or soloist lends itself well to marketing and posters even if it seldom 
reflects the actual creative process behind the scenes or on stage.

Despite this, over recent years there have been a number of developments 
in the way music ensembles and groups operate. Rather than a single boss 
or leader, many of these function as collectives – where the artistic as well 
as administrative decisions are the responsibility of the members. What is 
interesting about this, is that it mirrors similar changes in society – e.g., the 
growing role of community environmental groups, the slow food movement, 
or local farmers’ markets. 

As demonstrated by the widespread response to Greta Thunberg and many 
others, people around the world are recognising that their political leaders 
are failing to act on issues of climate change and global inequality. By being 
organised and working together on a small scale, it is being shown that 
there are peaceful and effective alternatives to the established political and 
corporate top-down structures.

In a musical setting, this approach can be referred to as distributed creativity. 
As a composer, one of the most important influencing factors in the success of 
your work is creating an environment where each player feels comfortable and 
knows they are welcome to contribute a musical opinion. To make this happen, 
your role as composer is equal parts co-director, organiser, facilitator and 
good listener.

8

Christopher Small, Musicking: The Meanings of Performing and 
Listening. Wesleyan University Press, 1998.

Murmurs and Swarms

Christopher Small in Musicking explains that we can only 
really get closer to answering the question as to what music 
means by looking at actions – what people do. Some form of 
interaction and working together is involved in every step of 

the musical process.

In composition, collaboration is proven by the many surviving 
sketchbooks, letters and notebooks from earlier times and 
it can be observed in any rehearsal, workshop or recording 
session of a new work today. Whether playing, composing 
or listening – each and everyone of you can be part of this 

creative process.
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B. Activities & Projects
ROUNDTABLE

• Look again at the collaboration circles on page 7 

Either alone in a small group, try and figure out why there are four 
separate circles.

Direct / indirect collaboration?

Accidental / planned?

Artistic / organisational?

Peripheral / crucial?

Compare the activities listed to real-life collaborative scenarios you are 
familiar with – including outside of music. 

If you disagree with the way the circles are arranged redo them on a 
sheet of paper, and add any further collaborative examples or categories 

you think are needed.
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BEING SENTIENT

This activity is an exercise in collective 
decision-making.

Form yourselves quickly into groups of four or five 
players with instruments or voices.

Without any discussion or planning, start together 
and just play! 

Give yourselves three or four minutes and no matter 
what happens keep going.

Even if the end result was disorganised and raw, 
assemblages such as these are valuable exercises for 

understanding how a group of interdependent voices can 
cooperate rather than compete. 

In the following sections, you will learn some techniques 
for organising different musical identities  

• how sound colours can be combined 
• how simple ideas can be extended

1

2

3
What occurred?

PLAYERS
Did it work at all? 

Was is complete chaos and anarchy?

LISTENERS
What impressions did you have? 

What communication did you see or hear 
amongst the players?



Don Giovanni is still regarded as one of the most significant operatic achievements 
of all time, and was first performed in Prague in October 1787, with Mozart finishing 
off the overture the night before. Written with librettist Lorenzo Da Ponte, the main 
character is simultaneously a crook, seducer, hero and writer – and in each of 
these identities he makes decisions with little regard for the consequences. The 
fictional protagonist – also known as Don Juan – would have been already familiar to 
audiences due to various existing versions of the story dating back to a play from the 
17th century. 

The action oscillates between comedy and horror, and includes a talking statue, 
murder, masks and seduction. It is a product of and response to European 
Enlightenment, in particular that the divisions between the classes were shifting 
away from powers invested by God to codes and laws that – in theory at least 
– applied equally to all. The various characters in Don Giovanni highlight that 
despite these reforms, behaviour and actions are still very much determined and 
constrained by social class. Mozart’s music is miraculous in that it manages to 
convey the struggle between the more philosophical ideals of humanity and a 
government and ruling class reluctant to catch up. That this conflict of ideas sounds 
oddly contemporary is one of the primary reasons the opera is still a central work of 
the repertoire.

Hear the Overture on Spotify

11

C. Examples from Voyage Repertoire

Don Giovanni

https://open.spotify.com/track/6o2eGWQnzrgFptvlFOnwKd?si=a00ca82e55b64a21


Individual musical identities are absolutely integral to the newer generation of 
contemporary classical and cross-genre improvising ensembles. Performances 
by one of Australia’s leading ensembles Taikoz, revolve around much more than 
just the sound. Their works are theatrical events – we see and hear an individual 
personality inhabiting a specific area of the stage and the sounds produced come 
from the movements, gestures, stance and facial expressions as much as they do 
from the instruments.

In parallel with growing opportunities and freedoms in society for individuals to 
make their own decisions about important aspects of their lives, the taiko has 
emerged as a musical voice in its own right. In the 1950s, this was due in part to 
jazz drummer Daihachi Ōguchi arranging different sizes and types of taiko in a set 
up reminiscent of the Western drum kit. This ushered in the idea of combining 
multiple timbres and pitches in a drum ensemble – a departure from the more 
traditional role of just one or two taiko accompanying commemorative or religious 
events and ceremonies. 

Introduce yourself to some of the different-sized drums and the identities behind them 
by watching a short excerpt of … like a ripple... performed live by Taikoz. 

Each player is connected to their instrument forming a self-contained entity, and for us 
to see so clearly how the sounds are being produced adds an important dimension to the 

listening experience.

12

A frequently neglected aspect of studying a specific piece of music 
is the important role that the performers have in bringing it to life. 
History is full of stories of composers writing for specific people rather 
than instruments, but we can lose sight of this when our focus is 
directed primarily to score notation and instructions rather than the 
collaborative actions of the musical identities behind the work.

There are many anecdotes surrounding Mozart’s works for his friend, 
the clarinettist Anton Stadler. When listening to the Clarinet Concerto 
or Clarinet Quintet for example, it is almost impossible not to imagine 
some of the conversations, adventures and misunderstandings that 
lie in the cracks between the symbols that have survived on paper. 
Similarly, the Duke Ellington band was so well routined as a group of 
distinct identities, that their parts generally had the players’ names on 
them rather than the instruments they played.

Taikoz

This is demonstrated in a short promo

https://vimeo.com/407441774
https://vimeo.com/353300563
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D. Extra Examples
Collaboration in different guises:

Stockholm Syndrome
Episode 3 of This Is Pop on Netflix tries to look into the collaboration 

behind the success of Swedish songwriting and production – from ABBA, 
to Roxette, Childish Gambino and Ace of Base. 

Anwen Crawford writing in The Monthly correctly points out that the 
documentary provides very little actual information about why or how 
the Swedes produced so many hits, and wonders whether it may have 
something to do with the quality of country’s school music education 

system.

Sister moon will be my guide
Saxophonist David Sanborn has been organising remote recording 
sessions of songs with each musician playing from their own home 

studio. This is a collaboration with Sting on Sister Moon.

You look after your mates and your mates'll always look after you
Publio Delgado makes an art out of adding guitar harmonisations to the voiceovers in 
advertisements, interviews on the news, and excerpts of speeches. Here’s one he did 

with an Australian who explains an incident in the local community.

Well my friends the time has come
Jacob Collier has made an amazing cover version of Lionel Ritchie’s 

All Night Long involving a huge number of collaborative partners and 
hundreds of separate audio and video clips.

The Demon Barber of Fleet Street
Bryn Terfel and Emma Thompson demonstrate their approach to 

performing with scores on stage in the opening scene of Sondheim’s 
Sweeney Todd – Live from the Lincoln Centre in 2014. This is one of the 
most extraordinary transformation in an ensemble that you will ever 

witness!

https://www.themonthly.com.au/issue/2021/august/1627740000/anwen-crawford/tip-pops-pop-and-song-exploder
https://youtu.be/wuvWWt4JDIQ
https://youtu.be/Kw7FFaASW6Y
https://youtu.be/nspqYGz-Z1s
https://youtu.be/RQpmnMy53gQ?t=67
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A. Background & Definitions

For many of you, sustain in music will conjure up lush and interconnected 
chords with the pedal pressed on the piano or perhaps the swimming 
reverberations of sound in a cathedral. However, you could also think of 
sustain as a way of describing the natural or inherent length of a sound. 

Some sounds – regardless of how you play them – last longer than others. 
If you compare a finger snap to singing a note until your breath runs out – 
there is a huge difference in the sustain or natural length. And even if you 
sing the shortest note you possibly can, depending on how echoey the 
room is it might still sustain more than a finger snap. Try both at the same 
time to see.

These natural differences in length have to do with the built-in acoustic 
qualities of the instruments or voices – how bright or piercing their timbre 
is, and how and where the sound is produced. And there will be some 
variation in sustain depending on the range, volume and the person 
creating the sound.

If you are creating, composing, arranging or producing music – this information is vital. 
Think of it as an updated instrumental colour wheel that:

• is an incentive to move away from classifying instruments by their traditional 
families and roles
• leads to fresh combinations of sounds
• encourages inventive ways of playing and new techniques

Some ideas to get started:Some ideas to get started:

• extend the sustain of short sounds by arranging them in quick succession like a delay
• amplify or disguise long sounds by starting or ending them with short sounds
• activate and energise a passage of long-sustained notes by adding repeated short ones
• make long sounds even longer by staggering or interleaving the entries like a cross-fade

The following exercises will give you some practice at harnessing sustain as a 
compositional tool, and following that there are some examples of it in action from 
Mozart to the present day.

2. SUSTAIN 

Image by Nicholas Erwin (Flickr), CC BY-NC-ND 2.0
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1. 
Take your instrument, use your voice, or grab any classroom percussion 

object

2. 
Working quickly on your own, establish what its natural sustain is with a 

normal playing technique at a medium dynamic

• if it has multiple pitches, choose one in the middle

• if it is stringed, one bow stroke or pluck

• wind or brass – an average length tone; 
no endurance tests or going red in the face

3. 
By quick negotiation and comparison, arrange yourselves in a line from 

short- to long-sounding and play each sound in quick succession

4. 
Make any adjustments to the order, then do it again from long to short

SUSTAIN SET UP

B. Activities & Projects

1. 
Keep your instruments from SUSTAIN SET UP and return to your SENTIENT groups

2. 
Start jamming again, except:

• your are now only allowed to play a single pitch
• and it may only be your one natural length from

3. 
Follow, answer, respond, copy to create a piece made out of single-note 

communication

4. 
If you need to add a bit of variation to the dialogue:

• keep the playing technique the same, but vary the dynamic
• leave some gaps between responses – stop, listen, wait, play

How long can you sustain it?

SUSTAINABILITY



Mozart

Before looking at the first Mozart example, bear in mind that he was writing in a time when the 
roles of the instruments were considerably more constrained than they are now – by convention 
as well as by technical limitations. Think of this as a sort of class system applied to instruments:

• the nobility of the upper strings enjoy the best melodies and views from a spacious and well-appointed 
upper storey

• they receive generous support from their relatives in the lower strings
• the hard-working woodwinds are brought in for special tasks and have access to most areas

• the brass and percussion are helpers for special occasions, and share a space at the back out of the way

Remnants of this way of thinking have survived in the names of the positions in the modern 
orchestra – e.g., chief conductor, concert master, assistant principal, section leader, rank and file.

Mozart doesn’t have the possibility to give the instruments words, roles and costumes as he does 
with the characters on stage, and is more restricted in his palette of colours. Nevertheless, he 
finds very original ways of breaking up and recombining the instruments.

16

C. Examples from Voyage Repertoire



Don Giovanni – Overture

Except for the bassoons, Except for the bassoons, 
the winds and brass sustain throughthe winds and brass sustain through

Lower and middle strings pulse on the half bar and Lower and middle strings pulse on the half bar and 
next downbeat, and in the gaps between this the next downbeat, and in the gaps between this the 

upper strings retake. The combined effect energises upper strings retake. The combined effect energises 
and activates the chord because there is something and activates the chord because there is something 

moving on every beat.moving on every beat.
timpani extends its timpani extends its 
sustain with a rollsustain with a roll

The short timpani re-articulation cuts off the The short timpani re-articulation cuts off the 
sustained middle and upper voices, leaving the sustained middle and upper voices, leaving the 

lower parts exposed and hanginglower parts exposed and hanging
Added lower open-string Added lower open-string 
D in violins amplifies the D in violins amplifies the 

chord start chord start 
17

This is the only opera overture of Mozart’s with a slow introduction, and it’s 
as if an entire life has been squeezed into just four bars. Everything that 
follows in the story is somehow concealed in these opening sound objects, 
and this almost cinematic effect is achieved primarily through ingenious 
engineering of the sustain. It’s subtle, but it creates a very distinctive sound.

Towards the end of the opera these opening chords reappear in an expanded and 
more menacing version as the statue comes to life in the cemetery and speaks to 
Don Giovanni.

Mozart has reharmonised it making the first chord a B diminished instead of D minor 
– acting as an altered dominant – and to the second he adds a 7th making it A7/C #

But the extraordinary addition is a new colour in the orchestration –  an alto, tenor 
and bass trombone. Listen in particular to bars 5–8 where the woodwinds are 
suddenly absent and the trombones instead answer in sustained ghostly images of 
the different earthly registers of the human voice. 

1

1

2

23

3

4

4

5

5

Kit 1 – DESIGN & INNOVATION 
looks at altered dominant 
harmonies

https://open.spotify.com/track/6o2eGWQnzrgFptvlFOnwKd?si=07b3b0ca97964f2d
https://open.spotify.com/track/52ra9u1Lgm1PtiohQgyJJ8?si=2fa217ca353f41ee


Taikoz

Mozart’s flexible delineations between the sections already hint at the sort of self-contained identities that the instruments would 
develop over the next century. However, his works still belong to a musical period when percussion and brass rarely went beyond 
providing reinforcement or rhythmic interest to string- and wind-dominated ensemble textures. It took until the 20th century 
for percussion instruments to outgrow this function, and the prospect of a chamber ensemble consisting solely of percussion 
instruments in Mozart’s day would have been unimaginable. Yet, progress in music – as in society – requires a change in thinking and 
reform can sometimes be slow.

One of the composers to lead the change was Edgard Varèse. His motivation for increasing the prominence of percussion was to 
explore timbral potential in music – to find instruments able to produce clear sounds in the extremes of range and dynamic. His 
aim was to organise sound into different zones of intensity, and to discover the means to extend sound beyond its acoustic borders 
and send it through physical space. To do this he began to experiment with writing for sirens, pre-recorded sound effects, synthesis, 
and huge speaker arrays in performance. These things are all completely normal phenomena for listeners today, and percussion 
ensembles themselves are often at the forefront of innovation in the quest for new combinations of sounds and collaborators.

As a microcosm of contemporary arts and wider society, Taikoz does not only play with traditional Japanese instruments. Their many 
performances, programs and commissions represent an evolving blend of cultures, places and artistic disciplines. The group has 
performed all over the world including in collaborations with orchestras, jazz musicians, Indigenous artists, contemporary classical 
composers, Bell Shakespeare, Lingalayam Dance Company and Anandavalli, and many others.

By working side by side with musicians and artists from outside the sphere of Western classical music, a vast new array of sound 
concepts and possibilities emerges. This can be observed in the area of sustain alone, especially when contrasting different 
instruments and sound concepts with the conformity and homogeneity at the centre of the traditional European orchestra. 
Australian-based composer Julian Yu explains, for example, that many of the traditional Chinese bowed string instruments have 
a very short natural sustain, meaning that players learn already from a young age how to arpeggiate, elaborate and improvise as 
fundamental techniques for extending the sound of the instruments.

18



Flowing Water

Flowing Water is a structured improvisation that is not notated in a traditional score. The work was developed through rehearsals and 
discussions, and finessed in performances. The sustained lines of the shinobue – Japanese traverse flute – began with Ryuji Hamada 
improvising responses to the rhythms and harmonies played by Kerryn Joyce on the hang* – a pitched instrument developed in 
Switzerland in the 21st century that has some similarities with the steelpan of Trinidad and Tobago.

Over time, similar versions of the shinobue melody have remained in the work, and you can hear some of the opening strands appear 
again towards the end. The group has decided on the order that the instruments enter and exit, and the remaining two players – Sophia 
Ang on percussion and Ian Cleworth on kanade-okedo – let their contributions develop gently, making subtle changes to the sound 
colours of the instruments as the collective sound unfolds. While watching a live performance of Flowing Water, put your attention on 
the following:

• the different sustain lengths of the instruments and how these overlap and intersect
• the techniques the players employ for prolonging the length of short-sustaining sounds

Had the musicians approached this work in terms of designating fixed roles such as melody, chords, beat or background it would not 
have worked the way it does. Instead, each musical identity in the group occupies a mixture of different roles and these shift and 
overlap as effortlessly as the short and long sounds seep and flow into one another.

* The word hang (pronounced hung) comes from a Swiss dialect of German and means both hand (how it is played) and hillside (a reference to its convex shape)

19

https://youtu.be/Q-lFv-zCG1I?t=1612
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D. Extra Examples
Sustain as tool:

Laura Karpman
Tom’s Revenge 

from 'Steven Spielberg presents Taken'

The following three orchestrations are examples of how to write with sustain potential as the 
guiding criteria. None of these would have been possible, if the composers had followed text 

book approaches to scoring for the different instrument families.

Listen for how lively and fresh the instrument combinations are, and that new colours glimmer 
on every surface and creep into every corner of the sound.

Julian Yu
orchestration of Mussorgsky’s 

Pictures at an Exhibition

Maria Schneider
arrangement for big band of 

Kurt Weill’s Speak Low

https://youtu.be/nIE1mCItnus
https://youtu.be/sbk1P3BJagc
https://youtu.be/h741YDjOnmg
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3. THREADS

Thread may not be immediately recognisable as a standard musical term, and this 
is deliberate. It has been chosen to communicate the idea of different musical 
identities working together, but keeping their own trains of thought. And in a similar 
way to wavy threads woven into fabric, the potential of multiple musical threads is 
limitless. A thread could also be how the thoughts and ideas of a single determined 
person build momentum when combined with others, and become a gentle wave of 
reform or peaceful revolution. And a thread might also be implied in that famous 
ancient Chinese saying about a journey of a thousand miles beginning with a single 
step.

The fascinating thing in music is that even as sound palettes have broadened, 
structures expanded, harmonic and rhythmic languages evolved, and new 
hybrid styles emerged – the general processes of establishing, continuing 
and developing musical threads remains remarkably similar. It is possible to 
trace these mechanisms dating from the Middles Ages through to the Classical 
symphony, from Schoenberg to bebop, Australian Indigenous music to the 
additive rhythms of taiko, minimalism to hip-hop, and in film scores to nursery 
rhymes. In many cases, entire compositions appear to expand outwards from 
a single initiating idea – like an organism growing from a single cell. And 
whether the resulting music is free improv or the scientific precision of a Bach 
fugue, collaboration and sustain are the cornerstones. In other words, threads 
spring to life through interaction and negotiation and they keep our attention 
through the interplay of different lengths and values.

A. Background & Definitions

voice

line

phrase

note

motif

thread

loop

figure

pattern
cell

word
identity

rhythm

thought

idea

Kit 2 – CULTURAL NARRATIVES 
looks in more detail at non-
Western music.
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1.
Keep the instruments from before, and reform the SENTIENT groups

2.
Now your job is to transform your single natural-sustaining tones into a length of the opposite extreme, with the following conditions:

• the changes must take place incrementally – gradually making a series of tiny alterations, each one edging slightly closer to the target
• the resulting note must be produced in a fundamentally different way than the original

Examples:
• a long-sustained trumpet note might end up as the short flick of a finger on the rim of the bell, or the thud of a just a valve being pressed

• a long-sustained sung note could result in a click of the tongue, or a single spoken P
• a short-sustained untuned percussion sound may end up being a tremolo, or being slowly dragged along the surface of a table

• a single piano note might be repeated once then twice and so on, or perhaps the sustain pedal is pressed for increasingly longer time periods

In each case find a personal and inventive way to make the shift, and work out the transition of techniques as smoothly and as gradually as practicable

3.
Start together, and slowly evolve. Stick to your own timing, follow your own agenda of reversing the polarities

Don’t play all the time – take small breaks between the increments and listen to what else is changing around you, then rejoin the sound. Decide yourself when you 
finish – it doesn’t have to be synchronised with the rest of the group.

B. Activities & Projects
CELLULAR



"

"
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Visit the Taikoz channel on Vimeo and find a video that appeals to you.

While watching it, write a short description of approximately 100 words explaining what’s going on. 
You should provide listeners with introductory information about a work or sound concept they may 
not be familiar with.

Some things that could appear in your paragraph:
• overall mood or atmosphere
• identify and highlight the different musical identities and how they interact to create the sound
• give the reader some insights into how sustain is handled – repeated sounds, offset entries,       
reverberation etc.
• how these aspects come together to advance the subject matter or wider context

Be personal and descriptive, but be careful about words such as exciting, awesome, interesting or 
passionate – unless these terms are unpacked, they can sound vague or like marketing. 
Show if and how you like something by being enthusiastic and original with your text.

Time limit: 20 minutes

Select paragraphs to read out and discuss the different views and insights.

Now, put all the groups together and do the whole thing 
again.

This forest is made of sentient beings – some organisms 
are growing from single cells multiplying in the wet earth, 
and other species are slowly breaking down, regenerating, 
evolving. The whole ecosystem works as one. Don’t 
misinterpret Charles Darwin as the capitalists do – for every 
act of competition between species in your sound forest, 
there are a hundred undocumented acts of cooperation.

Find the perfect spot – outside and inside, spread out, 
perform it again. Get a few people to video it from different 
angles, or perform it for visitors as they move through a 
public space.

WE ARE GROOT!

SOUND WORDS

Words and images must be flexible and contain multitudes, 
they must flicker, and they must have multiple meanings.

The poet Elżbieta Drużbacka, a character in Olga Tokarczuk’s 912-page historical 
novel The Books of Jacob – written in 2014 in Polish and published in English in 2021.

https://vimeo.com/taikoz


Mozart Jupiter

Jupiter – Movt. IV
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Listen out for how the different voices interact and how each viewpoint is crystal 
clear even when the texture becomes dense. Try to locate the passage when all five 
themes are heard simultaneously; it appears like a quick glimpse of a blackboard full 
of interlocking formulae. Notice how Mozart switches and flips the threads vertically 
as well as horizontally between the instruments, and how these musical identities are 
intrinsically linked to their sustain potential rather than their family of origin.

Mozart’s Symphony No. 41 – written in 1788 – has an almost mythical 
status that may in part be magnified by it being the last symphony 
he composed as well as his longest. We will zoom in on the fourth 
movement, in particular its fugue. The fugue as a contrapuntal 
compositional form was of course well established – having grown 
from canons of the Renaissance and being perfected in the intricate 
and complex creations of Bach. Mozart’s style is more operatic – a 
collection of five short statements shared democratically between 
the instruments. Small canonic threads and fragments pop in and out 
throughout the whole 12-minute movement, but it hits top gear in just 
the last few minutes. 

Despite all that has been written and theorised about this work, it is 
difficult not to be pulled into its world. In the time of Mozart there may 
have been little more than the slightest inkling of space travel, quantum 
mechanics or genomic sequencing – but concealed in this music is 
the promise of vast possibility. The closing minutes of Jupiter are a 
microcosmic revolution, and the musical identities portrayed therein 
must suspect that their great grandchildren will one day escape the 
matrix and ricochet through time and space at the speed of light.

C. Examples from Voyage Repertoire In a departure from what you may be used to, listen without following the score along. 
Have a quick look at the following thematic stems, play each through on the piano, then 
listen to the whole movement through once.
    

1

2

3

4

5

https://open.spotify.com/track/2MwxBjuFa72Nvv9lGKkyAT?si=50ab32427bc94622


… like a ripple…
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An alternative to Mozart’s threads and combinations and their uncanny ability to 
suggest the immeasurable and ephemeral, … like a ripple… demonstrates how 
a work can gradually build from a series of incremental vertical and horizontal 
adjustments. The work is composed and scored, but many of the alterations to the 
threads grow and develop by way of improvised decisions.

The Taikoz players base their solos on the preceding and surrounding rhythmic 
material, and the duration of these solo is open. This means that the some overall 
rhythm of the work – its form and dimensions – is also being generated and 
influenced in real time. This gives the ensemble the option to customise things as 
they are performing, and they will play to the surrounding acoustic and physical 
space as well as to one another.

We might immediately associate ripple with dropping a stone in the water and 
observing the resulting waves travel outward along the surface. But with music, we 
can also afford to be flexible when it comes to its specific meaning – sound itself 
could be said to cause ripples in the air to reach our ears before the brain performs 
the strangest of calculations to translate and process the information received. And 
whether those sounds cause goosebumps, tears, confusion or sleep depends on 
so many factors, that even listing a day’s worth of permutations could traverse an 
average lake.

Oliver Sacks – author of Musicophilia and an expert on cognitive reactions to music – 
reminds us too that even though “it is the art most closely tied to the emotions, music 
is wholly abstract; it has no formal power of representation whatever.” 

Titles may mean that the composers intend that we be aware of certain connections 
to outside stories or situations, but these pieces can still stand alone as works without 
needing to know or follow these. 

As an exercise in detective work, download the score of … like a ripple… and see if you 
can gain some insights as to how it is built. Also, based on the short extract you listened 
to earlier, you should already have a general idea of the sound world that is created.

• look through the score and identify the different structural divisions (these are 
labelled)
• choose a few rhythms to try out – either drumming on the table or with your voice
• look at some of the polyrhythmic sections, and see if you can calculate how the 
rhythms intersect
• fill in some of the blanks by tracing the musical threads through with your eyes, and 
try to hear the sound in your head as you go

Oliver Sacks, Musicophilia: Tales of Music and the Brain. Vintage Books, 2008.

Kit 1 – DESIGN & INNOVATION 
looks into more detail at subject 
matter, structure and polyrhythms

https://www.dropbox.com/s/jmke6hpl3cacukk/Like%20A%20Ripple%20%28v4%202020%29%20-%20Full%20Score.pdf?dl=0


Voyage 3 Repertoire 

Playlist on Spotify

Different Threads

Playlist on Spotify

Graphic animation of Bach’s Contrapunctus 6 
from the Art of Fugue

The first movement of Bartók’s Music for Strings, 
Percussion and Celesta is a slow fugue that 

according to Pierre Boulez “unfolds like a fan.”

Fugue for Tinhorns
from Guys and Dolls recorded in 1963 with Frank 

Sinatra, Bing Crosby and Dean Martin 

The Exploding Psychology
The mechanical precision of samples and 

electronics undergoes manipulation via different 
degrees of sustain in the hands of Squarepusher

Different Trains
Short introduction to Steve Reich’s work made from 
spoken word, Kronos Quartet and field recordings

Super Critical Mass
A sonic arts project created by Julian Day and Luke 

Jaaniste where people playing instruments of one type 
are spread out in a public space

The Overstory – a novel by Richard Powers
“It changed how I thought about the Earth and our place in it… 

It changed how I see things” – Barack Obama
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D. Extra Examples

https://open.spotify.com/playlist/7jiAE4nVoJIZET4dgzmrjS?si=5f4b3d00adaf4fb1
https://open.spotify.com/playlist/2ZztfxKDjSzYWQW402PeDb?si=e8d4f9fb55254557
https://youtu.be/EF_efBExed0
https://open.spotify.com/track/3ol8En0Js67aYo6JKPqlFZ?si=d47f0733736f46d5
https://youtu.be/0mR3ZUB_Nx8
https://open.spotify.com/track/5N4LlJv0wavZ5LotGC8R56?si=fd9eaa69cbf54b55
https://youtu.be/1r-kxJqjrws
https://youtu.be/RrDsx313rjA
https://youtu.be/efHH_4Jkx94
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