Digital fremfaring

Ekspressivitet og kontrollintimitet



Making music is a process

“Making music is a process. How well you relate to your
tools has an enormous impact on the success of
achieving your goals. If you look at the endpoint only and
ignore the process, youre depriving yourself of a vital
component of the act of creation.”

http://stretta.blogspot.no/20 1 1/07/making-music-is-process.html



http://stretta.blogspot.no/2011/07/making-music-is-process.html#

How Music Works

“In a sense, the space, the platform, and the software
“makes” the art, the music, or whatever’

- David Byrne,“How Music Works”



Det perfekte instrumentet

“...det som er artig er at jeg er jo veldig nerme d ha
“the rig”. Og det er jo selvfolgelig ingen som tror pa det,
men det er helt sant. Jeg har faktisk en rigg jeg er veldig
forneyd med.”

- Magnus Barmark. 2010



Det perfekte instrumentet

“The Rig is an illusion

| broke the illusion
The Rig is too RIGid”

- Magnus Bgrmark, 2014



lgjen: Hva er egentlig et (digitalt)
musikkinstrument?

e Kanskje det er bedre a tenke pa instrumentet
som et konsept enn et fysisk objekt?

e Nar blir en oljetanne et instrument?

* Musical affordance (forskning av Ubiquitous Music
Group)

e Oppstar i forholdet mellom utgver og objekt



Akustisk vs. Digital

Acoustic — Positive

Acoustic - Negative

Tactile feedback

Limitations inspiring
Traditions and legacy
Musician reaches depth
Instrument becomes 2™ nature
Each instrument is unique

No latency

Easier to express mood

Extrovert state when playing

Digital — Positive
Free from musical traditions
Experimental - explorative
Any sound and any interface
Designed for specific needs
Freedom in mapping
Automation, intelligence
Good for composing with
Easier to get into

Not as limited to tonal music

Lacking in range

No editing out of mistakes
No memory or intelligence
Prone to cliché playing

Too much tradition/history
No experimentation in design
Inflexible - no dialog

Less microtonality or tunings

No inharmonic spectra

Digital - Negative

Lacking in substance

No legacy or continuation

No haptic feedback

Lacking social conventions
Latency frequently a problem
Disembodied experience
Slave of the historical/acoustic
Imitation of the acoustic

Introvert state when playing

Magnusson, T.The Acoustic, the Digital and the Body: A Survey on Musical

Instruments, NIME, 2007




Mapping

“In @ musical context, an expressive interface design
must accomodate the capacity to practise, learn, make
mistakes and develop skills™



Mapping

“One of the main characteristics of such a [performance]
mode of operation is that it allows humans to explore an
environment in a continuous manner, rather than to ‘perform

a series of unit tasks’ (...) This is the experience of a typical
acoustic instrumental musician; the instrument stays constant

whilst the focus is on the improvement of the human player.”

- Andy Hunt, R.K., Mapping Strategies for Musical Performance



Latencyproblem

e Lav latency er essensielt - |Oms regnes som gvre
grense pa en lydlig reaksjon

e Vanlig problem: hvorfor tar det alltid for lang tid a
respondere passende pa en musikalsk impuls?

e Reaksjonstid pa uventet stimuli varierer fra 150ms til
600ms



Kontrollintimitet

“Control intimacy determines the match between the
variety of musically desirable sounds produced and the
bsychophysiological capabilities of a practiced performer.

It is based on the performer's subjective impression of
the feedback control lag between the moment a sound is
heard, a change is made by the performer, and the time
when the effect of that control change is heard.”

- F. Richard Moore, The Dysfunctions of MIDI (1988)



Kontrollintimitet

e Hgyere grad av kontrollintimitet gjgr instrumentet i stand til a
produsere et bredere spekter av musikalske kvaliteter, men
samtidig gjerne vanskeligere a lzre seg

e Faktisk kontrollintimitet avhenger av bade instrumentdesign og
hvor trent utgveren er

e Om kontrollintimiteten blir hoy nok til at instrumentet
oppleves som en del av utaveren, vil “intensjon og ekspressivitet
d flyte giennom uteveren til instrumentet som genererer lyd og
sdledes skape musikk™ (Fels 2004)



Latency

e Latency kan deles opp i mental latency og technical
latency

 Hvordan kan vi redusere mental latency?
o Klassisk tilneerming ikke mulig

e Forsgke a forsterke var fysiske og mentale
tilbasning til nye instrumenter?



Haptikk

o Utfordringer digitalt i forhold til akustisk instrument
e Ingen fysisk tilbakekobling

e Lengre avstand fra kontrollinput til lydlig resultat gir darligere
kontrollintimitet

e Forholder seg mye til syn og horsel i stedet for hgrsel og
bergring

o Haptikk - leren om bergring og kommunikasjon gjennom
Dergring

e Haptisk teknologi bruker taktil feedback for a stimulere
Dergringssansen

o Kommersiell kontrollerteknologi - f.eks. Force Feedback
(Microsoft)

e Kan benytte seg av taktile sensorer som madler kraft fra brukeren
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New possibilities

Vastly increased sonic palette

* Working with timbral motives and transformations

Increased region of operation for acoustic instruments

e Each musician has the potential to fill the entire sonic space

Novel techniques for ensemble interaction

* Processing another musician = joint musical statement (two-
way process)



The Challenge

Lack of control intimacy (Moore, |1988)
Larger distance between gesture and sound

“Magic in a performance is good. Too much magic is
fatal!” (Schloss, 2002)

Expressivity and flexibility vs. simplicity and predictability
Potential issues: Risk of instability, lack of precision, control
latency, reduced repeatability

Harder to identify the source of a particular musical sound

Even hard to recognize your own sounds



Delt lytting

Instrumental output
Soundproduction

Stereo output




Delt lytting
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Ovelser

http://www.researchcatalogue.net/view/48123/5302 |



http://www.researchcatalogue.net/view/48123/53021

