Between music & architecture

(Un)Common
Precedents

Workshop |

Federica Goffi, Isabel Potworowski & Jesse Stewart

This workshop explores musical notation as a precedent for
architectural drawing. Music and architecture are both allographic arts
- they are both carried out by others; the composer writes notations
for musicians, and the architect draws for builders. Both musical and
architectural notation thus invite participation. They anticipate sound
and movement.

Based on this commonality, first year architecture students were invited
to create hybrids of a musical graphic score and an architectural
drawing. Such drawings lean more towards the abstract nature of a
musical graphic score (yet still contain spatial elements), or towards
conventional architectural representation, such as a plan or section.
Whether it is musical or architectural, the drawing-scores are designed
to be interpreted musically by an ensemble of up to three musicians,
while also informing further architectural development.
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Exercise 7: Graphic Drawing-Scores
(9% of final grade)

Due on Tuesday, October 18
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Excerpt from “Treatise” by Cornelius Cardew (1967)

Introduction

This exercise is a special workshop as part of the Agora Il symposium (Un)Common Precedents,
organized by Federica Goffi, Isabel Potworowski, Kristin Washco (CRIPTIC) in collaboration with Jesse
Stewart, Associate Professor in the Music Department at Carleton University [link]. The workshop
explores music as a precedent for architectural design. Specifically, it looks at how musical notation can
be a precedent for architectural design.

As Federica Goffi explains in her recent article about chromesthesia, music and architecture are both
allographic arts, meaning that they are both carried out by others; the composer writes notations for
musicians, and the architect draws for builders. Both musical and architectural notation thus invite
participation. They anticipate sound and movement."

The visualizations of sound through musical scores and architectural sketches of a performance
space in plans and sections can be based on sensory associations of one sense modality with
another through the use of colored notations, allowing for chromesthesia—a silent color hearing
through sound seeing.

The musical score is critical in sensing time, operating a silent listening. However, seeing the
music is different from hearing the music. In musical notation, sign and signifier belong to different
sense modalities—vision and hearing, respectively. Line weighted orthographic plans and
sections offer the opportunity to sense the sequencing of spaces and events synchronically,
opening the gaze to the temporal aspect of architecture. Horizontal and vertical sections reveal

' Federica Goffi, “Chromesthesia and the Multiverse of Listening in Music and Architecture: Luigi Nono in
Collaboration with Renzo Piano,” in The Sound of Architecture, edited by Angeliki Sioli and Elisavet
Kiourtsoglou, Cornell University Press, 2022.
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the thickness of time, defining what | like to call ‘chronosections’—drawings that allow us to be
here and there, in the before and after, at the same time.

The gap between score and music is a listening space open to performers’ interpretation, not
unlike the translational gap between drawing and building. While sketches and drawings release
immediate sensory content in drawn music and architecture, they also relay a delayed sensory
content: the performance or the executed architecture.?

Thus, musical scores and architectural designs have much in common: both are blueprints for particular
kinds of sensory and aesthetic experiences; both use graphic notations to communicate information to
would-be interpreters of the drawn and scored signs who translate the information into a new medium in
space and/or time. In the context of this course, you are encouraged to think of musical scores in relation
to architectural design. For example, how would you notate particular sounds that are to be played in a
performance space in your dream house? How might this notation suggest an architectural space? How
would you draw the rhythms and movements of walking through or living in the dream house? Such
drawings-scores can be interpreted as both architectural and musical pieces of design and sound
notation, and may serve as inspiration for further design development.

Task

For this exercise, you will be asked to develop an architectural drawing which is also a graphic musical
score.

Taking inspiration from the examples of graphic musical notation shown by Dr. Jesse Stewart, as well as
architectural examples of notation and visualization of sound shown during the lecture, please develop a
graphic musical-architectural drawing-score. The drawing should be a hybrid between a musical graphic
score and an architectural drawing. It can lean more towards the abstract nature of a musical graphic
score (yet still contain spatial elements), or towards conventional architectural representation, such as a
plan or section. Whether it is more musical or architectural, the drawing-score should be designed to be
interpreted musically by an ensemble of up to three musicians. You could include a short description or
interpretative key for your score.

The drawing-score should be based on one of your previous exercises (11, 10 or 8). When translating
your chosen exercise into a spatialized graphic score, it might be helpful to focus on one musical
parameter in particular (defined as any attribute of sound that can change over time, e.g. rhythm, pitch,
timbre, temporal density). Some of your drawings in this course may lend themselves to musical
interpretation more than others. For example, do any of your previous exercises in the course convey a
particularly strong sense of rhythm or explore different densities of visual information (dots, lines, etc.)
that could be translated into different densities of sound? Given the subjective nature of graphic score
interpretation, the duration of performances of your drawing-score will vary, but you should aim to create
a drawing-score that can generate a performance (and sustain interest) for at least 2 minutes.
Assignments will be graded based on creativity, the aesthetic quality of the score, and the degree to
which the graphic score realizes your intentions and provides a compelling experience for would-be
performers and audience members.

Deliverables and guidelines
- Your graphic musical score can be any size, but should be legible by musicians

- Interpretative key or short description
- Musical scores must be drawn by hand

2 bid.
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Bliam Bergeron

For the graphic score,
my goal was to
compose a piece
reflecting a view of the
ocean during a 24-hour
period. The work would
start during the first
midnight and end on
the second midnight, 24
hours later. To create
contrast and clear
division in the song
itself. | used differed
depictions of lines and
the use of colour
variation to show
changes in
instrumentation and
sound. The density of
lines translates to the
richness of the sound
and the colours are a
show of mood. The
musical portions of the
score are also meant to
show an abstract
interaction between the
dock and the oceans

during the
aforementioned 24-hour
period.
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The entire piece is meant
to have a hollow feeling,
with many repeating
areas. From a playable
standpoint, | imagined the
performers using various
string instruments to
create an airy feel. On the
other hand, architectural-
ly, the different circles
represent gathering
spaces and the depth
corresponds to the more
densely populated
environments. Meanwhile,
walking pathways created
of single, dotted lines are
meant to guide the viewer
through the space. The
choice to use graphite and
plain paper without colour
kept to the running theme
of simplicity, balance, and
delicacy. To summarize,
the music and the
atmosphere created are
meant to coincide into a
breathable space.
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INcovnoor Rahia

Each item has an
architectural meaning
which can be
connected to musical
concepts based on its
function.

Musical notation can
be read starting from
the centre.

Dirt paths (1/4 note)
Sidewalks (1/2 note)

Main streets (whole note)

Roads (tie)

Campus buildings
(loud tone)

Residence buildings/homes
(soft tone)

Traffic lights (whole rest)

Parking (repeat)

Architecture building
(treble or G clef)
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I Someer Patel
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This is a thematic, visual, and
auditory simulation of a song
called Hwaa. This song
explores the metaphorical
change of winter to spring as
a representation of a
relationship. | wanted to
develop this idea of creation
and the concept of death to
life with the use of the
musical staff. | chose to use
the forms of tree branches
that are represented in the
visuals of the song to show
the bare winter-like theme.
The progression of the music
score staff transforms into
flames at the end to acclima-
tize the song’s ending
instrumental. The other main
element of the graphic score
is the vocal qualities of each
note sung is represented by
the opacity of each slab.
Increases in volume and
chord progressions are
visualized by angled slabs.
Overall the thematic
presence from the song into
the graphic score is heavily
conceptual rather than a
phycial piece to play.
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The song | desired to
m Violin emulate in my graphic
score was composed
entirely of string
instruments, so | utilized

curved lines that oscillated
representing the bow

UU Cello
o moving up and down along
”UU Violin vibrato the strings, as well as
vibrato in certain sections.
The triangular shaper
JI_‘U represent a violin technique
called col legno battuto, in
= Viola pizzicato which the strings are struck
by the wooden section of
the bow. The technique
Bass creates a harsher sound, so
| used a triangular shape,
commonly associated with
aggression. The song |
envisoned started tenser
and subsequently
metamorphosed to a
lighted, calmer, and airier
sound. My graphic score is
played by reading the page
rotated 90° clockwise, but
it's displayed this way to
show the notes rising
toward the sun.

Viola

} Col lengo battuto




I Morgan Brenner

| envisoned the sound of
the music as it is being
played through the
tunnels of the straws.
Architecturally, |
perceived it as a large
building with many
interconnected spaces
within which to walk
through as one pleases
spending a specific
amound of time in each.
| took inspiration for the
graphic scoring
techniques from two
Polish composers,
Krzystof Penderecki and
Wlondzimierz Kotonski
who focus their work in
changing line weights,
lengths, and heights.
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i Nashio Williams

Instrumental ~ The song used as
inspiration is “This Is
Me” by Keala Settle. |
feel as though the
Background progression of the song
embodies me. Beginning
as quiet & soft (shy) and
-~ Initial key then evolving into
something more
Continuation  confident (or

........ Main voice

voice

of key comfortable) the end of
the ensemble settles
Fau High notes down to the softness it
began with. However,
rather representing my
N Low notes shy attributes, it mirrors
how being comfortable
Drumn beat can also mean

appreciating tranquility.
Spatially | wanted to

v display a typical day’s

vy éé Pitch routine, leaving a place

of rest to do your daily
regime and then
returning to rest (done
through circles “drum
beat” & blank spaces.
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I Angelina Crea

Change in note

Line length is the
note length
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volume
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another line to
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also from the
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