


where the timeline is at that specific moment. The listener's perception of interaction is that of
aprocess, in this case a pitch shift, rather than expecting a specific interval from the trigger

note. (Click here for Audio Example 8.)
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Figure 21. Timeline view of Prepared Brahms.
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The interactive techniques used in Prepared Brahms show only some of numerous
applications of the clarinet as either a controller or a sound source. Thiswork provides an
interesting example that extends the concept of a prepared instrument into the electronic
world using the clarinet as both controller and source. There are unlimited ways a composer
can combine Sounds and explore interactive possibilities; approaching the use of the clarinet
(or any instrument) with the two categories in mind is an efficient beginning to the

compositional process.
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Chapter 7. Conclusion

This document has provided information for a clarinetist interested in interactive
computer music. It addresses relevant issues surrounding the genre and specific information
on practical application withregard to Kyma. As thereis little information of this nature, the
contents represent considerable time in the trial and error of such things as microphone choice
or use of particular prototypes in Kyma, that need not be repeated. Indicative of the relative
newness of the genre, many areas related to the topic present opportunity for considerably
more research; that of the listener's perception of interaction is outlined below.

Categorization of the use of the clarinet as either a controller or a source of sound is
the unique perspective of an instrumentalist working with Kyma. This document highlights
the difference between the two uses of the instrument; these categories provide a method of
approaching interactive composition with reference to both the instrumentalist's and listener's
perceptions of interaction.

A clarinetist's traditional education does not cover the understanding and use of
microphones for the instrument. While some clarinetists are using microphones for sound
reinforcement in jazz music, few players are knowledgeable of the requirements and products
available for live interactive computer music. This document has provided a basic
understanding of the different properties of microphones and options for use in interactive
systems. While new products may come on the market, the particular requirements for use
with interactive systems will remain the same.

The experience of live interactive music is intricately connected to the actual process
of interaction. For a performer it is the exploration of the process between input and output,

while for alistener, it is the recognition of the relationships between action and reaction.
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There s little published research about the listener's perception of interaction with respect to
interactive computer music and yet the presentation of ways in which a clarinetist can interact
with Kyma is most clearly explained through the listener's likely perception of that
interaction. This field presents some interesting opportunities for research. Study of the
listener's perception of interaction would enhance the understanding of interactive computer
music and provide a new set of tools to work in conjunction with the traditional analysis of
musical parameters such as form, harmony and pitch content.

This genre presents an engaging, dynamic performance possibility and currently has
only a handful of practitioners. User-friendly programs such a Kyma make it feasible for
almost any performer to master the technology and augment their performance opportunities.
Many potential employment opportunities exist in the performance of interactive music and
additionally in the application of this technology in the related areas such as installations,

multimedia, collaborative works and sound design.
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Appendix: Permission to Use Screen Shots of Kyma

Sent by: Symbolic Sound Corporation <symsound@SymbolicSound.com>
To: Roland A Karnatz <rkarnal@I| su.edu>

cc:

Subject: Re: Permission for screen shots to be used in athesis

Dear Roland,

Thanks for your email. There is no problem with including screen
shots of your Sounds in your dissertation. BTW, once your
dissertation is finished, will you have a copy on your website? (I'd
love to read it).

I'm happy to hear that you're finding Kyma useful for your work!
Look forward to meeting you next month.

Best regards,

-Cala

>| am an Australian clarinettist finishing my DMA at Louisiana State
>University. My minor is in electro-acoustic composition; Steve Beck is my
>professor and I've spent quite a bit of time working with Kyma here.

>

>My final lecture recital/ written document is "Interactive Computer Music:
>A Performer's Guide to Kyma with Live Clarinet Input." | would like to use
>screen shots of various Sounds in Kyma to illustrate ways of interaction
>for the written document - maybe 25 or so. I'm not sure if formal
>permission is required to do this, but | would appreciate it anyway.

>

>Thank you

>

>Roland Karnatz

>

>PS. Kyma has been the single best "discovery" in my doctoral studies!
>

>I'm really looking forward to your visit in March.

| Symbolic Sound Corporation |
| P.O.Box 2549 * Champaign, IL 61825-2549 * USA |
| Tel: +1-217-355-6273 * Fax: +1-217-355-6562
|
|

Email: symsound@SymbolicSound.com |
URL: http://www.SymbolicSound.com |
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(Melbourne). Roland has composed interactive works for Kyma with clarinet, bass clarinet,
Theremin, didgeridoo and voice. He has been sound designer for several theatre productions
and artistic director of many multimedia collaborative events. He is currently Technical
Director for the Operafestival di Roma. Roland received the degree of Bachelor of Artsin
Music from the Victorian College of the Artsin 1990, a Graduate Diplomain Music from the
Victorian College of the Artsin 1992, and the degree of Master of Music from Virginia

Commonwealth University in 2000.
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