y and aesthetically

ugments all anticipatory }
1ssie) avalanche advances
niversary and annual ;
rrives at an awesome

Feom! Tewt -Sound Teds b dseku

Lo . Motrewd . P8O VONATHAN ALBERT
| 7

NOTES ON SOUND AND LANGUAGE 31

Spoken sound is movement, the movement of articulation and the move-
ment of sound textures. Things (objects, concepts, emotions) can be per-
ceived as qualities, and the qualities can be perceived as movements, textures,
angles, curves, smoothness, harshness, the movements forward of desire and
the movements away of fear. Spoken sound can be used to translate the
movements of things and experiences into the movements of sounds.

Language has the extraordinary ability to combine the power of sound
with the precision of semantics. Sound can capture movement and semantic
meaning can focus the sound to a specific application. Sound can capture
roundness, and semantics can identify it as the roundness of a baseball or an
eyeball.

Sometimes the sounds of Standard English pronunciation reflect the
movement of the thing designated. The sounds of “’hope’” move forward, and
those of ““woe” move backward. Often a word’s sounds do not reflect the
thing named. The sounds of “east’”” go north. | play with the sounds of words,
altering the sounds so that their movements capture the desired qualities.

My present notational system is designed to reflect the movements of arti-
culation. The system is based on the numbers 0 to 9 plus ten diacritical
marks. Each number represents a region in the mouth. When the point of ar-
ticulation is in a region, the appropriate number is used. 1 through 9 (in a
three-by-three grid) represent regions behind the teeth, and O represents
sounds made in front of the teeth. The numbers by themselves represent ex-
haled, voiceless unrounded vowels.

Diacritical marks indicate how the basic sound is changed. Some marks in-
dicate variation from the focal point. Other marks add features, and still
other marks indicate variation into new sound categories.

For example, [ represents the high-front region. | designated the point of
articulation for ““ee” in “sweet’” as the focal point. The / represents a whis-
pered (voiceless) “ee”. The 4 is the voiced sound “‘ee”. The mark ™. represents
fricatives. The* represents a fricative made in the high-front region, the *‘s"’
of “see”’. The mark ~ represents the stop category, and .4 represents the
high-front stop ““t’”" of ““tea’. The sounds of ““east” are represented by #¥./.

All three symbols are variations of [ ;they are three different kinds of sound
in one region.

The diacritical marks can be combined to symbolize new sounds. And | add
new marks when | encounter new features | want to work with.

The accompanying score sheets are from LOVE SONGS !I: THE SHUMAN
DREAMS. It is a two-character theater piece. The B and Z on the left indi-
cate the lines of the characters, a man named Boley Shuman and a woman
named Zhing. The text is in the numeral system. Above each line are stage
directions. Below each line is a translation of the text into the International
Phonetic Alphabet. The I.P.A. is a good system for reading. Mine is a move-
ment system; make the movements and discover the sound you have uttered.




o
'

- J \.h A (=] Jx,L«

\:13Qv, yiuw,‘NL K 7

s
o T

« \w OS% LI e R 9= k -9hA —9f - T mlwr

i va g Gasys e s wydd o éghqééga T 6a031HI Y
mr)c\‘ui W Yty Solv s o 2DV )

1

V«JU\\ V\ J\JN V< #.Ux \««0& o

o 999 b9

R iw.\ﬁ\ﬁ T % S

mwnx\Q mumx\ mwm>wb ,S‘mRa &

L th:hmx Leblt
e S g e ) MIONY LNTTOIA | xteeeiesngy
e e een e P @;.?ixmm\ww ‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘‘

o S

v\HUv\Hu 3L

o
ES 111

¥
< X\w\d lag) s %T.ﬁw o

I
I
!
|
|
]
|
|
1

Nm\A\dW\ Tr % e F &

163h9] Bl

_&
FS\,
7,_'\
ﬁf
Lo,
s
.,4
EE
TT
pé
90
I
?""1
Q-
m\_‘
= a
O
Q
@ N @ N o0 N

, ,
1 — e _
T g ged \Sr&:msthQON Qé@m&&N
e R S |
mlwtw(rl e e SWPTHA NVWAaHS IAL T sONos 3A0T T T T T T — ®




™
™
jli]l

Jw [ n. .m[Nw% 5 v S»q&vr&\,m\ Lhk\\/h L ﬁdﬁdddﬁdqﬁd

L -G e BT AIS ERTIL L —9

4 - . .11\,‘6‘_‘1 [lyy)  ee=resiow 30 HOOW T ]
R < 1
| e w?.ﬂ‘ww\z‘mm fepeE Arb P62 ewa f
Ti b L9IEY LOfEw ML ELHTLIS |

- csINGTOE

! 2 o

o Mk bl -8 95 G ¥Gf
ST - wm\mmﬁw@m@m 111111111111111111111111111111111111111111 T T
L &,m-ﬁmlJ‘mm%um,whmm-,ﬁlﬁdlﬁﬁuu\.,w- ER LIS
) DH D SO (6D 16D IO ‘@:\@,E L

T end SSIANAHS IN9AY Td

HN I Ler & 57 v © st cy i

WEbLE 44 o5 @sr b
T 1\1f+m3wm:m w?,qr.mil,.silw,:y-f?,[fif‘-,,1[:-,i]]xi}lx;y[x:i.;‘-{m&mmﬁ
L o o i
U R

o5 05 Rerer JU9EQOLIL

\ [Z2ai~FR-] \uu,

9T

ot st ot A U

=) ...Amm e & U A BT R g w P -

(200 w0 SuBsui waum 1o Dy R m‘\o,(

7 = x;\,\\\,\

o T ) SWk3da ZSZDIm m:.r I SONOS JNOT







N

AR

Yo "~
—_— W
A e

219



KENNETH GABURO
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(15) Each gesture

which synchronously accompanies a shout

but may be paraphrased.

mem

should be a single gesture. In effect: one

(17) At any given moment, the
every instance, the interaction of TEXT FRAGMENT/GESTURE is as follows:

Thus, the physical state of a given

L e
<
Cl

al
n

O ——— -

gesture: [ON

instance in that performer's part. (18) Gestures between parts overlap, but shouts do not, e.g.:

(19) Each performer's part consists

part 1

part 2

are appended the following nuances:

shout at a time, one gesture at a time. A
single gesture is difficult to specify.

.

DANTE
CANTO SIX
INFERNO

e ch'io mi volga e come ch'io mi guati.
Io sono al terzo cerchio, de la piova

eterna, maledetta, fredda e greve:
Grandine grossa, e acqua tinta, e neve

mi veggio intorno come ch'io mi mova
per 1l'aere tenebroso si riversa
pute la terra che questo riceve.

dinanzi a la pieta' de' due cognati,
regola e qualita' mai non l'e' nova.

che di tristizia tutto mi confuse,

Al tornar de la mente, che si chiuse
novl tormenti e novi tormentati

However,e.g., running is not a single gesture

in this context, since it 1s made up of a
single stroke as it were. For instance, a

series of single, repetitive gestures. A
stroke might be

gesture 1s energized and fulfilled in a
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absence of a text fragment in a voice part is also the absence of some new gesture in that part. In @ﬁq
text fragment shouted:|ON———— OFF, ON - — OFF,

performer's current gesture is held [--maintained as if frozen, but energized] until the next

of an ordered series of static utterances [shout/gesture]. The static utterances as they
interlock with each other, unfold a text/gesture continuity---a shared, composite composition. (20) To these general statements
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etc.
HOLD — 4y ON — HOLD —,,

shout  [ON__ OFF,

gesture |[ON— HOLD — &
shout ON-—— OFF,
gesture ON —-- HOLD —
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(17) At any given moment, the absence of a text fragment in a voice part is also the absence of some new gesture in that part. In
every instance, the interaction of TEXT FRAGMENT/GESTURE is as follows: text fragment mrocnma“é@z OFF, ON ——- OFE, etc
gesture: |ON -HOLD —#y ON—— HOLD —,

performer's current gesture is held [-~maintained as if frozen, but energized] until the next

Thus, the physical state of a given
(18) Gestures between parts overlap, but shouts do not, e.g.:

instance in that performer's part. =
part 1 shout “OZx\VOWMJ

gesture |ON-— HOLD ——— -l
part 2 shout ON—— OFF»
gesture ON —- HOLD —-s

et e mmmieee AF an Ardared ceriee of static utterances [shout/gesture]. The static utterances as they
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ERNEST ROBSON
336 THE EVENING IS SINGING

HEVENNG 5SINGING

HEENNG IS S——NG—1T—NG
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A critique of cues for readers and speakers

The reader will notice that different poems are written in different

Where
print. Some compositions appear only in prosodynic print; other of spee
poems are presented in prosodynic orthography but are preceded pears. !
by a version in standard English print. A third presentation is cued is prese
with prosodynes only here and there in short passages. A fourth group render
appears only in standard English print. These are the compositions Race’
that need no intensity, pause, pitch or time durational instruction these
because their phonetic patterns are cue-rich enough in acoustic di- them ¢
mensions for any native speaker of American English to hear the must &
message in the standard print. The loud diphthong music in “The whatso
Voice of the Buoys,” and the multi-dimensional phoneme music in cued s
“Lyric For a Flute”” need no additional acoustic cues. mental
When a poem first appears in standard typography and then is pre- (aw), (
sented in prosodynic print the double exposure is intended to give odynic
the reader an extra bit of information: the author’s vocal intention, for the
his ideal performance. The reader-speaker may then decide to accept and th
or reject the author’'s model, but at least he knows the writer’s intent minal |
in terms of what rendition the author prefers. Two script presentations These
are usually those poems whose images are associated with infrequent the us:
Occurrences such as astronomic images in “Transwhichics #1 and #2." langua
Another criterion for double presentation is a poem with rhythm that one m
violates the stress patterns of English for aesthetic-semantic reasons and tr
peculiar to the authors compositional design. Other grammatic cue world
determinants being absent, verbs in English are far more likely to be that ic
stressed than prepositions. Students trained in prosodynes marked laps ¢
“woodwinds” quite differently from the cued version of the refrain single

Bpy=——n~ FLEW=——n~ . Yet this is the formant matter
music pattern the poet wrote into his theme. Another justification for marize
a double typographic presentation is the need to acoustically sharpen poem:
the rhetorical style of a poem in order to transmit its theme with a for la
finer flare. This purpose led to a dual script for ““Stony River,” “Path- they ¢
ways of the Suns,” “Crows’’ and several other compositions. of NE
The case of a partially cued script is “The Dirge of the Cold” where
the low vowel diphthong music is sufficiently powerful to transmit its Cues
acoustic theme without additional cues. The animal cries throughout : SAME
the poem are essential to the message of the theme; yet they are PERIO
infrequent occurrences for urban readers. To compensate for the F
unfamiliarity of these happenings to so many potential readers, these NOF
passages were cast in cued script. It may interest some readers to BISE
know that even though the longer fluctuations of the loon’s call does A
show in the print, the perturbations of the loon cry cannot be writ-
ten with prosodynes. The duration of perturbations transpires in thou- €
sandths (milli) seconds which are too rapid for human speech to re- L
produce. It is a cardinal principle of this code not to instruct readers
to speak the impossible. Consequently, only the valuable information @
of the longer waves appear in the script. W

gAY



Where the theme of the poem depended more on suprasegmentals
of speech than on any other set of cues no standard typography ap-
pears. Only the prosodynic script that carries the crucial information
is presented. It is interesting to examine the linguistic conditions that
render suprasegmental cues most informative. In “Hymn to a Rat
Race” the sparse context of its pronouns and auxiliary verbs deprives
these functional words of their identificational power and makes
them quite meaningless. Their generality in non-contextual English
must be cue-reinforced for the poem’s theme to make any sense
whatsoever. Therefor the poem is printed only in suprasegmentally
cued script. Another instance of thematic dependency on supraseg-
mental speech is in “Soliloquy” where “phemes’ such as (huh), (00},
(aw), (oh) acquire an attitudinal expression with and only with pros-
odynic script. Another poem to be enriched and written more reliably
for the reader is “Voices in the Violins.”” The soft quiet middle section
and the concentration of rapid and high pitched speech in the ter-
minal passage could not be written without graphic cues.

These analyses show that considerable thought is required to justify
the use of an independent set of cues in a cue-rich, 50% redundant,
language such as English. The overlaps of multiple sets of cues at
one moment give instructions to readers about the use of the language
and the next moment tell the speakers to act in certain ways in the
world outside of language and, continuously, operate as symbols
that identify the recurrent events of human existence . . . these over-
laps convert the problem of assessing the information load of any
single set of cues into a question that is complicated and is more a
matter of judgment than simplistic logic. For clarity we may sum-
marize the criteria for writing more or less artificial cues into these
poems. When English poetry needs acoustic messages to compensate
for lack of context, then prosodynic cues are justified . . . otherwise
they are superfluous. But isn't the justification of an art the creation
of NEW CONTEXT? . . . out of its physical medium.

Cues for vowel pitch modulation

SAME VOWEL SPOKEN WITH RISING OR FALLING PITCH N
PERIODS CONTROLLABLE BY SPEAKER

NORMAL SPEED SLOW SPEED
RISE FaLL RISE_ EaLl
A A I e,

&€ &
£ I
© @ e =
W W

...... h Vo SEE THAT N .. YOU D} 0N
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10 WANT

Prosodynes

DURATION
Trace AEL O U TH of
Short AEOTUWY
Normol AE | OU W Y
Prolonged = I C L J T
NTENSITY
wmsw level oe i o u wy
Quiet ted ch
“hirst amplitude Tovel) AE T O U W Y
N et aaions! erton AE | O U W Vv
Maximum stress or intensity A E . o U W v

{third omplitude level)

Prosodynes (continued)

PITCH

Lowest pitch- indicated by depressing
the vowels

Middie pitch - indicated by norma position
on line

Highest pitch- indicated by elevating
the vowels

PAUSES

MM MM MAWM Mg gM
MM MOM MAWM MEEM

o

MM MOM MAW, EE,,

Inira-phrase pause, articulatory: blank space 2 times height of tallest letter.

Inter-phrase, for breath and syntax: blank space 4 times height of tallest letter.

Pause of thought: line of dots varying from 1 cm. to 3 cm. with time for decision.

Pause allocations require some semantic judgment by the writer.
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TOBY LURIE

1 pulse or beat

1/2 pulse or beat

CHART OF MUSICAL VALUES

Most of the poems in Parts 1 & 3 are scored with musical notations. This
is for the purpose of expressing the colors, rhythms and dynamics of
language. For simplification I will work with the basic unit of one beat,
and relate it to the various units of sound and silence.

Sound Silence (rests)

A
N

1/4 pulse or beat = F = -?

\
1/8 pulse or beat = k = 3

1.

When 1/2, 1/4, or 1/8 beats are adjacent they may be separate or
connected by a straight line at the top.

RARRAEN N ——+— [ 1

this is how it might work (or) this is how it might work

These sound pulses can be intermingled with rests as follows:

[ 1 =17 21 /4

=1/2 +1/2 =1/4 + 1/4 + 1/2 = 1/2 + 1/4 + 1/4 =

2 r—3 A~ 7 R

1/4 + 1/4 + 1/4 + 1/4 = 1/4 + 1/2 + 1/4

A dot (-) added to either sound or silence increases its duration by
1/2 its original value.

[ . M 7

L+ 1/2 12+ 1/4 12 + 1/4

When a curving line , connects two values it means to add them
together.

7 I—3_/7r"7 [ I

this is  how it might  wor k
1 12 1/2 1/2 1/2 1)2 1/2 1 1 1/2
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5. This

ics of
; beat,

ite or

work

lows:

n by

them

5. Triplets are three pulses (sound or silence) of equal value, usually
occuring within a period of one beat. They are generally connected
by a broken bracket on top with a number three written between.
this is how it might work (or)

1/3 1/3 1/3 1/3 1/3 1/3 1
—~ 3 ot D

[ N [ /

this is  how it might work
2/3 1/3 1/6 1/6 1/6 1/2

6. The dynamic markings I have used are few and simple.
pp = very soft cresc. = increase the sound
p = moderately soft dim. = decrease the sound
f = moderately loud pitch up = raise the pitch
ff = very loud pitch down = lower the pitch

A wavering line we——y following a pitch up, or pitch down direction
indicates the pitch shall continue to rise or fall. An (x) at the end indi-
cates a termination of direction.

70\ extend time pulse rit: = slow the pace
7 accent sound () staccato

The basic principles of musical notation cannot possibly be condensed
into such limited space, but this will be a helpful guide, and along with
the natural rhythms of words and their arrangement on the page, the
general feeling will come through.
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