The computer tracks parameters of the hi-hat, such as pitch, amplitude,
continuous pitch change, rests, articulation, timbre, tempi, etc., and uses this
information to continuously control and influence all the electronic sounds
via compositional and digital svnthests algorithms. Time-stretching, granular
sampling, FFT-based cross-synthesis, and An.‘l])’sm/rcsynI]\m(s using  an
oscillator bank, as well as more standard signal processing such as harmonizing,
phasing, spatialization, etc., are employed.

The intent is to create a certain degree of interactivity between the

Pt‘l'“\l'lht‘l' .H’Id lh(‘ L'O]‘HPUIL‘I' m ‘.\'[11(]1 Ih(‘ }‘(‘!‘fl\l'l]\(‘[' IHHU(‘[‘ICCS [ht‘ Cl)]‘ﬂpll[(‘l'

: 2 . .
output based on aspects of the musical expressivity of his/her interpretation

of the score. Much like chamber music plaving, in which individual expressivity
has a fundamental influence on the entire ensemble; the feedback loop between
the performer and the computer should have a positive influence on the final
musical result.

Some of the sounds in the electronic part come directly from the
composed hi-hat part, and are transformed by the computer in real time during
the piece. Sound matertal from other than the hi-hat part is also manipulated.
Thus, in certain cases, the musical and sound materials for the instrumental

and electronic parts are one and the same, while at other times the parts




