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Close / Close 
James O’Callaghan 

for Chloé Dominguez and l’Ensemble contemporain de Montréal  
commissioned with support from the Conseil des arts et des lettres du Québec  

INSTRUMENTATION 
 Flute, doubling piccolo 
 Clarinet in Bb , doubling bass clarinet in Bb 
 Bassoon 
 Horn in F 
 Percussion: Slap Stick  
   Various woodblocks (at least 5, see percussion below)  
   Snare drum (+ sheet of wax paper)  
   Bamboo Chimes  
   Suspended Cymbal (dark)  
   Bass Drum  
   Wind Gong  
   Vibraphone  
   Ratchet  
   Mallets: Rute, Sticks, Soft mallets, Hard yarn, Superball mallet, Bass drum mallet, Wire brushes, Bow 
 Piano + soft mallet (for striking and rubbing strings + resin (optional)), chimes mallet, and plectrum (optional) 
 Solo Cello prepared with transducer (see pg. v electronics) + plectrum (optional) 
 2 Violins + plectrum (optional) 
 Viola + plectrum (optional)  
 Electronics (see pg. v electronics) 

DURATION: ca. 12-13 minutes 

PERFORMANCE NOTES 

GENERAL 

The score is written at concert pitch. Natural and artificial harmonics in the strings are notated as fingered.  
Piccolo sounds an octave higher than written. 

The indication 'ord' (ordinario) resets techniques and bowing positions to defaults. 

The indication 'GP' (general pause) indicates that all musicians are silent for the entire measure, but doesn’t add time to the 
measure unless accompanied by a fermata.  
 
Fermatas are sometimes accompanied by duration ranges, but otherwise should be interpreted very liberally by the 
conductor or soloist, as appropriate. Great flexibility with duration may be taken in these moments depending on the 
acoustic of the hall and the musicality of the moment.  

Noise-based techniques are written on a single-line staff. Note height is only used as a rough illustration of brightness of 
sound - pitches can be fingered on the instruments to facilitate this at the musician’s discretion. Some techniques will 
naturally have some pitch, but should be performed in a way that emphasizes the noise. 

Dynamics of noise-based techniques are relative and indicate an approximation of the desired result, and not necessarily the 
amount of energy required to produce them. Dynamics are written in parentheses where the resultant sound will be either 
much softer or louder than ordinario playing. 

Terminations of sounds: 
Notes are tied to bracketed noteheads to emphasize sustaining continuity of sound to the end of the note 
duration.  
 

 An open tie indicates letting the sound ring until it dies completely. It is equivalent to 'l.v.' (lasciare  
 vibrare).  
 

The damp symbol, when written over a rest indicates the opposite – all ringing must be muted at the end of the note. 
When over a note, the damp symbol indicates a hand-muting of the instrument while playing. When connected to an 
arrow, continue muting, sempre. 

Glissandi: 
Two different notations of glissandi indicate whether the first pitch is sustained or if the bend in pitch begins 
immediately. 
1. Sustain first pitch and begin gliss at point indicated (after headless note stem, at start of line). Continue        
   gliss until end of final note, unless the final note has a tenuto marking, in which case the final pitch    

    should be emphasized for the duration of the note. 
2. Begin gliss immediately and continue evenly from the beginning of the first note to the end of the second. 

 
Boxed material: Material in boxes is to be repeated or improvised on ad lib. following the arrow, until 
the next rest. Text descriptions accompany specific boxed material in score, specifying additional 
details. 
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WINDS 
Air sound: no clear sensation of pitch. Fingerings are sometimes indicated with notated pitches, but this does not imply a 
more pitched sound than when the technique is notated on a single-line staff.  
 
HORN 
Groan into horn: vocalise into horn with egressive vocal fry (always approximate pitch).  

Kiss: suck air inward through the aperture causing a vibration at the lips which will be amplified by the horn (always 
approximate pitch). 

Sing into horn: on mm. 148 the horn player is asked to sing their favourite song very faintly into their instrument. This can be 
any song and may vary from performance to performance, but should be almost imperceptible. The intention should be 
directed toward the instrument (singing to the horn) and the affect should be very interior, almost anti-social.  

PERCUSSION 
Woodblock pitches: 

The percussionist needs at least 5 woodblocks, and occasionally pitches are specified. Woodblocks of 
course produce a complex sound, but the percussionist should try to find woodblocks that are especially 
resonant at these pitches. The pitches called for are based on an analysis of the woodblocks provided by 
the premiering percussionist Olivier Maranda.  

PIANO 
Mallets: both an orchestral chimes (or tubular bells) mallet and a soft mallet are required. The chimes mallet is always struck 
on the metal harp of the instrument to activate sympathetic resonance of the strings, and the soft mallet is used both to strike 
strings, and to drag the butt of the mallet across the string to produce a resonant glissando. Resin may be applied to this part 
of the mallet to better facilitate the effect. Some experimentation with placement will be required in order to achieve the 
maximum resonance. 

Plectrum: A plectrum may be used to scrape the strings rather than the finger.  

Pluck stress bars: quickly and forcefully ‘flick’ the stress bars inside the piano with all four fingers of your hand. The effect 
should be like a very subtle pizzicato. Pianos will vary in the resonance and accessibility of these stress bars, so the 
technique is notated on a three-line staff, corresponding to relatively higher-to-lower pitched (and smaller-to-larger) stress 
bars. If the technique is completely inaccessible or not adequately audible on a given piano, the stress bars may alternatively 
be struck with the soft mallet.  
 
STRINGS 
Abbreviations: 
MST = molto sul tasto  
ST = sul tasto  
SP = sul ponticello  
MSP = molto sul ponticello 
CLB = col legno battuto 
CLT = col legno tratto 
SV = senza vibrato 
 
Strum behind bridge: 
Strike the strings behind the bridge in alternating directions. A plectrum is recommended to facilitate this technique. The 
sounding pitches of these strings will naturally vary from instrument to instrument (and on the same instrument over time). 

Lateral snap pizz: (viola and cello only)  
Plucking the strings horizontally rather than vertically away from the fingerboard, so that they produce a bend in pitch and 
snap back forcefully on the fingerboard (as in a traditional Bartok pizz). Notated pitches for this technique are a guideline. 

CELLO SOLOIST 
Many playing techniques and pitches for the work are derived from the specific cello used by the premiering soloist, Chloé 
Dominguez. These include the pitches of the strings behind the bridge and her instrument’s wolf tone. This affects the larger 
harmony of the work and many of the electronics cues. If the work is to be performed by another cellist, ideally 
modifications to the piece can be made to address these specificities in the soloist’s instrument.  
 
Vocalising: 
At certain moments in the score, the cellist is required to sing or whistle. These notations are again specific to the range of the 
singing voice of Chloé Dominguez.  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INDEX OF SYMBOLS 
 
d , +  Quarter tone flat, quarter-tone sharp 

Dashed slur: sustained continuation of  
re-articulated sounds 

� Crescendo to and from silence 

 Molto crescendo: sudden increase in dynamic at end 

 Feathered beams: accel. or decel. freely number of notes ad lib. 

 
 Crossed beam: rapid rhythm ad lib. 
 
 Continue playing or improvising indicated material 
   
  Gradually change from one specified way of playing to another 
 

  Use palm of hand on body of the instrument to produce percussive sound 
 
 Use fingernails on body of instrument 
 
 Circular motion 
 
 Rapid bend up or down in pitch a piacere 

  Vocalise (singing or whistling)  

  Unspecified high pitch 

Woodwinds 
 
 X-stem: key-click (sometimes combined with breath) 
  
 Breath sound (no pitch) 
 
 Combination of air / pitch (½ or ¾ specified) 
 
 Growl tone (vocalise and play note at same time) 
 
  Slap tongue (clarinet only) 

 Tongue ram (forceful burst of air into mouthpiece: ‘HT’ phoneme, flute only) 
 

 
Piano 
 
       Strike pedal audibly 
 
Strings 

 
  Bartok pizzicato 

 Lateral snap pizzicato (see performance notes) 
 
  Bow over bridge (noise-based sound, no pitch) 
 
 Play behind bridge 

 
Fingerboard clefs: bow on fingerboard - note height corresponds to position  
(high = molto tasto, low = molto ponticello, reverse for cello) 

 Body of the instrument clef: note height corresponds to position on instrument 

 Heavy bow pressure, dense sound 

 Extreme bow pressure (‘scratch tone’) 
 

  Square noteheads accompany passages with increased bow pressure 

 Vertical bowing 
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CONFIGURATION OF THE ELECTRONICS 

The electronic part consists of cued sound files played back from software created in Max/MSP (available from the 
composer), diffusion through stereo loudspeakers and a transducer speaker attached to the cello. 

NOTATION OF THE ELECTRONICS 
Electronics are notated in the score on a separate staff at the bottom of each page, indicating cue numbers. Cues usually 
trigger a new sound file, and where cues stop other sound files, this is indicated in score. The electronics staff also includes 
graphical and textual descriptions of the sound - these are only for reference and do not constitute performance instructions.  
Where important, pitches are notated or instructions are given to indicate important points of synchronization.  
A separate ossia staff is introduced below the cello soloist’s staff in mm. 168. Electronics notated on this staff are diffused 
through the transducer attached to the cello. 

SPEAKERS 
Two ‘main’ loudspeakers should be placed in front of the ensemble in a conventional stereo PA format. These correspond to 
output channels 1 (left) and 2 (right) of the patch.  
A third output sends to a transducer attached to the cello (see transducer for more details). 
A subwoofer can optionally be used and is sent the same signal as 1 and 2 combined. This corresponds to output channel 4 
in the patch. If used, the subwoofer should be placed near the mains.  

TRIGGERING ELECTRONICS  
A technician is needed to trigger the sound files using the computer or a MIDI controller and must have a good view of the 
conductor. Alternatively, the conductor or one of the musicians in the ensemble may trigger the sound files with a foot pedal. 
An alternate version of each of the instrument’s parts is available that includes the electronics staff. 

TRANSDUCER 
The soloist’s cello must have a transducer speaker attached to its surface (using a low-residue putty or tape. The transducer 
should be positioned so that it can vibrate freely and be maximally amplified by the cello (this normally will require the 
transducer to be attached not too tightly to allow for enough vibration). The suggested position is in the centre of the rear of 
the cello. Ideally, the transducer itself is hidden from the audience, but its cables may be conspicuous. Multiple transducers 
may be ‘daisy-chained’ together to increase the signal strength.  
The transducer’s signal should be mixed to match the live cello as much as possible. It is quite possible for the transducer to 
distort - generally it should be mixed as loud as possible without distortion. An exception to this is the introduction of the 
transducer at m. 168 where the signal is specifically designed to introduce distortion and vibration of the transducer-plate 
against the cello.  
Depending on the acoustic of the hall and the transducer used, the effect may not be adequately loud. It is therefore 
optionally possible to amplify the cello, or else within the patch it is possible to send the transducer signal to the main 
speakers. In either case, this reinforcement should be minimal and the perception of the sound should remain localized to 
the cello. 

TECHNICAL RIDER 

1 Computer running Max/MSP  
1 Mixer or MIDI Controller (to control levels)  
1 Audio Interface (3+ outputs) 
2 Main loudspeakers and stands 
1 Transducer speaker 
1 Subwoofer (optional) 
1 MIDI foot pedal (optional) 
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PROGRAMME NOTE 
 
Close / Close was written for l’Ensemble contemporain de Montréal (ECM+)’s 2018 Génération tour, featuring cellist  
Chloé Dominguez as soloist. Writing a work for a tour puts into perspective an essential and fascinating problematic of 
written music: abstract musical principles are distilled into specific individual sound-events created in specific spaces by 
specific musicians. Rather than write music that neutralizes these circumstances, I have attempted to ‘tune’ a work to the 
particularities of the various concert spaces where the work will be realized, and the specific instruments and instrumentalists 
that will realize it.  
 
The piece examines relationships between the specific and the general, the individual and the environmental. The work’s title 
emblematizes the problematic relationship between the abstract and the particular with the homographic word pairing 
‘close’ and ‘close’. Pronounceable with a ‘hard’ or ‘soft’ ’s’, the two words are written the same but could mean either the 
adjective ‘close’ (near to) or the verb ‘close’ (to shut or bring to an end). Of course, as a written title, the meaning is 
ambiguous: a given reader could understand the two words in any order or even read it as one word repeated. Through the 
two possible meanings, the work hopes to examine the tension between these related ideas: first, the intimacy of the solo 
instrument and the sensation of being familiar with one’s environment (as I and many of the musicians are with the locations 
of the tour - perhaps encountering different conceptions of ‘home’ along the way). Second, the idea of ‘enclosure’ (the cello 
and the concert hall as enclosed spaces) and claustrophobia.  

Through the process of creating the work, I have researched the concert halls where it will be played, gathering recordings 
and impulse responses from those spaces to use as source materials to generate musical material that will respond 
acoustically in a specific way to the halls. The form of the work mirrors the trajectory of the tour, structured as a sequence of 
spaces demarcated by an orchestration of the acoustic response of each concert hall. Features specific to Chloé Dominguez’ 
cello and its particular resonances have guided the materials of the work as well, treating the cello as an interior space-
within-a-space. Finally, field recordings from the larger environment around the work’s performance sites are a further source 
material, both directly in the electronics and extrapolated into instrumental transcriptions. As the work unfolds, individual, 
instrument, space, and environment are blurred into one.  

Close / Close was commissioned by l’Ensemble contemporain de Montréal  
with support from the Conseil des arts et des lettres du Québec. 

STRUCTURE: 
 
1. Rolston Recital Hall, Banff        mm. 1 
 Field recording: Hoodoo Trail, January 2014  
2. Eckhardt Gramatté Hall, Rozsa Centre, Calgary     mm. 27 
3. The Annex, Vancouver         mm. 50 
 Field recording: Seymour Street, November 2017  
4. Salle de concert, Conservatoire de musique de Montréal    mm. 73 
 Harmonic sequence of hall resonances  
 Field recording: avenue Henri-Julien, June 2018  
5. Salle multimédia du Musée national des beaux-arts, Ville de Québec  mm. 105 
 microcosmic interlude of impulse response orchestrations in sequence  
6. Fourth Stage, National Arts Centre, Ottawa      mm. 136 
 Field recording: Wellington Street, June 2016  
7. Eckhardt Gramatté Hall, Winnipeg       mm. 168 
 Cello solo 
8. 918 Bathurst, Toronto         mm. 191 
 Field recording: Bathurst Street, May 2018  
 Cello solo
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  * * ™

x

8
x

8
x
8
x
8
x

8
x

8
x

8
x
8 * * ™

x4 x4
x

8
x

8
x

8
x
8
x

8 * * ™

 


     ™

       
 ™™   ™™

£ 
b  ™™™™

    ~ ~ 
 

 

      Y Y ™

J    
  ~  ™™

    
 

~  ™™
    

  Y Y ™
 

Gb ™  G  Gb ™  G ™ 

G ™  G  G ™  G ™ 

™ ™ ™ G  G G
™ ™ ™ * * *
   ™ 

 ™  ™   
  ™   

™ ™ ™
™ ™ ™

     6    b  
 ™™  ™™ J  ™™ 6j6    b         ™    b   b    



   ™™  J  
 J  ™™  J  ™™ 

  
 bb  ™™ J  bb

 bb J  ™™ J  ™™ bb
 bb 

   ™™ 
 ™™  ™™ J  ™™ 

~ ~ ~

=
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°

¢

°

¢

{
°

¢

Picc.

Cl.

Bsn.

Hn.

W.B.

Pno.

S. Vc.

Vln. I

Vln. II

Vla.

Elx

ppp ppp /
\
mp

39
36

pppø mp

mpø ø

f

p ppp

ppp possibile f ppp f

ppp possibile

fff ppp ø fff

f ppp possibile

f ppp possibile

fff
pppø possibile

Fl.

Cl.

Bsn.

Hn.

Gong

Pno.

S. Vc.

Vln. I

Vln. II

Vla.

Elx

ppp /
\
mp

mp f/
\

44

ppp /
\
mp

mp f/
\

mpø ø
mp f/

\

f f

ppp

ppp f

fff ppp ø fff f/
\

fff ø pppø

fff ø pppø

fff p

24

24

24

24

24

24
24

24

24

24

24
24

44

44

44

44
44

44
44
44

44

44

44
44

  
air
flute in C

~~~~~~~~~~~~~


½ air/pitch , flz.
gl.



   flz.
gl.



   
ïalternate fingering bisbigliandoó ï ó    ï ó

M

any multiphonic 
containing specified note  

/ 
reattach mouthpiece

  ù
rip 

 ‹Ahit    to wind gong + superball mallet ∞A

/

wind gong +
superball mallet

~~~~~~~~~
 P

 
ÿ◊ to chimes mallet

%A chimes mallet
on metal harp scrape strings

with pad of finger 
ord

  gl.

”“        

    ~~~~~~~~~





  sing: 
pizz


P

∏∏∏∏∏
∏ [ord pizz]




P

∏∏∏∏∏
∏ 

   <
on bridge


> 

MST

gl.
~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~ 

   <
on bridge


> 

MST

gl.
~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~ 


 



extreme 
pressure ≥III+IV≤ »pizz

� �
 

arco 


/
[stops cue 5]
6

[stops cue 6]
7

[swell synchronizes]
8


ïalternate fingering bisbigliandoó ï ó~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~ , flz.

gl.
 flz.

gl. /


ïalternate fingering bisbigliandoó ï ó~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~ , flz.

gl.


flz.

gl. /

 ï ó  ï ó ï ó
M

  flz.

gl. /

ù
rip  ù

rip
/

/
to sus. cym. ~~~~~~~~~~~~

P

 scrape 
ord  gl.
”“

loco
       

 
~~~~~~~~~~~~~~  

 » »
fppp


»
fppp

 
»
fppp
 


P

∏∏∏∏∏
∏  arco


CLB

gl.        ord 


CLB

gl.        ord 


»pizz »  » »  

/
9

[swell synchronizes]
10

[swell synchronizes]

* 4 G G æææ  B B   

     æææ  B B   

  ™  ™    ™     

 R       

            

      
b   

      

 @  


 ™  ™  ™ ™    ™  ™    ™  ™  ™      J  

Y  µ  B   

Y  B  B   

~ ~  66 66        

  

  æææ  B B   æææ   

  æææ  B B   æææ   

 ™   ™           æææ   

R        R   

      

  
b    b‹b

    YYYYY  

  ™    ™  ™  ™  ™    ™  ™    ™  ™    J  ™ 6 6r   

       

    BB   

       ™   J    

 

=
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°

¢
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°

¢

°

¢

{
°

¢

Fl.

Cl.

Bsn.

Hn.

Cym.

Pno.

S. Vc.

Vln. I

Vln. II

Vla.

Elx

fp ø ppø ø pp mp ppp pp

tempo primo
(q = 60)
50

fp ø ppø ø pp mp ppp pp

fp ø ppø ø fp ø
ø

fp ø f mfø
/
\

ø fp ø mpø

p

ppp f ppp

p ø fff mpø
/
\

ø fp ø mpø pp mp ø

p ø mf pø
/
\

ø ppp possibile

p ø mf

f mf

Fl.

Cl.

Bn.

Hn.

Cym.

Pno.

S. Vc.

Vln. I

Vln. II

Vla.

mpø ø mpø fp ø

poco pìu mosso
(q = 69)
57

mf mp fp ø

mp ø mpø ø ø mp ø fp ø

ø mpø ø p f mpø ø fp ø

ø f mpø f

p f

mp f ø
mpø ø fø

/
\

ø f

ø mf pppø ø f ø mfø

fø
/
\

ø mfø

mpø
ø ø

44

44

44

44

44

44
44

44

44

44

44
44

/ 
¾ air/pitch ord       ~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~

/
3 3 3 3 3 3 3 3 3 3

/ 
¾ air/pitch ord       ~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~~

5 5 5 5 3

/ 
¾ air/pitch

/ 
7 7 7

7 7

gl.

/ 
kiss

� / gl.

/ 
⁄A sus. cymbal (dark) +

soft mallets vary mallet placement ad lib.

...


”“ ⁄A on the string with soft mallet


ÿ◊ord

  

      


CLT gl. ≥≤arco, III+IV

gl.
CLT

 
½ CLT,
MSP


P_CLT, I+II, slide bow position ad lib.

  ≠ 

ord
gl.


P_CLT, III+IV, slide bow position ad lib.

P» P_CLT, I+II, slide bow position ad lib.

/
11

[stops cues 7-10]

/ gl.

air + key clicks

≠
key clicks only

≠  


to b. cl.


  /

bass clarinet
key clicks only

≠ 

/ gl. gl.  

/ gl. 
kiss     gl. 

/
to stick 6A draw stick across cymbal 

to create unstable harmonics~~~~~~~~~~~~~~~~
∞Adraw superball over

bass drum ad lib.¯¯¯¯¯
to snare drum 
+ brushes ≠•A

snare to slap stick  

  
ÿ◊       <

sustain pedal

>
          



  

MSP, heavy pressure 
5

bow tailpiece

5


MST
gliss ad lib.

gradually move 
range of gliss

≠gl. ≠
≥≤
extreme pressure, 
III+IV

gl.
PCLB, I+II

  


≤ ≥extreme pressure, I


ord

/
\

”“ P_CLT, I+II

≠ 

≠ 
”“ P_CLT, III+IV

≠ 

 ≠ 
MST
gliss ad lib.

gradually
increase range

≠
 

MSP

gl. 5

bow tailpiece

* ™  g g g g g g g g g gB g g gB gB g g g g gb g g g gµ gµ g gµ  ™    J  J       g G G ™™ 

* ™  g g g g gB g gb g g g gb gµ g g g g gµ g g g  ™    J  J       g G G ™™ 

* ™  g g g g g gB gg g gb g gµ g g g g g gb gg g gµ g g g g g gB g gb g g    $  $
* ™   j   æææ$ æææ* æææ4j   $   4 *

æææY æææY æææY æææY æææY æææY

b ™™™     

 ™™™™ 

 ™


  1
  

j   $$  ™ b  ™ 

 ™™  YY  µB  J     

 ™™  YY

   YY


$ * 4   x4 x4 x4 x4 x4 x4 x4 x4 x x x x x x x x $ 

   æææ
 æææR   

J    x x x x x x x x * 

* 4   $ * 4   $ * 4  * 

4    $ * 4   J  J  J  J  J   $ * 4   $ 

æææY  ~
     ™™ 

J   

£





   
 Y Y      )) ™™ 66   ™™™™ 

   6 R         YY
  YY

         Y

=

4




