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The study of twentieth century music – and not only that of the twentieth century 
– has revealed in an increasingly evident manner over the years, the importance
of integrating knowledge of the history of compositional forms and techniques
with an understanding of aspects relating to their performative practices, and of
turning to performers to investigate their technical-instrumental expertise both
through and beyond the graphic sign.1 Understanding and passing on performative 
practices that originated with the author, or were perhaps chosen in relation to an
author's thought, seems to be the only possible approach today if we are to offer
thorough, more detailed studies into certain compositional processes and their
products.2

The case of Esercizi per voce sola (1965), as well as the other Esercizi written by 
Domenico Guaccero in the same year,3 represents an example of writing in dialogue 
with specific performative practices that can be explored from two different but 
connected perspectives, that of the composer and that of the performer. Written ‘su 
e per esperimento di [on and as an experiment with] MICIKO [sic] HIRAYAMA’4 
in April 1965, and subsequently revised in 1971, the piece was the result of a fateful 
coincidence that has been described by the singer in Mes années de pèlerinage:5
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At the beginning of the 1960s I met Domenico Guaccero, who offered me the possibility of 
giving the first performances of some pieces of contemporary music, including one of his own 
works. During the period in which I was working with him on his composition for solo voice I 
was inspired to use vocal improvisation in combination with physical movement. […] Thanks 
to Guaccero I made these discoveries, which were crucial to my attitude towards the voice-as-
instrument to the point where I felt truly free of the ‘nightmare’ of the voice.6

Esercizi bears witness to a shared research, born from spontaneously converging 
interests around the concepts of ‘gesture’, ‘sound’ and ‘action’ (certainly not 
unique in the musical research of those years),7 and from the implementation 
of experiments into new questions concerning writing and performing practice.8 
Both in search of something extra and other than sound, the two artists experiment 
together, and not by chance, through the form of the exercise,9 with practices aimed 
at liberation: for Guaccero, liberation from the sign and from a musical language 
pigeonholed in certain traditions, historical and contemporary; for Hirayama, 
liberation from the vocal instrument and from specific techniques relating to 
different repertoires and musical genres. For both, it is a question of liberation 
through action, the subversive and partly meditative one of living the physical and 
the sound body in the materiality and plasticity of stasis and movement.

Building on a number of studies already conducted into the composer and his 
research around the voice,10 this contribution seeks to offer a detailed investigation 
into the materials of Esercizi per voce sola, which bear witness to the history of the 
piece, to Guaccero’s compositional practice and to Michiko Hirayama’s artistic 
research. From this perspective, we shall investigate the reasons for and the 
outcomes of the two versions of the work, which differ appreciably in terms of 
graphic layout and the minutiae of details in the notation of the musical content.

The sources at our disposal, many of which are unpublished, include: an 
anastatic copy of the score of the 1965 version of the piece, held in the Fondo 
Domenico Guaccero of the Fondazione Giorgio Cini (Venezia; henceforth FDG); 
a copy of the 1965 version of the score published by Semar, which is to be found 
in the Fondo Michiko Hirayama of the Fondazione Isabella Scelsi (Roma; FMH); 
the unpublished manuscript score of the 1971 version of the piece, conserved only 
at the FDG; a recording of Hirayama’s performance, dated 30 November 1982, 
conserved at the FDG and at the Archives of the Associazione Nuova Consonanza 
(Roma; ANC);11 and finally, a recording of another performance by Hirayama 
given in Rome, in 1985, at the Palazzo Taverna, also conserved at the FDG. Also 
of importance are the numerous unpublished notes with regard to vocality written 
by the singer, dated between 1962 and 2000 and conserved at the FMH, some 
concert programmes (ANS, FDG and FMH), and the printed copies of the score 
of Glossa, a piece for solo voice written by Guaccero in 1970, which include some 
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handwritten notes by Hirayama and other performers (FMH).
It is important to begin by focusing on the singer’s unpublished notes,12 which 

attest to her meticulous study of the vocal apparatus and the whole body. These 
consist of a series of loose sheets, sometimes bound into small files, notebooks 
and notepads, photocopies of scientific articles with reproductions of the vocal 
apparatus, and the book by Rosa La Rosa Uccello published by La Editrice 
Universitaria in 1962.13 

The dating of the entire file, as marked in the inventory of the Fondo Michiko 
Hirayama curated by the Fondazione Isabella Scelsi,14 bears the indication 
1962–2000: the beginning of this vast time span is deduced from the year of 
publication of Uccello’s text, while the end of the period was reconstructed thanks 
to some notes made by the singer herself.15 The notes contained in the folder 
include exercise sequences, notes relating to some seminars on yoga practices, 
and reflections on various movements represented by means of drawings and/or 
sentences written out in full, in Japanese, Italian or English. The most frequent 
reflections – among those read and understood exclusively in Italian and English 
– concern listening to the ‘vibrazione del corpo [vibration of the body]’ and the 
search for awareness in the perception of the latter and of its ‘contorni [contours]’ 
with respect to space: see, for example, the indications ‘sentire movimento interno 
[to feel internal movement]’, ‘sentire contatto [to feel contact]’ and ‘sentire lo 
spazio [to feel space]’, in relation to which the actions of ‘bringing’ and ‘receiving’ 
are suggested, articulated in a sort of dialectic of movement that recalls Guaccero’s 
internal-external. Notes on breathing and on cultivating the ‘resistenza [resistance]’ 
and strength of certain parts of the body as necessary conditions for practising 
‘l'impulso che provoca il movimento [the impulse that provokes movement]’ also 
recur among the papers. The copiousness of the notes, the precision of the writing 
and the order of the ‘mise en page’ bear witness to a research conducted – from 
at least the 1960s, if not earlier – in a very thorough, inquiring and conscious 
way, with rigorous and intuitive approach, and willing to embrace and follow 
the signals and reactions of her own body: in fact, terms such as ‘curiosare [to 
question]’, ‘sentire [to feel]’, ‘esplorare [to explore]’ and ‘cogliere [to grasp]’ occur 
frequently (FIGURES 1 AND 2A, B, C).

Still on the subject of Hirayama’s physical practices and vocal technique, it 
is interesting to draw attention to a dialogue between the singer and Ille Strazza 
recorded during the 1982 ‘Voce strumento sperimentale’ Seminar16 during 
which the two performers discussed breathing, holding the breath and vibrato 
techniques.17 Though this exchange, which dates from more than a decade 
after the first version of Esercizi was written, cannot be understood as a reliable 
historical source for an investigation into the compositional process of the piece, 
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FIGURES 1 AND 2A. Autograph notes on vocality by Michiko Hirayama. Fondazione Isabella 
Scelsi (Roma), Fondo Michiko Hirayama, series 8, fasc. 11.



SEARCHING FOR SOMETHING OTHER THAN SOUND

73

FIGURES 2B AND 2C. Autograph notes on vocality by Michiko Hirayama. Fondazione 
Isabella Scelsi (Roma), Fondo Michiko Hirayama, series 8, fasc. 11.
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it is nevertheless true that the description of these documents can add important 
elements to our understanding of Hirayama’s thinking and performance practices 
in relation to Guaccero’s ideas. At one point, in fact, Strazza says: ‘The music you 
sing is a real acrobatic feat, not only of the voice but also of physical strength. You 
have found this technique precisely by doing special gymnastics and you have 
very well-defined body positions’.18 The focus of the dialogue then shifts to the 
search for the kind of physical movement necessary to achieve a natural, relaxed 
vocal technique, which must be practised consciously in order to avoid rigidity of 
the vocal apparatus and to prevent any damaging strain on the voice. It is in this 
vein that a discussion with Giovanna Marini’s vocal group begins, during which 
Hirayama also relates how easy and natural it is for men to sing soprano, citing her 
experiences with Egisto Macchi and Guaccero. With respect to her experiences 
with Guaccero, the singer says, in a somewhat halting Italian: ‘in this way the 
master composers first try inside themselves and see, and if there is the possibility 
they write or even teach orally like a certain Domenico Guaccero who made me 
do all these acrobatics by doing them himself ’.19 This story points to a significant 
element in any discussion of Esercizi: at the moment of confrontation between 
composer and performer, oral teaching – a type of verbal teaching that also passes 
through the body and the sharing of its movement – is an important tool, just 
as important as writing, for transmitting and describing specific performance 
practices. 

This same relationship between writing, compositional thought and 
performative practice is also described by Guaccero in ‘L’alea, da suono a segno 
grafico’:20 in his essay, the author defines the act of writing as a chain of operations 
held together by solid logical or organic connections which, acting or serving ‘as 
channels and not as diaphragms’,21 have the task of relating the act of writing 
in a clear and effective manner to the author's thought and to the possibility of 
expression of the latter thanks to the actions of an interpreter.22

Continuing our study of the sources, we turn now to a description of the scores 
of the two versions of Esercizi (1965; 1971). These do not differ substantially in 
their musical content, but are clearly different not only in their notation but also 
in the meticulousness of their descriptions of various sounds and actions, some 
of which, in the second version of the piece, are completely new additions with 
respect to the first.

The 1965 score (FIGURES 3A AND 3B) appears as follows: the title page – including 
the title of the work, the composer's name, the dedication to Hirayama and a brief 
introduction – is followed by two sheets containing some essential notes regarding 
the musical gestures and actions. The duration of the piece is given in the lower 
outer margin of the second sheet by the indication 7’30’’.
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FIGURE 3A. Domenico Guaccero, Esercizi per voce sola (1965), anastatic copy, p. 1 (hereafter 
referred to as Semar 1965). Fondazione Giorgio Cini (Venezia), Fondo Domenico 
Guaccero.



FRANCESCA SCIGLIUZZO

76

FIGURE 3B. Domenico Guaccero, Esercizi per voce sola (1965), anastatic copy (Semar 1965), 
pp. 2–3. Fondazione Giorgio Cini (Venezia), Fondo Domenico Guaccero.

The 1971 revision (FIGURE 4) differs considerably. The single sheet, oriented 
horizontally, has six sets of two lines each indicating ‘azione [action]’ and ‘suono 
[sound]’. The musical material is then written in correspondence with an upper 
line indicating the time in minutes. The total duration of the piece is 8’37’’ 
minutes.

The actions are written out in a very precise and detailed manner: in addition 
to the drawings of the movement of the body which were already present in 
the 1965 version, the 1971 revision includes fully written-out sentences that 
elaborate on the description of the movement (see for example 3’31’’ – 4’23’’ in 
FDG 1971); from about 5’ onwards, however, new actions appear, which guide 
the performer through a sequence of movements such as ‘andare in ginocchio 
lentamente [go slowly on your knees]’, ‘andare a incrociare le gambe per terra 
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(meditazione) [go and cross your legs on the floor (meditation)]’, ‘stendersi per 
terra, le braccia lungo il corpo (meditazione) [lie down on the floor, arms along 
your body (meditation)]’, ‘alzarsi con naturalezza [get up naturally]’, and finally 
‘dritta come all'inizio [upright as at the beginning]’. Also new are the written 
indications ‘Entra, ferma, immobile [Enter, still, motionless]’ and ‘Va fuori scena 
(o si gira di spalle) [Go off stage (or turn your back)]’ at the beginning and end of 
the piece respectively.

The musical material, which is almost identical in content to the first version of 
the work, is also the subject of a revision aimed at clarifying the timbral qualities 
of the sounds and the pronunciation of the text fragments. At the bottom of 
the sheet, in fact, there is a detailed key to the new special signs used to indicate 
pitches, dynamics and timbres.

FIGURE 4. Domenico Guaccero, Esercizi per voce sola (1971), heliographic copy of the 
autograph manuscript with annotations (hereafter referred to as FDG 1971). Fondazione 
Giorgio Cini (Venezia), Fondo Domenico Guaccero.
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Besides the written descriptions of the actions already mentioned above, the 
significant differences between the two versions of the work concern only a handful 
of other places in the text. The descending glissando marked at minute 3’ in the 
revised version (FDG 1971), which from E4 reaches the lowest spoken sound 
possible, was marked in the first version of the work as a descending movement 
from E4 to B2. This is the only variant that modifies the original text in order 
to indicate the musical material with less precision: whereas the 1965 version 
probably took Hirayama's wide vocal range into account – so much so, in fact, 
that the entire glissando is notated in the bass clef – the new version remains in 
the treble clef and does not define the pitch of the target note, thus allowing the 
performer to explore her own vocality while respecting her own register. 

A further difference between the two versions of Esercizi concerns the musical 
gesture at minute 5’15’’ in the revised score (FDG 1971): this gesture is written 
in brackets and consists of a repetition of the musical material indicated at minute 
5’10’’ of the same version. This new annotation appears in place of the more 
generic annotation ‘etc.’ (Semar 1965) in order to clarify the formal function of 
the indication, i.e. a precise repetition of the same gesture and not, for instance, a 
development of the fragment. 

Another group of variants concerns the way words and phrases are written out. 
In the 1971 score, vowels are added in brackets to many sounds in order to suggest 
their pronunciation. The 1971 score also presents a difference in the writing of the 
textual fragments, that along with the addition of more precise indications as to 
the quality of the sound, consists of text which, while running from left to right, 
instead of following a straight line (Semar 1965) traces lines whose trajectory 
seems to represent and suggest the movements of a vocal inflection (FDG 1971).

Though the relationship between Guaccero’s compositional idea and Hirayama’s 
distinctive performance practice was already recognisable in the 1965 version, as 
in the 1971 revision – see also the addition of the sequence of actions on the 
floor in the later version (5’19’’ – 6’52’’ in FDG 1971) and the affinity of these 
movements with the meditative practices noted in the singer’s notebooks – this 
relationship becomes even clearer and more evident as a result of an in-depth 
study of the recordings from the 1980s, which bear witness to two performances 
of the piece by the singer.23 

 An analytical listening of the two recordings reveals both aspects of the 
performance that remain unchanged and elements interpreted by the singer with 
greater freedom and flexibility.

The duration of each performance is approximately 12’ minutes. Although 
this timing does not adhere to the indications of either text, it demonstrates a 
temporal constant in Hirayama’s performance, testifying to the attainment of a 
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high degree of performative awareness on the part of a performer who has full 
control over the management of time and form.

Several examples of differences between the performances can be found, 
testifying to the singer’s precise but flexible manner: these mainly concern the 
choice of the vowels used to pronounce the sounds, the number of repetitions of 
the phrase ‘forse riesce [maybe it will work]’, and the timbral rendering of many 
musical gestures, first and foremost that of the ‘frullato [flutter-tonguing]’.

Some significant examples of these differences will be discussed in relation to 
the two versions of the piece in order to highlight points of contact or divergence 
between them.

The first example concerns the musical gestures indicated at minute 4’28’’ of 
the 1971 version, which are not so distant from those that appear in the Semar 
edition (FIGURES 5A AND 5B).

 In the 1982 performance (6’30’’ – 6’54’’ of the recording: AUDIO 1) Hirayama 
utters two long sounds – the second is of a longer duration than the first, but 
in both cases the intonation of the two notes is unstable because it is subject to 
various frequency oscillations, wider or less wide, which means that the sound is 
continually rising or falling – and a ‘frullato [flutter-tonguing]’ with an initially 
guttural sound quality that soon changes into a labial trill.

In the 1985 recording (5’48’’ – 6’14’’: AUDIO 2), on the other hand, the three 
longer or shorter sounds consist of articulations by means of glottal stops following 
one after another: the first is the pronunciation of a ‘u’ that goes towards an ‘a’, the 
second is an ‘i’ and the third is the pronunciation of an ‘i’ that tends towards a ‘u’.

FIGURE 5B. Domenico Guaccero, Esercizi per voce sola (Semar 1965), detail. Fondazione 
Giorgio Cini (Venezia), Fondo Domenico Guaccero.

FIGURE 5A. Domenico Guaccero, Esercizi per voce sola (FDG 1971), detail. Fondazione 
Giorgio Cini (Venezia), Fondo Domenico Guaccero.

https://drive.google.com/file/d/1i1jeNfQgtSEskkwKEQqkvvwNpBwrdeDW/view?usp=sharing
https://drive.google.com/file/d/1r-gkdsoestglYpy6LiPbZlPX21RgImNK/view?usp=sharing
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Another significant example in which the differences between the two 
performances – and also with respect to the written texts – are most evident 
concerns the sequence from minute 7’22’’ to 8’04’’ of the 1971 revision (FIGURES 

6A AND 6B), which was similarly indicated in the earlier Semar version of 1965 
(FIGURE 7). In all three episodes Guaccero writes three ‘frullati dentali (‘r’...) [flutter-
tonguing (‘r’...)]’ and asks the performer to perform the first ‘frullato [flutter-
tonguing]’ with a ‘suono normale (impostato) (set) [operatic sound]’, the second 
with a ‘suono ingolato [throaty tone]’ and the third by producing variations of 
timbre between ‘ingolato [throaty]’ and ‘nasale [nasal]’ sounds.

In the recording of the 1982 performance (9’47’’ – 10’23’’: AUDIO 3) Hirayama 
utters the three occurrences of the ‘frullati [flutter-tonguing]’ sounds in a similar 
way: at minutes 9’47’’, 10’00’’ and 10’15’’ the homogeneity of the musical 
gestures realised by the singer through the rhotacism of the liquid dental ‘r’, 
continuously varying the timbre of the sound from ‘ingolato [throaty]’ to ‘nasale 
[nasal]’ as requested by Guaccero, is evident. The gesture at minute 9’53’’, on 
the other hand, concerns the realisation of the ‘suoni soffiati [air sounds]’: in the 
1982 recording the singer performs the four sounds descending from the ‘timbro 
soffiato [air timbre]’ by pronouncing the vowels ‘i e a u’. This rendition coincides 
with what is marked in the 1971 revision (7’30’’ in FDG 1971) and differs from 
the indication in Semar 1965, where the vowels to be pronounced are implicit, 
but where no fewer than five descending notes to be performed with a ‘timbro 
soffiato [air timbre]’ are written on the staff.

In the 1985 recording (9’28’’ – 10’14’’: AUDIO 4) Hirayama performs the three 
episodes of the ‘frullati [flutter-tonguing]’ rather differently (7’22’’ – 8’04’’ FDG 
1971): the first sound (9’28’’ of the recording) consists of articulations through 
close glottal stops; however, at minutes 9’46’’ and 10’03’’ of the recording, in the 
other two episodes, the singer instead performs a ‘frullato [flutter-tonguing]’ with 
a guttural sound quality, which leaves less room for the composer's request to 
vary the timbre from ‘ingolato [throaty]’ to ‘nasale [nasal]’. The ‘suoni soffiati [air 
sounds]’ at minute 9’39’’ are also executed differently: in this 1985 performance, 
Hirayama pronounces only three sounds by articulating the vowels ‘e o a’.

Since no video recordings of any performance are preserved, only a few 
suppositions can be made with respect to the execution of the physical actions. 
The presence of long moments of silence in the audio recordings from the 1980s 
seem to attest to certain actions unfolding. These were evidently necessary for 
the performance of the gestures, and various noises produced mainly by the 
movements of the body on the floor. Furthermore, the differences in the volume 
and quality of the sounds at certain moments of the recording suggest that the 
source of the sound has moved, in other words, this suggests movement on the 

https://drive.google.com/file/d/1SuR7KQoODIkzw8tsSmPjqvZS6HwSufhe/view?usp=sharing
https://drive.google.com/file/d/129xgEwV-hur0sI8AGkrpjpUz3J_j-7DO/view?usp=sharing
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FIGURE 7. Domenico Guaccero, Esercizi per voce sola (Semar 1965), detail. Fondazione 
Giorgio Cini (Venezia), Fondo Domenico Guaccero.

FIGURES 6A AND 6B. Domenico Guaccero, Esercizi per voce sola (FDG 1971), details. 
Fondazione Giorgio Cini (Venezia), Fondo Domenico Guaccero.

part of Hirayama. The 1982 recording, however, clearly bears witness to the action 
of ‘Va fuori scena (o si gira di spalle) [Go off stage (or turn your back)]’: at minute 
11’02’’ of the recording, in fact, Hirayama struggles to pronounce the last phrase, 
‘il filo a piombo dell’età schizofrenica [the plumb line of the schizophrenic age]’, so 
much so that she needs the help of Guaccero, who suggests the words in a whisper 
so that she can deliver them and conclude the piece (AUDIO 5). This difficulty most 

https://drive.google.com/file/d/1qhZPFUeCcP2sMhJ-NBlNJKH6ztZI-j4r/view?usp=sharing
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likely stems from the fact that the singer pronounced this phrase when her back 
was turned and she was unable to read the score of a text that she evidently did 
not know by heart.

The above discussion of these examples not only makes clear the rather flexible 
character of Hirayama’s performances and the close relationship between her 
performative practice and Guaccero’s writing, but also demonstrates the more or 
less significant differences between these performances and the 1965 and 1971 
texts. The fact that the singer’s performances (especially that of the 1982 recording) 
would seem to be closer, on the whole, to the 1971 text might suggest Guaccero, 
with his revision of the score, wanted to formalise a performance practice that had 
achieved his desired result in the 1970s. Moreover, it would also seem to rule out 
the possibility that the 1971 revision was prompted by Hirayama’s performative 
needs with the aim of providing the singer with a new score.

Several factors seem to support the latter hypothesis, and these mainly 
concern the places where the scores were kept and a comparison with Hirayama’s 
annotations on another work by Guaccero for solo voice, Glossa (1970), the writing 
of which is closely related to that of Esercizi per voce.24 As already noted, the Fondo 
Michiko Hirayama – the perusal of which reveals the singer’s remarkable care 
in conserving her scores, and in some cases also those of other performers with 
whom she collaborated (see, for example, the musicians of Nuove Forme Sonore) 
– does not preserve the 1971 score.

Among the reasons for this ‘absence’ we can immediately exclude the lack of any 
performances of the piece after its revision: the concert programmes preserved in the 
Fondo Domenico Guaccero and in the Fondo Michiko Hirayama, in fact, testify 
to multiple performances of the piece in the 1970s. After the first performance of 
the work on 9 April 1965, at the Libreria Feltrinelli in Via del Babuino, Rome, 
on the occasion of the Concerti del Marcatre,25 the following performances took 
place: 5 March 1972, at Beat 72 during the Rassegna di Musica Moderna e 
Contemporanea organised by Nuove Forme Sonore; 10 June 1972, at the Teatro 
Centrale in Rome during a concert season organised by Nuova Consonanza; and 
6 November 1977, at the Teatro Alberico in Rome during the Rassegna di Musica 
Moderna e Contemporanea in a concert entitled ‘Domenico Guaccero. Uomo di 
musica e di teatro’.26 According to the archival records, Hirayama gave only one 
joint performance of Esercizi and Glossa; this took place on 4 May 1971, in Bari, 
for the festival ‘Oltre lo sperimentale e l'improvvisazione’,27 where Esercizi was 
performed together with a version of Glossa for soprano and instruments (1970).

With regard to this later version of Glossa – which also bears witness to the 
widespread practice of re-functionalising and re-arranging pieces for reasons 
related to new and different performances – it is interesting to note that, in 
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addition to the version of the piece for solo voice with the singer’s annotations, 
the Fondazione Isabella Scelsi conserves four other copies of the same score,28 
on which the names of certain instruments (voice, flute, percussion, cello and 
trombone) are marked in red pencil in correspondence with different sections 
of the text. Given the particular composition of the ensemble and the type of 
markings on the cello part, which would appear to be in the hand of the cellist 
Frances-Marie Uitti, it can be assumed that the group involved in that concert was 
Nuove Forme Sonore (FIGURE 8).

FIGURE 8. Domenico Guaccero, Glossa for solo voice (1970), copy with notes by Frances-
Marie Uitti (?), p. 1. Fondazione Isabella Scelsi (Roma), Fondo Michiko Hirayama, series 3, 
fasc.  48. 
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Returning to the case study of Esercizi the absence of the 1971 score in the 
Fondo Michiko Hirayama does not provide sufficient evidence that the singer did 
not use that text for her performances, since she could have mislaid her copy.

One factor that points in this direction is the fact that in her score of Glossa for 
solo voice (1970)29 Hirayama made some notes to clarify the meaning of the signs 
indicating the qualities of the sounds; these are found both in correspondence 
with the individual musical gestures and, in a more orderly manner, in an empty 
section of page 2 (FIGURES 9A AND 9B).

FIGURE 9A. Domenico Guaccero, Glossa (1970), copy with notes by Michiko Hirayama, p. 
1. Fondazione Isabella Scelsi (Roma), Fondo Michiko Hirayama, series 3, fasc. 48.
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Although not unfamiliar with the style of Guaccero’s graphics, Hirayama 
nevertheless felt the practical need to make the meaning of the signs explicit as 
an aid to reading during the study phase and for performance. The absence of 
similar annotations in Esercizi indicates that the singer did not feel the same need 
to supplement her copy of the 1965 piece with further notes, just as she probably 
did not feel the need to read from a score containing the wealth of additional 
instructions and clarifications to be found in the 1971 revision.

FIGURE 9B. Domenico Guaccero, Glossa (1970), copy with notes by Michiko Hirayama, p. 
2. Fondazione Isabella Scelsi (Roma), Fondo Michiko Hirayama, series 3, fasc. 48.
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As Guaccero himself writes in his preface to the piece, having worked with and 
for Michiko Hirayama, so that the singer’s experience had already been solidly 
built up during the creation of the work, it seemed superfluous to add more 
detailed and specific notations regarding the sound qualities to the 1965 version. 
In short, the process of co-creating the work was already sufficient to ensure 
complete consistency between a specific performative practice and the composer's 
system of graphics.

The score published by Semar, however, would not have been sufficient to 
ensure satisfactory new performances by interpreters other than Hirayama. 
Aspects of the author’s intentions and thoughts – elements of equal importance 
to the written text – which, before 1971, did not require any further degree 
of graphical formalisation were embedded in the artist’s performance practice. 
Therefore, the 1971 version is most likely a functional revision for performances 
by new interpreters, almost a ‘transcription’ shaped by the specific practice of the 
Japanese singer.

Once again, we find some evidence to support this hypothesis in the score of 
Glossa (1970): the score includes an ‘Intermezzo’ and relevant instructions necessary 
for the interpreter to connect the performances of Esercizi and Glossa. The fact 
that this section is written in two languages, Italian and English, would appear to 
indicate Guaccero’s need to prepare another, probably not Italian, interpreter for 
the performance of these pieces. Mastropietro suggests that this revision may have 
been undertaken for Joan Logue, the protagonist of a performance of Glossa on 
6 December 1983 in the context of a Nuova Consonanza concert season,30 who 
also performed other pieces by Guaccero.31 In the concert programmes conserved 
in the Fondo Domenico Guaccero we also find the name of another soprano, 
Doris Andrew, who performed Esercizi per voce, Glossa, Elenchi, Variazioni 2 and 
Rot on 23 February 1975 at the ‘Antica e nuova musica festival’ in Bari.32 Though 
it is true that these concert programmes date from after 1971, they do suggest 
some plausible reasons and concrete occasions for which Guaccero may well have 
decided to prepare a revised version of the piece. It is likely that this revision 
was intended more generically for other performers, perhaps even for someone 
besides Logue or Andrew; but in any case it is clear that the composer had planned 
new performances of Esercizi by singers other than Hirayama in the more or less 
immediate future.

While the practical reason behind the preparation of this revision, in order to pass 
the piece in a comprehensive manner on to new performers, is therefore evident, 
it is also important to understand this rewriting process in relation to Guaccero’s 
research into the voice, and with respect to his search for a system of graphics 
suited to the representation of the gestural components of sound. Conducted with 
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a critical and well-informed awareness of the debate of his time around such issues, 
the composer’s reflections on themes related to the graphical depiction of music 
constitute a fixed point in his practical and theoretical research.33 The practical 
results of these reflections are clearly visible in Guaccero’s compositional research 
activity. A survey of the materials relating to other works by the composer dating 
from the years around the time he wrote the different versions of Esercizi per voce 
(1965; 1971) reveals lines of continuity with the compositional processes and 
notation systems adopted in Scene del potere (1964–1968). The score of this piece 
‘represents also in semiographic research the extent of his ongoing research into 
the voice, which hinges on the Esercizi per voce written for Michiko Hirayama’,34 
Rappresentazione et esercizio (1968) and Rot (1970), a piece on which Guaccero 
once again collaborated with Hirayama. Mastropietro provides a very thorough 
analysis of the materials, compositional process and performance contexts of these 
pieces, shedding light on the main reasons behind Guaccero’s reflections in his 
search for other sounds for the voice and for the most suitable graphical tools to 
represent and describe their qualities.35 As in Esercizi, the search for such sounds 
is conducted with an acute eye to the internal-external dialectic and always occurs 
in relation to the study of specific actions, including extra-musical actions, in 
order to bring these elements together in the pursuit of an interdisciplinarity that 
cannot be easily attained, except through shared work with dynamic musicians 
and performers of enquiring minds.

For Guaccero, the act of writing and rewriting the graphical representations 
of the actions in Esercizi per voce sola seems to be, ultimately, the same quest in 
which he invites Hirayama to participate, a quest made up of ‘trials of strength, of 
tension, of concentration of possibilities’.36

Investigating the compositional process and performative practices of Esercizi 
through a study of the materials that puts the figures and practices of Guaccero 
and Hirayama into dialogue from the outset is only the first step in a developing 
discussion on the work that will analyse it using the same approach but in greater 
detail. These questions should subsequently be taken up by today's performers 
in order to consider the possible ways to re-propose – by re-constructing and/or 
re-adapting the piece to their own body and voice – performances of these pages 
together, at the same time reflecting on the profound sense of re-performing music 
so closely related to the performance experience of specific interpreters. Only then 
will our immersion in Esercizi mean that we too will be able to experiment, to 
study, to test and to strive for that something other that lies beyond sound.

Permission to reproduce documents and images was granted by all the traceable copyright holders.
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Notes

*	 Special thanks are due to the Director of the Istituto per la Musica of Fondazione Giorgio 
Cini Gianmario Borio and to the Curator of the archival collection Francisco Rocca for their 
invaluable support during my study of the materials of the Fondo Domencio Guaccero. 
Moreover, it would not have been possible to write this paper without the helpful assistance 
of the President of the Fondazione Isabella Scelsi Irmela Heimbächer, the Scientific Director 
Alessandra Carlotta Pellegrini, the Archivist Lucia Petese and all those who live this reality with 
care and passion. Thanks are also due to the Archives of the Associazione Nuova Consonanza 
in the person of Silvia Tellini for providing access to a number of documents for consultation. 
My sincere thanks go as well to Daniele Palma, an insightful and intelligent interlocutor on 
topics related to the study of the voice, and more besides.
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