
If music be the food of love

Maximilian M a r c o l l

for two Soprano Saxophones and Electronics





Maximilian Marcoll

If music be the food of love

for two Soprano Saxophones and Electronics

2014

written for Nikola Lutz & Mark Lorenz Kysela

Duration: approx. 12 min.





5

In the secret prisons of Guantánamo Bay and Abu Ghraib (at least), the U.S. forces 
applied music as a means of torture. As far as the public knows at this point, the 
selection of songs used, which is known as the “Torture Playlist” or “GTMO-Playlist”, 
consists of Pop, Rock and Metal Songs which are well known, accessible and very 
popular in the western world. 
While the precise criteria for the selection of particular songs are as yet unknown, 
there is a rather plausible possibility: the lyrics. 
Of course, the majority of the prisoners, who don’t speak English, were not able to 
understand them. Additionally, the playing back of two songs simultaneously (as re-
ported by some sources) might render the lyrics incomprehensible, even for someone 
ZLWK�VXIˉFLHQW�ODQJXDJH�VNLOOV��)RU�WKH�WRUWXULQJ�VROGLHUV��WKRXJK��WKH�O\ULFV�SURYLGH�
yet another way to further humiliate their victims.

Having been used as torture instruments, the songs themselves are imprinted with  
ambivalency in three ways:
7KH�YLFWLPV�GR�QRW�KDYH�DFFHVV�WR�D�ZD\�RI�KHDULQJ�WKH�VRQJV�DV�SRSVRQJV��)RU�WKHP�
they can only mean pain, suffering, the inability to hear their own thoughts. 
)RU�XV��WKH�SRSVRQJV�DUH�VWLOO�SRSVRQJV��2XU�SHUFHSWLRQ�PLJKW�EH�VOLJKWO\�FKDQJHG�
because of our knowledge of their use as weapons, which, then again, lies far beyond 
our imagination.
The torturing soldiers themselves actively change their own relation to the songs in 
a drastic way. Of course they have not been exposed to the songs in a way similar to 
their victims, they are however directly involved in the procedure. They must know 
the songs pretty well, after all, they made the decision to use them. They conciously 
decided to use something they like, something they identify themselves with on a 
cultural level, as a weapon against their prisoners.
,�ˉQG�LW�TXLWH�KDUG�WR�LPDJLQH�WKDW�WKH\�FRXOG�ODWHU�OLVWHQ�WR�WKH�VRQJV�ZLWKRXW�DOVR�
hearing the torture instruments.

The songs, I think it safe to presume, have been selected because the soldiers think 
of them as cultural symbols, because they like them, because they listen to them 
regularly anyway, because they have access to them and because the lyrics open up 
possibilities for some incredibly cruel and cynical jokes.

The songs are imprinted with two opposed ways of perception, that can never be ac-
cessed simultaneously. On the contrary, they obscure one another. While listening to 
them, the songs as weapons and as songs, are always present and absent at the same 
time, yet always in the directly invers relation.

7KH�*702�SOD\OLVW�LV��DV�RI�\HW��XQYHULˉHG��9DULRXV�VRXUFHV�FODLP�KRZHYHU��WKDW�FHUWDLQ�
songs have been used. A selection of those serves as the sole musical material for 
this piece, referred to in the score using the short names in parentheses:

Bee Gees    “Stayin’ Alive”    (Alive)
Neil Diamond   “America”    (America)
%DUQH\�	�)ULHQGV�� � Ȣ,�/RYH�<RXȣ� � � � �%DUQH\��
Drowning Pool   “Bodies”    (Bodies)
Bruce Springsteen   “Born in the USA”   (Born)
Britney Spears   “Baby one more Time”  (Britney)
Christina Aguilera   “Dirrty”    (Dirrty)
Eminem    “White America”   (Eminem)
AC/DC     “Hells Bells”    (Hells)
Queen    “We are the Champions”  (Queen)
Metallica    “Enter Sandman”   (Sandman)
AC/DC     “Shoot to Thrill”   (Thrill)
'HLFLGH�� � � Ȣ)XFN�<RXU�*RGȣ� � � �1RQH�
�
'RSH�� � � � Ȣ7DNH�<RXU�%HVW�6KRWȣ�� � �1RQH�
�
1LQH�,QFK�1DLOV�� � Ȣ0DUFK�RI�WKH�3LJVȣ� � � �1RQH�
�

%RWK�SHUIRUPHUV�DUH�HTXLSSHG�ZLWK�WZR�PLFRSKRQHV��KHDG���RU�HDU���SKRQHV�DQG�D�
VSHDNHU��)RU�PRVW�SDUWV�RI�WKH�SLHFH��HDFK�RI�WKH�SHUIRUPHUV�KHDUV�D�GLIIHUHQW�VRQJ�
of the GTMO-Playlist on their headphones and, in excerpts, plays along to it, in the 
rhythm of her or his respective song’s lyrics. Every single note played by one per-
former causes the other player’s current song to be audible for the audience, through 
the respective other player’s loudspeaker. 
The songs are modulating each other. Both are there, simultaneously, in both saxo-
phone & speaker-combinations, both as the rhythm that modulates the other song 
and as the “carrier” that is being modulated. 
Both are simultaneously present and absent: Our perception does not permit us to 
actively listen to both layers at once. The focus has to change, to switch, back and 
forth. The respective other relation is permanently inaccessible.


��8VHG�RQO\�LQ�WKH�ODVW�VHFWLRQ�RI�WKH�SLHFH��RFFXUHQFH�LQ�WKH�WDSH�RQO\��QRW�LQ�WKH�SOD\HUȠV�SDUWV�

PREFACE
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Setup

Stage Positions

The players have to stand on stage, facing the audience, with a maximum distance 
between them. If possible, they should play behind glas or acrylic (sound protection) 
walls, like drum panels etc.
The speakers should be positioned in front of them, or, according to circumstances, 
next to them - but in any case close by.

Microphone Positions

The microphones should be positioned on top of each other. The lower micophone’s 
position should allow for a normal playing posture, while the upper microphone 
should be mounted high, so that the players have to lift up their instruments until 
they are horizontal, in order to play into the mic. 

Tape & Triggering

The electronics consists of two layers: A tape and live processing (gating). The tape 
has six channels: Two channels for the respective speakers (1: left & 2: right) and 
two channels for each of the headphones (3 & 4 for the left player and  5 & 6 for the 
right one). The tape has already been edited to include the interdependent trigger-
ing of the songs. Hence the “gating” has to be realised in realtime on the saxophones, 
only. Each player’s signals are to be combined and subdued to the gating-process: 
2QO\�LI�SOD\HU�$�SOD\V�DW�D�VLJQLˉFDQW�OHYHO��VKRXOG�WKH�DPSOLˉFDWLRQ�RI�SOD\HU�%�EH�
activated, and vice versa. 
7KH�SLHFH�FRXOG�EH�UHDOLVHG�ZLWK�WZR�VLGHFKDLQ�JDWHV��VHH�WKH�ˉJXUH�RQ�WKH�ULJKW��

Microphone Levels

2QO\�YHU\�VRIW� VRXQGV�DUH�SOD\HG� LQWR� WKH�XSSHU�PLFURSKRQHV��7KHLU�DPSOLˉFDWLRQ�
level should be extremely high, so that “normal” tones, played into them would be 
extremely loud. The level of the lower microphones should be adjusted so that “nor-
PDOȣ�WRQHV�VRXQG�DV�ORXG�DV�WKH�VRIW�VRXQGV�EHLQJ�DPSOLˉHG�WKURXJK�WKH�XSSHU�PLFV��
The level of the tape should be in a balance with the saxophones, but in most situa-
tions slightly higher! The saxophones are supposed to “melt into” the playback.
This is however, not true for the last section of the piece (#31 until the end). Here, the 
saxophones are supposed to dominate the tape which is to dissolve into a soft hiss.

Overall level

Under no circumstances should this piece be played at extreme loudness levels! The 
overall loudness should be that of a fairly powerful, yet still “analytical” forte. No 
more than that!

Gate

Speaker

�

Gate

Speaker

�

sid
e  

    
    

ch
ain

side          chain

Remarks on Interpretation

Apart from a small section in the end of the piece, the players play along to 
their monitor tracks, their respective songs, at all times.
More precisely, they are playing along to their respective song’s vocal track’s 
lyrics. Melismata have been ignored in most cases.

Unless otherwise stated the players should always mimic the monitor track. 
This not only concerns articulation and dynamics, but does also include little 
portamenti, slight changes of pitch impractical to notate, use of vibrato, varie-
ties of timbre, intensity of the tone and so on. The saxophone parts consist of 
pop music. They should be played like pop music.
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Score

The score consists of two staves for each player: 

The monitor track (headphones), written in C and the saxophone’s stave written in B, on a coloured grey background. 

6LQFH�WKH�VRQJV�RQ�WKH�PRQLWRU�WUDFNV�FKDQJH�UDWKHU�TXLFNO\�DW�WLPHV��DQG�VLQFH�HDFK�RI�WKHP�KDV�LWȠV�RZQ�WHPSR��DQG�VRPHWLPHV�D�GLIIHUHQW�PHWUXP��WRR��WKHUH�LV�QR�FRQVLVWHQW�PHWUXP�DQG�QR�VWHDG\�WHPSR�
IRU�WKH�VD[RSKRQH�SOD\HUV��,QVWHDG��WKH�PHWUXP�DQG�WHPSR�YDULHV�DFFRUGLQJ�WR�WKH�VRQJ�EHLQJ�SOD\HG�RQ�WKH�PRQLWRU�WUDFN��7KH�VZLWFKLQJ�RI�WKH�VRQJV�RQ�WKH�PRQLWRU�WUDFNV�LV�UHˊHFWHG�LQ�WKH�JUDSKLFDO�OD\RXW�
of both the monitor’s and the saxophone’s staves. 

Since there are virtually no common measures for both players, there are section numbers in the top left corner of each stave system.

Short Name and tempo 
of Song on the Monitor 
Track

Saxophone’s Staves

Monitor Tracks

Section Number

The scope of accidentals is limited to one 
single note. However, redundant acciden-
tals may occur to avoid confusion.

Square noteheads indicate air sounds.

The entire score is written in treble clef. 

L

R

Hell:

q = 107

Dirrty:

q = 100

Thrill:

q = 142
Britney:

q = 93

Britney:

q = 93

America:

q = 125

Born:

q = 122

10

Born:

q = 122
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If music be the food of love, play on;

Give me excess of it, that, surfeiting,

The appetite may sicken, and so die.

That strain again! it had a dying fall:

O! it came o’er my ear like the sweet sound

That breathes upon a bank of violets,

Stealing and giving odour. Enough! no more:

‘Tis not so sweet now as it was before.

William Shakespeare 

(The beginning of ”Twelfth Night; or, What You Will”)
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If music be the food of love,

5KPI�QP�VKNN�+�CO�ǣNNƷF�YKVJ�LQ[�
For then my list’ning soul you move

To pleasures that can never cloy.

Your eyes, your mien, your tongue declare

That you are music ev’rywhere.

Pleasures invade both eye and ear,

5Q�ǣGTEG�VJG�VTCPURQTVU�CTG��VJG[�YQWPF�
And all my senses feasted are,

Tho’ yet the treat is only sound,

Sure I must perish by your charms,

Unless you save me in your arms.

Henry Heveningham

(Set to music by Henry Purcell)
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If music be the food of love

R

R

upper mic

2

Britney:

q = 93
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(q = 93)

Dirrty:

q = 100

upper mic lower mic

L

L

R

R

lower mic

00:36

3

4

Sandman:

q = 62
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L

R

01:12

Dirrty:

q = 100

Sandman:

q = 62

5
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L

R

01:30

6

Sandman:

q = 62
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L

R

01:48

7

Sandman:

q = 62

Dirrty:

q = 100
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L

R

02:06

8

Dirrty:

q = 100

Britney:

q = 93
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L

R

02:24

9

Sandman:

q = 62

Thrill:

q = 142

Hell:

q = 107

Born:

q = 122
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L

R

Hell:

q = 107

Dirrty:

q = 100

Thrill:

q = 142
Britney:

q = 93

Britney:

q = 93
Bodies:

q = 131
America:

q = 125

Born:

q = 122

Born:

q = 122

02:42

10
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L

R

03:00

Britney:

q = 93

11

America:

q = 125
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L

R

03:18

Britney:

q = 93

12

America:

q = 125

America:

q = 125

Sandman:

q = 63

Sandman:

q = 63
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L

R

03:36

13

America:

q = 125

Thrill:

q = 142
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L

R

03:54

14

America:

q = 125

America:

q = 125

Sandman:

q = 62

Born:

q = 122

Thrill:

q = 142
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L

R

04:12

15

Born:

q = 122

America:

q = 125

America:

q = 125

Sandman:

q = 62
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L

R

04:30

16

Born:

q = 122

America:

q = 125

Sandman:

q = 62

Sandman:

q = 62

Queen:

q = 64
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L

R

04:48

L

R

17

18

Alive:

q = 103
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L

L

R

R

05:24

19

20
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L

L

R

R

06:00

21

22

Bodies:

q = 131

Eminem:

q = 75

(

(
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L

L

R

R

06:36

23

24

(

() )

) )
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L

L

R

R

07:12

25

26
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L

L

R

R

07:48

27

28

Barney:

q = 46
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08:24

L

R

29

Bodies:

q = 131
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L

L

R

R

08:42

30

31

Barney:

q = 46

Bodies:

q = 131

Bodies:

q = 131

Bodies:

q = 131Tape

2”

Eminem:

q = 75

In the following section up until the end of the 
piece, use saliva in the mouthpiece to produce 
fairly steady, airy, regular crackling, noisy sounds. 
The pitches indicated should only colour the hiss. 
Avoid breathing interruptions whenever possible. 
Circular breathing is preferred.

In the following section up until the end of the 
piece, use saliva in the mouthpiece to produce 
fairly steady, airy, regular crackling, noisy sounds. 
The pitches indicated should only colour the hiss. 
Avoid breathing interruptions whenever possible. 
Circular breathing is preferred.

upper mic

upper mic
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L

R

L

R

09:28

09:47

32

33
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L

R

L

R

10:15

10:39

34

35
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L

R

L

R

11:30

11:48

37

36
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