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DIGITAL MEMORY and the ARCHIVE
This collection of six cello works — five solo pieces and a duo — extend my methodology of 
using micro-temporal transcriptions of audio recordings as the basis for new, notated scores. 
Since 2009, I have composed about about 40 works based on microtiming. The earliest works 
composed in this manner can be heard on the two-disc set Microtimings [New Focus  
Recordings, FCR 125, 2012]. Writings about this way of composing can be found in:
  
Neil Heyde. 2023. “Dialogues with Recordings: Digital Memory and the Archive”  
In The Routledge Companion to Applied Musicology, ed. Chris Dromey. Oxford: Routledge.

Orit Hilewicz. 2022. “Anxiety & The Real Thing: Queer Ekphrasis, Acoustic Palimpsest, and Autistic Listening,” 
Kunsttexte 4, www.kunsttexte.de.

Paul Sanden. 2019. “Rethinking Liveness in the Digital Age” In The Cambridge Companion to Music in Digital 
Culture, eds. Nicholas Cook, Monique Ingalls, and David Trippett. Cambridge: Cambridge University Press.

Tim Rutherford-Johnson. 2017. Music after the fall: Modern composition and culture since 1989.  
Oakland, CA: University of California Press.

Cinzia Rota. 2016. “Le micro-timing de Richard Beaudoin” Classicagenda.  
https://classicagenda.fr/le-micro-timing-de-richard-beaudoin.

Danick Trottier. 2015. “Richard Beaudoin et la méthode du microminutage” Dissonance 130: 14–23. 
 
Neil Heyde & Richard Beaudoin. 2013. “The Handless Watch: On composing and performing Flutter echoes” 
CeReNeM: Journal of the Centre for New Music Research 3: 7–20.  

Danick Trottier. 2013. “Conceiving Music Photorealism: An Interview with Richard Beaudoin”  
Perspectives of New Music 51 (1): 174–195.

Andrew Kania & Richard Beaudoin. 2012. “A Musical Photograph?”  
Journal of Aesthetics and Art Criticism 70 (1): 115–127.

Richard Beaudoin. 2010. “You’re There and You’re Not There: Musical Borrowing and Cavell’s ‘Way’”  
Journal of Music Theory  54 (1): 91–105. 

REPRODUCCIÓ 

Reproducció is based on an excerpt of Pablo Casals’s recording of the Sarabande from J. S. Bach’s 
Cello Suite in D minor, BWV 1008, made at Abbey Road Studios, London, on 23 November 1936. 
The title is the Catalan word for a copy of something, such as a painting.  The score is a rather 
faithful transcription of Casals’s rendering. The notation divides the recording into a series of 
discreet sounds and places a number above each one. The cellist produces the notated  
sound while silently counting to its associated number. By keeping a steady count, Casals’s  
recording is re-sounded. The work was commissioned by the Royal Academy of Music, London, 
in celebration of their 200th anniversary, and premiered there, in the Angela Burgess Recital 
Hall, by Neil Heyde on 9 November 2020. Reproducció is dedicated to Rohan de Saram. 
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dedicated to Rohan de Saram, with admiration 

Reproducció
for solo violoncello

RICHARD BEAUDOIN [2020]

a work from the series Digital Memory and the Archive
based on a microtiming of  an excerpt of  a recording of  the

 

Sarabande from Bach: Suite in D minor, BWV 1008 
made by Pablo Casals at Abbey Road Studios, London, on 23 November 1936

EDITION 2 — 15 April 2020
to be printed on A3 cardstock

©2020 Richard BeaudoinReproducció is the Catalan word for a copy of  something, such as a painting.

PERFORMANCE NOTES

RHYTHMIC NOTATION : The number above each (sub)measure specifies the precise duration of  the sounds within that (sub)measure.

TEMPO : The tempo should ultimately be determined by the cellist; ca. 184 beats per minute is a recommendation. 
While the tempo vary from performance to performance (and may be changed in response to different spaces),

whatever tempo is chosen should be kept constant throughout the performance.

Number of  beats
 [see performance notes]



UNIKAT
Unikat is based Martha Argerich’s recording of Fryderyk Chopin’s Prélude in E minor, op. 28/4 
made in the Herkulessaal in Munich in October 1975. The title is the Polish word for ‘one-of-a-
kind’ and is used by visual artists to denote a unique print. The cello presents a micro-temporal 
transcription of Argerich’s recording. The volume of each left hand chord is translated into 
the length of its corresponding arpeggio. The work was made in dialogue with two artworks 
by Jorinde Voigt: Symphonic Area Var. 19 [WV 2009-132] and The Landing (Cavallini-Algorithmus) 
[WV 2017-040]. Unikat exists in versions for flute, clarinet, bassoon, violin, viola, cello, and 
piano. The piece represents a continuation of the Études d’un prélude series. Unikat is dedicated 
to Neil Heyde, who gave the premiere at the Sibelius Academy in Helsinki on 24 October 2022. 
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dedicated to Neil Heyde

UNIKAT
for violoncello solo

after Jorinde VOIGT:
 

Symphonic Area  Var. 19 [WV 2009-132]
 

& The Landing (Cavallini-Algorithmus) Now (1), (2) 
Rotationsrichtung 1-4 Umdrehungen/ Tag Egomotion Horizont Ausrichtung

 

Erdmittelpunkt Ausrichtung oben Heute → ∞ Gestern → ∞ [WV 2017-040]

based on Martha ARGERICH: Chopin, Prélude op. 28/4, Munich, October 1975 [DG 415 836-2] 

© 2017 Richard Beaudoin

* Whatever tempo is chosen should remain constant throughout; the elasticity of the timing emerges, in this case, from the stability of the tempo.

** The reference markings [anacrusis, measure 1, etc.] indicate positions in the score of op. 28/4 and are given to faciliate phrasing. 
Similarly, the up and down arrows [↓↑] denote upbeats and downbeats within these elongated measures. 
The notated barlines act only as guidelines, and do not convey the rhythmic structure of the music.

Richard BEAUDOIN
2017

BACCHANTE
Bacchante is based on Claude Debussy’s recording of “...Danseuses de Delphes” from Préludes, 
livre 1, made in Paris on a Welte-Mignon reproducing piano in November 1913. Debussy’s 
prelude was inspired by his encounter, in the Louvre, with a replica of the Acanthus Column 
around which are sculpted three bacchantes (female followers of Bacchus). The notation of 
Bacchante is related to the numbering system seen in Reproducció, though here it goes further: 
layered beaming and varied note sizes allow both hands of the piano score to be expressed as 
cello music. Certain moments reflect the mottled surface of plaster. Bacchante is dedicated to 
Neil Heyde, who gave its premiere at Wilton’s Music Hall, London, on 7 December 2015.

?violoncello solo œ

œ

mmeeaassuurree  oonnee..

Number of  beats
 at 120 beats per minute
    [see performance notes]

9½

soutenu

ssuull  ttaassttoo

!
œ#

œb

7

œ

Œ
( )

3

œ#

œ

10½

?

œ

2½

mmeeaassuurree  ttwwoo..

"
œ

œ

7

œ

œb

œ#

3

œ#

œ

3½

œ

3

œ#

œ

2½

œ

œ

2

œ

J

œ

‰

œ

+

((lleefftt--hhaanndd  ppiizzzz))

2

œ

2½

?

œ

œ
œ

œ

2
mmeeaassuurree  tthhrreeee..

nnoorrmmaallee

p

œ

o

5½

œ

2½

œ#

œ
œ

œ

2½

œ

o

5½

œ

2½

.
œ

œ
œ

œb

3

œ

o

4½

œ

3

©2015  Richard Beaudoin

[This edition created on 26 June 2015]

for Neil Heyde

BACCHANTE
for solo violoncello

RICHARD BEAUDOIN (2015)

BACCHANTE: A FEMALE FOLLOWER OF BACCHUS

PERFORMANCE NOTES

RHYTHMIC NOTATION : The number above each measure specifies the precise duration of  the musical object (note, notes, rests) within that measure.

GLISSANDI : straight lines denote a normal (sliding) glissando; dotted lines denote a natural harmonic glissando (the finger does not depress the string).

TEMPO : 120 beats per minute is a recommendation. This number of  beats per minute may vary from performance to performance 
(and may be changed in response to different spaces). Whatever tempo is chosen should be kept constant throughout the performance.

VIBRATO : sempre senza vibrato 

Bacchante is based on a microtiming of  Debussy's Welte-Mignon recording of  "...Danseuses de Delphes" from Préludes, made in Paris on 1 November 1913.



On Digital Memory and the Archive
Neil Heyde

Performing music always summons the ghosts of other musicians. These ‘presences’ can be 
banished by the immediate creative act but recording inevitably draws them close again. In the 
pieces captured here they are hardly ghosts at all, but real presences. Pablo Casals’s artistry has 
played a fundamental role in my conception of the cello as instrument almost all of my life, but 
in talking to friends and colleagues about the experience of playing the first piece on the disc, I 
found myself describing moments of feeling “Casals’s hand on mine” that go beyond the purely 
metaphorical.

Richard speaks eloquently about the role that microtiming plays in his creative process and the 
enormous range of possibilities it opens. Here, I want to share something of the experience of 
playing this compendium of dialogues with recordings — as the musician through whom this 
music is materialised. (The performer as ‘digital medium’ is one possible leftfield reading 
of Wolfgang Ernst’s ‘digital memory’; another is Richard’s play on ‘digital’ as relating to the 
fingers.) 

The very unusual control of time in Richard’s pieces frequently shackles habitual approaches to 
generating and communicating expression, instead providing a new space of its own. Shaping 
phrases in slow tempos whose flexibility is predetermined, presents a new perspective on 
performative invention. Some of these pieces no longer breathe with the natural pacing of 
the ebb and flow of speech, dancing, or walking. The expressive richness of the microtimed 
relationships between events ushers in a new kind of creation that draws on timbral variety, 
richness of articulation, and almost inaudible between-the-notes choreography.

Friedrich Nietzsche famously described the Greek poets as “dancing in chains.” In his view, the 
poets chose to impose constraints in order to conquer them with charm and grace, “so that both 
the constraint and conquest are noticed and admired.” The six pieces of Digital Memory and the

Archive also impose constraints, but these feel to me like opportunities for dialogue rather than 
conquest. In a less famous aphorism that also draws on the metaphor of chains, Nietzsche 
writes that man imagines himself to be independent, free, “but what if the opposite were true: 
that he is always living in manifold dependence but regards himself as free when, out of long 
habituation, he no longer perceives the weight of the chains? It is only from new chains that 
he now suffers: ‘freedom of will’ really means nothing more than feeling no new chains.” In 
challenging implicit assumptions about expression and freedom I hope that experiencing these 
pieces will afford a special sense of interconnectedness with musical processes, as well as  
a distinctive kind of contact with the presences that they invoke.

I do not think of these pieces as copies, transcriptions, or arrangements of their sources, despite 
the specific and exacting replications of certain features. There is perhaps no fully appropriate 
language that can capture how the making of these pieces speaks through them, but I sense an 
analog in the instrumental medium that binds this set of pieces together. The cello I play, by 
Jean Baptiste Vuillaume (c. 1842), is clearly modelled on the ‘Duport’ Stradivari of 1711, played 
by, among others, Jean Louis Duport, Auguste Franchomme and Mstislav Rostropovich. (Today 
that instrument is unheard — for cellists it is perhaps as close as one could find for a ‘ghost in 
the room’.) But ‘my’ Vuillaume is a beautiful instrument in its own right rather than any kind of 
‘replication’: it was clearly not intended as a ‘direct copy’. It is my most intimate point of contact 
with the musical world, and its invocation of an absent presence is a critical part of its unique 
identity.

Even a ‘direct copy’ has the power to speak. Richard and I both enjoy the fact that the Louvre’s 
column of the Temple of Apollo, which inspired Debussy to compose “…Danseuses de  
Delphes” (and which, in turn, inspired Bacchante), was itself a plaster copy. 

What matters seems to be the imagination of the beholder…



YOU KNOW I’M YOURS
You Know I’m Yours is based on a brief fragment from Thelonious Monk’s improvisation on the 
track called “Body and Soul [Remake Take 3]” made at 30th Street Studio, New York, on 31  
October 1962. The independent meters of Monk’s striding left hand and syncopated right are 
fused into a single stream of sliding activity for solo cello. The title references a phrase in the 
lyric of the work that Monk is improvising on: “You know I’m yours, for just the taking.” Neil 
Heyde gave its premiere at the Tianjin Conservatory of Music, China, on 18 October 2016.  
You Know I’m Yours is dedicated to Glenn Brown & Edgar Laguinia. 
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for Neil Heyde

You know I’m yours
for solo violoncello

from the series Digital Memory and the Archive

RICHARD BEAUDOIN (2015)

You know I’m yours, for just the taking. 
I’d gladly surrender myself  to you, body and soul. 

– Johnny Green (1930)

This work is based on a microtiming of  a fragment from Thelonious Monk's improvisation 
on "Body and Soul" recorded at Columbia Records, 30th Street Studio, New York City on 31 October 1962 

and released in 1998 as Remake Take 3 on the CD Monk Alone: The Complete Columbia Solo Studio Recordings 1962-1968 [C2K 65495]

* Measures 7–137 should be played as fast as possible, while still allowing the sounds to speak. The tempo may fluctuate according to the difficulty of  the local passage.  

** The tenuto + accent mark (seen on the downbeat of  m. 7, m. 12, m. 13 and so on) is used throughout to denote emphatic and sonorous bass notes. These should be given a full, or nearly full, bow. 
Such bowing will necessarily and intentionally lenghten the bass notes beyond their notated value. The flow of  the music should continue immediately after each elongated bass emphasis. 

©2015 Richard Beaudoin
[This draft edition created for Neil Heyde on 7 November 2015]

NACHZEICHNEN/TRACING
Nachzeichnen/Tracing is based on Glenn Gould’s recording of the first of Arnold Schoenberg’s 
Sechs kleine Klavierstücke op. 19, made at 30th Street Studio, New York, in September 1965. Playing 
entirely without the bow, the cellist touches the instrument and its strings in varied ways, 
including fingernail pizzicati, pad tremolos, thumb plucks, alla guitarra strumming, and  
hammer-ons. The transcription incorporates the creaking sounds made by Gould’s piano chair. 
The relationship with the source material is not photorealistic, but rather traces the Schoen-
berg/Gould material in faint patterns. Its premiere was given by Neil Heyde at Alba New Music 
in Edinbugh, Scotland on 6 October 2017.  Nachzeichnen/Tracing is dedicated to Orit Hilewicz. 
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dedicated to Orit Hilewicz — composed for Neil Heyde

Nachzeichnen/Tracing
for solo violoncello

from the series Digital Memory and the Archive

RICHARD BEAUDOIN (2017)
This work is based on a microtiming of  Glenn Gould's recording 
of  the first of  Schoenberg's Sechs kleine Klavierstücke op. 19, made 
at 30th Street Studio, New York City, on 28-29 September 1965

* The music on the lower staff  is exclusively for thumb slaps, notated as follows:
   The x notehead denotes slapping the thumb on the open C string (without any resonance), producing a 'click'. 
   The rectangular notehead denotes slapping the thumb against cello body (on the wood of  the top next to the fingerboard), producing a 'knock'. 
   The dynamic of  the thumb slaps should match the prevailing dynamic in the upper staff. They should not, however, be merely accompaniment; rather, they should be an equal part of  the texture.

** Three (finger)pad tremolo: using fingers 1, 2, and 3 of  the right hand, rapidly tap the fingerpads on the rosined area of  the string between the fingerboard the bridge. 

*** The pizzicato throughout should be executed with a rapid re-attacking of  the first finger (or more fingers, depending on the number of  notes in the chord). 
     [For example, in a repeated series of  single notes, the first and second fingers should not alternate, but rather the first finger should re-attack each note.]

©2017 Richard Beaudoin
[This draft edition created for Neil Heyde on 27 May 2017]



LES DEUX LAURIERS
Les deux lauriers is based on Maggie Teyte and Alfred Cortot’s recording of ‘La chevelure’ from 
Claude Debussy’s Trois Chansons de Bilitis, made at Abbey Road Studios, London, on 12 March 
1936. The mélodie sets a poem by Pierre Louÿs, which includes the lines: « et nous / étions liés 
pour toujours ainsi, par la même chevelure / la bouche sur la bouche, ainsi que deux lauriers n’ont / 
souvent qu’une racine. » The first cello plays Teyte’s voice while the second plays Cortot’s piano. 
Additions include a looping record skip at « il me regarda d’un regard si . . .  » At its premiere, Les 
deux lauriers was immediately preceded by the playing of a 78rpm of the Teyte/Cortot recording, 
a pairing recalled on this disc (in reverse order). The duo was composed for Evie Littlefair and 
Neil Heyde. It was premiered by Rohan de Saram and Neil Heyde at Pushkin House, London, 
on 22 June 2019. Les deux lauriers is dedicated to Yves Balmer & Dominique Stutzmann.
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to my friends Yves Balmer & Dominique Stutzmann

Les deux lauriers
for two violoncelli

RICHARD BEAUDOIN [2019]

composed for Evie Littlefair & Neil Heyde
premiered at Pushkin House, London, 22 June 2019

a work from the series Digital Memory and the Archive
Based on a microtiming of  a recording by Maggie Teyte and Alfred Cortot of  “La chevelure” 

from Debussy’s Trois Chansons de Bilitis [1898] made at Abbey Road Studios, London 
on 12 March 1936, as released on Debussy: Ses premiers interprètes [2018]

©2019 Richard Beaudoin
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ROHAN DE SARAM          www.rohandesaram.co.uk
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RECORDING DETAILS
 
Neil Heyde, cello (Jean-Baptiste Vuillaume, Paris c. 1842)
Rohan de Saram, cello (Andrea Guarneri, Cremona, 1690)
HMV Wilson Peck portable gramophone, model 102, no. 5b soundbox (c. 1936)

Recorded 15–16 November 2021 (tracks 1–5) and 2 December 2021 (tracks 6–7)   
at Hastoe Village Hall, near Tring, Hertfordshire, UK

78rpm record (track 7): RCA Victor M 322-8, 1771-B, a late pressing,  
sold by Town and Country Music (operating from 1964-1978)
Kindermack Road, Westwood, New Jersey, USA 

Producer: Neil Heyde 
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RICHARD BEAUDOIN (*1975)

1. Reproducció (after Casals/Bach)  .. .. .. .. .. .. .. .. .. .. .. .. .. 6’00

2. Unikat (after Argerich/Chopin) .. .. .. .. .. .. .. .. .. .. .. .. .. 8’38

3. Bacchante (after Debussy/Debussy) . .. .. .. .. .. .. .. .. .. .. 7’47

4. Nachzeichnen/Tracing (after Gould/Schoenberg) . .. .. 5’42

5. You Know I’m Yours (after Monk)  .. .. .. .. .. .. .. .. .. .. .. .. 4’54

 Neil Heyde, cello solo   

6. Les deux lauriers (after Teyte/Cortot/Debussy) .. .. .. .. 7’33

 Rohan de Saram, cello I 
 Neil Heyde, cello II

CLAUDE DEBUSSY (1862–1918)

7. ‘La chevelure’ from Trois Chansons de Bilitis . .. .. .. .. .. 4’11 

 Maggie Teyte, soprano
 Alfred Cortot, piano  

  recorded at Abbey Road Studios on 12 March 1936,  

  released on RCA Victor M 322-8, 1771-B, 78 rpm,  

  played on a circa 1936 HMV Wilson Peck  

  portable gramophone, model 102, 

  no. 5b soundbox

DIGITAL MEMORY and the ARCHIVE
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Hertfordshire, UK

Producer: Neil Heyde 
Engineer and editor: Jonathan Haskell 

Cover: Glenn Brown,When We Return You 
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photo: Lucy Dawkins,
© 2020 Glenn Brown  
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