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| name you

for speaking and singing trombonist

Explanations / Instructions:

Timing: The overall tempo is calm, the durations of the muiscal phrases are determined by the length of the player's breath.

| name you

During the piece the phrase "! name you" undergoes a transition from a verbal to a musical phrase in four stages. Stage |: spoken (plain, no drama, emphasis as in "l name you Ben"). Stage II: spoken into the instrument

The pitch on which it should be spoken is indicated in brackets at the end of the preceeding line. Stage [ll: emphasis on the consonants, so the phrase turns from a verbal phrase to a more abstract, musical one.

Stage IV: the rhythm of the speech is made by manipulations of the mute only.

(1)) If in part Il - IV the "you" is followed by a note on "u" the transition should be as smooth as possible.
(a) The same is true for an “I" preceeded by an "a”, unless breathing is necessary there.
Symbols

play on inhale, no specific pitch o] : slap tone

glissando

breathe air through the instrument, let it become a note which immediately vanishes back into the sound of air

fm T

ir

sing into the instrument

sing {without instrument)

I

Prasence:

The player has his eyes closed or is looking at the trombone. His whole attention is on the dialogue with his instrument. The audience is never adressed directly. The sounds are to be investigated, not
presented. The focus is on vibration and friction - physically and sensually. Here the act of naming something resembies the search for the essence of that which is to be named.

The piece should be played from mem'ory. If the player can't memorize it exactly, he should play it in the way he remembers it.









wer weiss

for

male or female speaker and male ceflist

The cellist is placed on a large stage, absorbed in playing - a continucusly repeated gesture of the right arm with a fragile and porous acoustic result: a ricochet down-stroke,
rising over all four strings with a clear rhythmical form, finely balanced between gravity and touch. The gesture always remains the same; the fingers of the left hand are closer
together and apply less pressure to the strings than-usual. This means that not every note sounds every time. Some are “breathy”; harmonics are sometimes clear, sometimes
less so. The tonal result of the physical movement is unpredictable, and a dialogue arises between player and instrument — as if the player, through his movement, is asking

the cello a question, which is answered by the tonal reaction of the instrument. He takes a risk, in that he must partially relinquish control over sound and instrument. While

doing so he is observed from behind and to one side by a male or female speaker, who after a while asks the following questions;:

Wer weil}, sind sie vielleicht um den Verstand gebracht, mein Herr? Um die Phantasie? Auch ums Herz? Um alles? Um die Schonheit? Um alles? - Erinnern Sie sich.” (Text:
Ruth Wiesenfeld) Translation: Who knows, dear sir, perhaps you have been deprived.of your senses? Of your fantasy? Even of your heart? Of everything? Of beauty?

Of everything? — Remember.

The words as well as the physical-musical gesture serve as material for an improvisation between both performers. A more detailed structure as well as a spatial arrangement
is to be developed during the rehearsal process.

The attached CD contains the recording of a short improvisation by two celli using the gesture described above (CD 1, track 2)
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Hautfelder

for five violas

14



Hautfelder

Instructions / explanations:

The piece is divided into time units (bars without meter), each of them should last roughly 20 seconds. During the course of one time unit, the notated events are to be
repeated until one of the players decides to move on to the next unit. *1 marks which.player has the responsibility to carry out this change. The duration of 20 seconds only
serves as a rough orientation, when exactly the change takes place is left to the performer. After the first player has done the transition, the others follow in the given order. A
lime unit begins with the change carried out by the first player. The entries at the beginning of each of the three sections take place in succession. The decision about the order
should be left to the moment.

*Ending marks which player should give the cue to end each section. Once this player has played his figure for the last time, the others bring their playing to a conclusion or
take whatever they play gradually al niente in Field # 3. .

This structure demands a very poised quality of attention from the players, which corresponds to the effect of the triptych Hautfelder - the paintings by Daniel Wiesenfeld on
which this composition is based. These paintings do not present skin {our largest communication and sense organ), but convey its sensation, render it palpable in its
transparency, vulnerability and malleability. In the performance of the composition the sounds as well as the instrument should be approached in a similarly palpable and
perceptive manner. A strong focus lies on the way the bow touches the strings. For this reason the pressure of the bow is divided into six degrees:

the hair of the bow is almost not touching the strings

minimal pressure necessary to engender a continuous sound
light - medium

medium - heavy

maximal pressure possible, but without noise

O O A WN =

scratch tone

15




The accidentals apply tc one time unit.

Volumes are hardly indicated, they result from the intensities of pressure.

Rhythm and speed are quite free. If, for example, a quintuplet is notated, it should convey the feeling of a quintuplet, the exact tempo however is left to the player.
The voices are rhythmically independent. The fact that triplets, for example are sometimes written vertically underneath each other, does not mean that they have to
be played simultaneously (yet they may be played simultaneously if it happens like that). If more precise rhythmical figures are asked for, stems are notated.

An arrow before an instruction indicates that something has to happen gradually, e.g..—. sul tasto: gradually towards and onto the fingerboard

ric. loco und ric. arco distinguish between two kinds of ricochet. The first, where the bow bounces on the string without being stroked across it (ric. loco) and the
second, where the bow bounces whilst stroking the string (ric. arco). When an unspecified ricochet is indicated, the bow should be dropped onto the skin and.bounce
naturally.

sul pont: on the bridge

at the bridge: close to the bridge

In the course of one time unit the events are to be repeated continuously, unless breaks are notated.

n.v: no vibrato; if the quality of vibrato isn't mentioned in the instructions, its shaping is up to the player

Criteria for the decision-making: the exact sound of both singfe events and the whole piece, depends on the players' sensitivities in several particular ways. What

matters most is the player's physical relationship to the instrument and the quality of the movements. The overall sound should resemble a constantly changing
organic texture with different degrees of pernieability.






[entry is not simultaneous |

Hautfelder

Field # 1.
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Field # 2 5
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tune d-string gradually 1/4 tone lower tune back to ariginal pitch
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pressure: 2 E suj tasto instructions remain the same —% sul pont.
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Vlia. 1

Via. 2

Via. 3
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Hautfelder

for string quartet
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Hautfelder

. Instructions / explanations:

The piece is divided into time units (bars without meter), each of them should last roughly 20 seconds. During the course of one time unit, the notated-events are to be
repeated until cne of the players decides to move on to the next unit. *1 marks which player has the responsibility to carry out this change. The duration of: 20" seconds only
serves as a rough orientation, when exactly the change takes place is left to the performer. After the first player has done the transition, the others follow in-the given order. A
time unit begins with the change carried out by the first player. The entries at the beginning of each of the three sections take place in succession. The decision about the order
should be lefl to the moment.

*Ending marks which player should give the cue to end each section. Once this player has played his figure for the last time, the others bring their pIaying:,to&a-.concIusidn or
take whatever they play gradually al niente in Field # 3.

This structure demands a very poised quality of attention from the players, which corresponds to the effect of the triptych Hautfelder - the paintings by Daniel Wiesenfeld on
which this composition is based. These paintings do not present skin (our largest communication and sense organ), but convey its sensation, render it paipable:in-its
transparency, vulnerability and malleability. In the performance of the composition the sounds as well as the instrument should be approached in a similarly palpable and
perceptive manner. A strong focus lies on the way the bow touches the strings. For this reason the pressure of the bow is divided into six degrees:

the hair of the bow is almost not touching the strings

minimal pressure necessary to engender a continuous sound
light - medium

medium - heavy

maximal pressure possible, but without noise

o s WN -

scratch tone
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The accidentals apply to one time unit.

Volumes are hardly indicated, they result from the intensities of pressure.

Rhythm and speed are quite free. If, for example, a quintuplet is notated, it should convey the feeling of a quintuplet, the exact tempo however is left to the player.
The voices are rhythmically independent. The fact that triplets, for example are sometimes written vertically underneath each other, does not mean that they have to
be played simultaneously {yet they may be played simultaneously if it happens like that). If more precise rhythmical figures are asked for, stems.are notated.

An arrow before an instruction indicates that something has to happen gradually, e.g.: —. sul tasto: gradually towards and onto the fingerboard

ric. loco und ric. arco distinguish between two kinds of ricochet. The first, where the bow bounces on the string without being stroked across it (ric. loco) and the
second, where the bow bounces whilst stroking the string (ric. arco). When an unspecified ricochet is indicated, the bow should be dropped onto the skin and bounce
naturally.

sul pont: on the bridge

at the bridge: close to the bridge

In the course of one time unit the events are to be repeated continuously, unless breaks are notated.

n.v: no vibrato; if the quality of vibrato isn't mentioned in the instructions, its shaping is up to the player

Criteria for the decision-making: the exact sound of both single events and the whole piece, depends on the players’ sensitivities in several particular ways. What
matters most is the physical relationship to the instrument and the quality of the movements. The overall sound should resembte a constantly changing organic texture

with different degrees of permeability.
36




















































































A=
¥ .

trem, (slc@)

mf ﬁ;

69






71




































































































































































































































































































































[ R

manourney

for speaker, flute, small zither-like instrument (both instruments amplified, all performers male) and pre-recorded tape
painting: Daniel Wiesenfeld, painting # 2 from Hautfelder 1 - 3 (j100x 116 cm) each, cil on canvas

text: Paul Auster, from White Spaces

small zither-like instrument










