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bass), tuba, acc., pno., hrp., el.-quit., 2 x perc., 2 x vin., 2 x vla., 2 x vcl., cb.), live-electronics and light.

Written for ASKO and Barbara Liineburg.
Comissioned by the Fonds voor de scheppende Toonkunst.
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1. the sections and how they can be combined

“Just because you're not paranoid doesn’t mean that they’re not after you” consists of 8 different sec-
tions that are named after the various components of a violin:

G-String
D-String
A-String
E-String
Nut
Bridge
Bow
Hardware

These 8 sections can be played in any order as long as the following three rules apply:
- Nut and Bridge may not follow each other directly;

- Bow and Hardware may not follow each other directly;

- not more than 2 “String” sections may follow each other directly.

The order in which the sections are going to be performed has to be determined by the conductor.
Although all possible combinations are equally acceptable, the conductor should be aware of the musical
implications of a certain combination. The chosen combination should therefore be a conscious aesthetic
decision. In order for the musicians to be able to practice the parts and their transitions in the right
order, the conductor has to inform them ahead of time about the sequence of sections that he/she
decided on.

All sections should follow each other seamlessly. The sections are not at all to be conceived as move-
ments, but as the individual components of a piece. Therefore much care should be given to obtain
smooth transitions when moving from one section to another.

1.1 the “string” sections and the choices of the solo violinist

There are four scores of “string” sections for the orchestra and four parts of “string” sections for the solo
violin. In both cases the names are G-String, D-String, A-String and E-String. Each “String”-section lasts
appriximately one minute.

All four string sections consist of 25 mesures. In the various orchestra-"string”-section these 25 measures
are composed in different meters and tempos. The violin-"string”-section are all written in space nota-
tion. This makes it possible to combine any violin-"string”-section with any orchestra-"string”-section.
The only restriction is that the violinist may not assign a violin-"string”-section to an orchestra-"string”-
section with the same name. The violinist may for example play G-, D- or A-String with the orchestra
playing E-String. It would not be allowed though that the violinist also plays E-String in this case.

The violinist decides which violin-"string”-section is assigned to which orchestra-"string”-section. These
decisions have various musical implications:

- the violin-"string”-sections are written in space notation in relation to the barlines of the 25
measures. If for example a violin-"string”-section is assigned to an orchestra-"string”-section that is
written in a 2/4 meter, the measures will “pass by” much quicker than if the orchestra-"string”-section
was written in a 9/8 meter. Accordingly the violinist would have to play much faster in the first instance.

- the violin-"string”-sections do not contain any information about dynamics. The dynamics for the
violin part and also some indications on playing techniques can be found in the scores of the orchestra-
“string”-sections, since they are dependant on what the orchestra is playing.

The decision of the violinist, which violin-"string”-section to assign with which orchestra-"string”-section
will therefore have a strong influence on the solo part, concerning the tempo, the playing technique and
the dynamic in which a single part will be played. Although all possible combinations are equally accept-
able, the violinist should be aware of the aesthetic consequences of a certain choice.

The part material of the solo-violinist therefore also includes small editions of all orchestra scores.



1.1.1  the Oboe, electric-Guitar and Accordeon group, the tail-end

By the end of each orchestra-"string”-section the oboe, the electric-quitar and the accordeon together
start a virtuosic solo part. The oboe and accordeon parts continue in space notation beyond the 25
measures, thus the actual length of the section. This tail-end overlaps into whatever section follows and
thereby smoothens the “seam” between the two sections.

The interpretations of the durations and dynamics in this tail-end are open to the musicians but should
take much care to the musical situation in the new section and adjust to it. If for example the new
section is very soft, the oboist and accordeonist should adjust their dynamics so that they do not entirely
mask the playing of the other musicians. Or — if appropriate — they can decide to emphasize the solo
role and push themselves even more into the foreground. In such a situation the tail-end should be
played fast and concise, in order to not disturb the overall balance of the section.

These decisions should be made by the oboist and accordeonist in agreement with the conductor. Again,
all of them should be aware of the musical implications of the choice they make.

The part material of the oboist and the accordeonist therefore also include small editions of the com-
plete orchestra scores.

1.2 Bow and Hardware

Bow and Hardware are the most elaborate sections, lasting about 3 and a half, respectively 2 and a half
minutes. Bow is mainly written senza tempo. The coordination between the instruments depends to a
large extend on the playing of the solo-violinist. The conductor should help to communicate the cues in
the solo violin part to the orchestra.

Hardware is a purely orchestral section. The solo-violin does not participate in it.

1.3 Nut and Bridge

Nut and Bridge are short “interlude”-like sections, each one lasting roughly 40 seconds. Both, the orches-
tra and the soloist are playing together in meter. These are the only sections where the violin part is not
written in space notation.

2. the varied repetitions and the “measure-bracket” principle
2.1 the varied repetitions

A dominating part of the orchestra sections in this piece consists of repeated measures. This part of the
legend explains various principles, how the repetitions can be varied by the individual musicians and how
the overall texture gains flexibility by means of using the so-called *measure-bracket” principle.

In general, if a repeated measure occours in this piece which does not say how often it is supposed to be
played, it means that is has to be repeated over and over again until:

- an explicit indication comes which says that the repetition has to stop;

- the repeated measure is replaced by another repeated measure;

- the section ends.

2.1.1  the terms “cycle” and “pattern”

When the term “patterns” is used in the score, it always refers to any musical content between (pri-
mary)-repeat signs. A “cycle” is every time when a pattern is played. The first time when a pattern is
played it is the first cycle. The first repetition of it is the second cycle etc..

When there is a determined number of repetitions indicated at the closing repeat sign it referes to how
many cycles there are supposed to be played. If it says “2x” it means that two cycles are to be played,
which is one repetition of the pattern.



Ongoing repetitions are graphically displayed in the score as wavy lines! If a determined number of
repetitions occours a bent arrow points to the measure where the music concludes after the indicated
amount of cycles!

See page " of the orchestral score of G#String as an example!

"I' " the Omeasure#bracketO principle

The Omeasure#bracketO principle is derived from John CageOs time#tbracket principle!

At the beginning of a pattern there is often a range indicated between two numbers$ like for example
12<->15! These numbers are referring to measure numbers$ thus in this case the time#span between the
%"th and the %&th measure of a specific section! It means that a pattern can be started in any measure
within this span! Once it was started it has to be repeated!

Often a pattern is replaced by another pattern with a measure#bracket! The range between the measure
brackets shows in which time#span the musician has to switch from one pattern to the next!

If for example the next pattern came with the indication 18<->24$ the musician could choose to hang on
with the first pattern all until m!" and change to the new pattern in the last possible moment$ namely
m!"(! Equally possible it would be to switch to the new pattern already in m!%) or in any measure be#
tween %) and "(!

The musician should listen to the overall texture of the orchestra and decide whether it would be more
interesting to make a change earlier or later within a bracket!

The spans of measure#tbrackets are often rather short$ comprising merely ' or ( measures! At other times
N especially in Hardware N the spans can comprise "* measures and more!

Sometimes there are also numbers followed by a colon in front of a measure$ like21:! In this example
this would indicate that precisely in m!"% the designated measure has to be played! This way of notation
is used to coordinate through#composed elements within the otherwise floating textures that are using
measure#brackets! Also see the page " oD#String as an example!

"1"1% the visible counting of the conductor

In order for the musicians to be able to navigate accurately within a measure#bracket$ they need to know
precisely in which measure of a section they are at a specific moment! Since it is very easy to loose track
of the number of repetition that one has been playing$ the conductor needs to give signs to the orchestra
which gives them orientation!

This is necessary in all orchestra#OstringO#sections$ except for E#String$ which does not make use of
Omeasure#bracketsO! The following counting with the left hand is suggested! Of course$ the conductor
can also use another counting#principle if it is equally clear for the musicians!

The OstringO#sections consist of "& measures$ which is a very overseeable number!

It is suggested to count twice to %* and once to &$ instead of using special signs which distinguish % from
%% and from "%!

Left hand seen from the musicianOs perspective counting from % to "&:

teee

% n ] ( &
%% %" %' %( %& %+ %, %- %) "*
Il% [[11] wm ll( Il&

Here the hand is opening from left to right during the number %#& and closing again during the numbers +#%*!

In Hardware the spans of the measure#tbrackets are much larger! The highest possible number to be
counted is ,*! Since Hardware is based on a %/( beat$ the counting and the navigation of the musicians
does not need to be as accurate as in the OstingO#sections! Therefore visible counting in steps of & is
precise enough! Counting from & to ,* in steps of &:

& %* %8 m "8, - & (* & &
&& + +& >



2.3 primary and secondary repeat-signs

In some places of the piece — primarily in Hardware — repeat signs are nested in other repeat-brackets.
Therefore there are two types of repeat-signs, so called primary and secondary repeat signs.

The secondary repeat signs are part of a larger pattern and are smaller than the primary repeat sign:
Primary repeat signs secondary repeat signs

example#1:
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This example is illustrating a number of other notational conveniences that will be explained in the following.

2.4 flexible pitches

In the example above there are four notes that are not connected to their stem. This way of notating is
used to express, that the player has to choose one of the given pitches. When the pattern is repeated,
anotherone of the given pitches can be chosen. By this means, variation within a repetition is obtained
on the pitch level.

If a stem without noteheads occours, the previously chosen note has to be repeated. It is therefore only
possible to choose a new note if the possible pitches are actually displayed. In the example above, the
note chosen in the first measure has to be repeated during the first three measures (disregarding the
possible repetitions). In the fourth measure, though, another one of the four pitches could be chosen,
since the four notes are written out again.

In the following example, a new pitch could be chosen on every rhythmical value, since the possible
pitches are written out every time:

example#2:
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2.5 musical events in single and double brackets

In both examples above, some musical events are displayed in brackets. A bracket means that the musical
event that is wrapped in them only occasionally has to be played. In the rest of the time it can be ignored
(propability should be approximately 50%). In the second example above, the very first and the very last
note is notated in brackets. This means that these notes only in about every other cycle have to be
played.

In the first example above two entire measure are put in brackets. This means that these measures can
be ignored every other time. In that case the musician would play the first three and then immediately
the sixth measure.

Somtimes events are put in double-brackets (not displayed here). This means that the musical event has
to be performed even more rarely (with a probability of approximately 25%).

3. the function of amplification and live electronics for balancing/disbalancing the acoustic sounds

The entire orchestra is amplified. A five speaker system is used in this piece, two speakers in the front,
two in the back and one above the audience. The basic amplification should be held at a minimum
volume and be only at the front two speakers. Ideally the amplification should be that subtle, that the
listener is not aware of it.

Since the violin is playing with a damper throughout the piece and barely making use of the (acoustically
most powerful) E-string, it will have to be amplified more than the orchestra in order to bring it into
balance with it.



Throughout the performance of the piece, there are going to be processings of certain sounds, spacial
movements and sudden increased amplifications of certain groups. The balance between groups of the
orchestra is partly going to be altered drastically throughout the performance.

All this is going to be controlled by a algorithmic program that is driven by a sound-engineer. The in-
structions for this are going to be in a special part for the sound-engineer.

The electronics do not have any effect on the playing of the musicians. Therefore none of it can be found
in the scores and parts.

Seperate microphoning for all instruments is preferred. Cross-talk between the microphones should be
minimized. If possible, all string instruments should use small condenser microphones that are attached
to the instrument, like DPA4061s or 4060s, rather than microphones that are on stands above the
instruments.

4. unconventional notations for the individual instruments

4.1 solo violin

Please see 1.1 for the arrangement of the “string”-sections.

Except for the sections Nut and Bridge all violin parts are written in space notation.

4.1.1 subtones

So called subtones are playing an improtant role in the sections Bow and Nut. With this technique
pitches can be produce that are up to a minor seventh lower than the open G-string.

Subtones are produced by applying a subtly controlled increased bow-pressure on specific points on the
string (most of the time rather sul tasto).

Detailed information on this technique can be found on Mari Kimura’s webpage http://homepages.nyu.edu/~mk4.
In this piece subtones are notated with a bass clef and have square-shaped noteheads.

4.1.2 pizzicato behind the bridge

x-shaped noteheads are played behind the bridge (only as pizzicati in this piece). They are notated on the
pitch of the open string that is supposed to be played behind the bridge, thus G3, D4, A4 and Es.

4.1.3 irregular tremolo

The sign 2 designates irregular bow tremolos.

4.2 wind instruments
4.2.1 wind sounds

the following signs are indicating exhaling and inhaling through the instrument. With the double-reed
instruments only the latter is used.

example#3:exhaling example#4: inhaling
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4.2.2 multiphonics for the oboe

The oboe part uses various multiphonics. In the score they are displayed in a simplified manner. Numbers
behind each multiphonic are referring to the list of multiphonics that is included in the book “The Tech-
nique of Oboe Playing” by Peter Veale and Claus-Steffen Mahnkopf. The precise technique, how they
have to be realized can be looked up there.



4.2.3 slaptongues
Slaptongues are notated as crossed noteheads as displayed in example#3.
4.2.4 subpedaltones for trb. and tb.

At several points in the piece the trombonist and the tubaist are asked to produce sub-pedal tones of any
pitch. The technique to produce these pitches is described in the book “The Modern Trombone” by
Steward Dempster as follows:

“Make this sound by putting the mouthpiece all the way into the mouth (behind the teeth) with the
tongue flapping in the mouthpiece (similar to a fluttertongue without pitch). Pitch can change with this
flap by moving the slide [resp. changing the valves with the tuba (M.C.)]. What actually changes is the
“rate of tongue flaps”, which slows down as the tube length is increased.”

If this technique does not work well on the tuba, regular pedaltones can be played instead, preferably
played with a noisy quality.

4.2.5 the use of the harmon mute with trp. and trb.

Trumpet and trombone are using harmon mutes. The stick should thereby be removed. If there are no
indications about opening and closing the mute, they should always be closed by the hand.

The following signs are used otherwise for opening and closing the mute with the hand:

0 = open

+ = closed

Often it is left to the performer how to open and close the mute in detail during a section. In this case
the following notation is used:

0 <-> + ad lib (saying: move between o and + according to your choice)

4.3 accordion
Pitch bendings with the accordeon are realized by releasing a key only partially.
Air sounds are produced by pressing the air-button and moving the bellow.

When the air button is used it is notated on a seperate middle line:
example#s:

e
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An x-shaped notehead on the “air-line” designates a bellow slam, which is produced by quickly closing
the bellow with a percussive sound.

4.4  piano

Notes with a + on top have to be plucked. In general it is left to the players estimation whether a plec-
trum should be used for this or not.

Diamond shaped notes are to be pressed silently on the keyboard.
@®: designates that a plectrum has to be used.

0 designates that a ringing sound should be dampened (in context with plucked notes).

4.5  harp

The sign of a Bartok-pizz is used to designate when a string is played a /a table while letting the finger
snap onto the resonance board after it plucked the string, creating a percussive sound.



4.6 electric-quitar

The amplifier of the electric quitar should be next to the player. All indicated dynamics are taking the
volume of a piano as a reference, the amplification should be adjusted accordingly.
Everything should be played with a clean sound.

4.7  percussion

The following percussion instruments are used:

Glockenspiel (with pedal)

Tubular Bells

Marimba

2 Timpanis (Bass-Timpani (E2-G#2) and Large-Timpani (F2-C#3))

Dampened Gong (G3) (lying on a cloth or similar)

Flat Tamtam

China Cymbal

4 Tomtoms (tuned that when playing them with SuperBalls either the approximate pitches of the open

strings of a violin (G3, D4, A4, Es) or a viola (C3, G3, D4, A4) are resulting)

The timpani should always be played with wooden or hard mallets. The choice of all other mallets is left
to the players while giving a preference to harder sorts of mallets.

4.8  the string-section
4.8.1 bowing behind the left-hand and the nut (violins and violas only)

The following key is used to designate that the strings have to be bowed behind the left hand:
example#6:

Thereby the left hand is dampening the strings.

The notated pitches are referring to the open strings of the instrument and are thereby indicating which string
has to be played, not the pitch that results from this action. Because of the dampening, the resulting pitches are
random. By trying different graduations of dampening, a diversity of colors should tried to be obtained.

If, in combination with this key, a pitch is notated above the stave without a ledger-line it designates
that a string (if possible the highest) should be bowed behind the nut.

4.8.2 notations of different sorts of string-dampening

Diamond shaped noteheads ¢ are designating that the left hand has to use lighter pressure on a single
point of a string, like when producing a harmonic.

Crossed noteheads o are designating that the left hand is dampening the strings with light pressure.
The pressure should be the same like when using the flageolett technique. Here, though, all 4 fingers
should be used to dampen the strings, not only one like when playing a harmonic.

Crossed square-shaped noteheads W are designating that the left hand is dampening with more intense
pressure on the strings, almost like when playing ordinario. gain all 4 fingers should be used. The damp-
ening should produce a diffuse sound with pitches occouring occasionally.

4.8.3 the snapping from the fingerboard onto the top of the instrument (violins and violas only)

A loud percussive sound has to be produced by snapping with the finger from the fingerboard onto the
top of the instrument. The next photos are showing how to realize this technique:




The sign® designates this sound in the score! See the following two examples how this techniqu is used
in the piece:

example"# example"$
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In the former example only the percussive sound is performed% at the end of the arco sound!
In the latter example (taken from a violin part) the open E&string is plucked by the left hand finger as it
shapps onto the top of the instrument!

"I$!' hitting the strings with the palm (violins and violas only)

In D&String andHardware the open strings of the instruments have to be gently hit alternatingly by the
left& and right&hand palm! Thereby the strings should not touch the fingerboard!
example"(:

hit all 4 strings alternatingly w/ left and right pal

b B

s

See the following photos to get a better idea how to realize this:

AN

(Y

Always pull back the hand immediately after it touched the strings% so that the open strings can ring freely!
"1$!) increased bowpressure

the sign 'indicates increased bow pressure! Thereby the original pitch should still evolve% although in
high registers it may have a destabilising effect on the intonation!

"1$!* irregular tremolo

The sign 2 designates irregular bow tremolos!

"1$!1# bowing on the string&holder (double&bass only)

In Bow the double&bassist has to bow the string holder of the instrument! The following clef is used to
notate that:
example "+,

1

When applying normal bow&pressure only a noisy sound should result! When applying stronger bow&
pressure a pitch should result!
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overlaps into next section
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DPOE
overlaps into next section

o
703

703

tremolo gradually becomes slower and slower

of

Lo

via sordino
via sordino
via sordino

% 0

take out
harmon
take out
harmon
i
T
il

oo

Ce
2
-

o
D)
o
13
v
 (anY
D)
7]
y 4
s
L\b ]
D)
oy =
)

D)
D)
- o
S Ta-
D)
y..
1S

FI
Ob.

Trb.
Guit.
Perc.|
Db.

Hrn.
Acc.
Pno.
perc.ll
Solo-VIn.



BOW senzatempo

In Bow all musicians are cued by the solo-violinist, except for rehearsal-letter F.
) The conductor helps to communicate the cues given by the violinist to the orchestra.

Flute @
© start and end very sharply with Vin.solo
if necessary, breathe quickly and unconspicuously at any time
unison valve-trill
r I
Oboe @O) froe I
o fftenuto
Clarinet &
D)
Bassoon D H
start and end very sharply with Vin.solo
if necessary, breathe quickly and unconspicuously at any time
unison valve-trill
1r-
+
Horn & e 7
i i
o fftenuto
start and end very sharply with Vin.solo
if necessary, breathe quickly and unconspicuously at any time
harmon mute (closed)
unison valve-trill
r I
Trumpet & ‘H‘ ‘H‘
o stop repeating and pause
(but don't interrupt if you are fftenuto
Trb.+Tb.: Pedal and sub-pedaltones ad lib. interact with still playing) after the violin
each other by "bouncing" the notes back and forth. 510" started\ the first phrase
Trombone | 192 _fi etc. ol
V— 7
f
510"
Tuba | 1% B etc. Ll g
V——  V——— v— e
f
615"
N
senza tempo
Accordion s
€):
The grace notes of Pno., Hrp., Guit and Perc.|+Il neither need to be
accurate nor synchronous in their iming. Each player should
individually anticipate when the target note of his/her grace-note is b
going to be played by the solo-violinist ,E
é% 5
piano {| * f
).
)/ %
\ @ ;
Harp 4| * f
2 ‘):
cvitor | ; !
© i H
¥ f
interrupt your pattern
510" and pause after the violin
- with superballsy %] 5 tarted the first phrase
( il ]
percussion I! 11 [ I : : Gong (dampened)
N - e— >
[ s B ¥
mp
f
long fermata. 30"-60" long.
Choose for a longer time if Ob. and Acc. are overlapping from
the previous section (thus if the previous section is a "String"
section) and a shorter time when no instruments are overlapping.
sempre con sord. Y 1(’)"_-2|0“
Solo"Violin & Rl D i #m. H “
i i
s f
senza tempo i
Vin.+Vla.: Very slowly and calmly bow alternatingly on the bridge (upbow @ String-group: after
parallel to the strings, producing no pitch, only noise) and on the chin rest solo-VIn. finished the
(downbow), creating a sort of very slow "breathing". phrase, finish your
, il ~ current cycle (do not
N - I} interrupt it) and proceed.
\ >
Violin
m
ey <~ I
i v
m
-
4 pri—
x >
Viola
Z =
i m
N o
A -
Vel.: very slowly bow on the bridge (producing no pitch)
S il
Violoncello
| D
bow on string holder (producing no pitch))
)
Double"Bass 1 - rm

Copyright © #$$%by MuziekGroep Nederland8Amsterdam



AN, e SN — ~r

Fl. C(\Q) etc:
* start and end very sharply with VIn.solo play whistle tones ad lib., sparse, subtle and with pauses
if necessary, breathe quickly and u‘nconsplcuously at any time
1r-
i il
oy o }
hd fftenuto
cl. C(\Q)
o
Bsn. | |
start and end very sharply with Vin.solo .
if necessary, breathe quickly and unconspicuously at any time
unison valve-trill
1r-
¥
et = ;
I i
o ff tenuto
start and end very sharply with Vin.solo .
if necessary, breathe quickly and unconspicuously at any time
harmon muite (closed)
unison valve-trill
. é
o fftenuto
Trb.+Th.: Pedal and sub-pedaltones ad lib. interact with
each other by "bouncing” the notes back and forth.
Start and end sharply with Vin.solo.
b | [ otc-
V- v
f
To. | 1 etc
% — v—
f
A | ¥
©):
Ji . % £
\ @ ¥ i 2
Pno. e f f f
2 DS
Vi >
G T
o
Hrp .
9: =:
9 0 o n
Guit. I oy it
© i H
v f
. Frmpad
Perc.l C(\Q) £y ¥
# e
© f f Gong (dampenéd) ¥ -
[Marimbla » mp—f—
Perc.Il C(\Q) i =
o f f
|
1]}
- 2
Solo-Vin. (% f T %
i “
o f2 E:
VIn., Vla., Vcl.: bow the bridge on its side, irregular tremolo
parallel to the strings with increased
bow-pressure, so that a pitch (or
changing pitches) is/are produced.
’? come prima =
v = = 3\
4 <= <
‘H:H b v
Vin. I come prima
\ 2l Il
e _nm -
T v v
r1 come prima
} oy o
v m m
4 pri— pri—
‘%H* v v
Vla. IRy come prima
¥ [y o
v [ul v ™
4 <~ -4 <~
% v '\H% v
T Vcl.: very slowly bow on the bridge (producing no pitch)
S H’H v M 5 H% M
vel. ’?
2 ‘%H* Y il . H:ﬁ il
i -
bow strina-holder with increased
bow-pressure so that a pitch is produced
Il bow on string holder (producing ng|pitch)
! M come prima [y
Db. 1 5 Ho 5
~ 7




0
Fl. | s
D)
start and end very sharply with Vin.solo
breathe quickly and unconspicuously at any time
1r-
ob. é ;
i
< fftenuto
cl. C(\Q)
o
Bsn. | |
start and end very sharply with Vin.solo
breathe quickly and unconspicuously at any time
unison valve-trill
1r-
¥
Hrn é o
I
® fftenuto
start and end very sharply with Vin.solo
breathe quickly and unconspicuously at any time
harmon mute (closed)
unison valve-trill
i
Trp. C(\Q) e
< ffrenuto
b | [
b | [
Acc.
v
,Q start and end very sharply with VIn.solo
%) glide over tuning pins with plectrums or other pieces of plasfic. In order fo create
Pno. @ acontinuous sound, use one piece in each hand and use them alternatingly.
DX
ff
S S
) 3 : i £
o 2 ¥ 2 i’
Hrp. <] * f
DX
ait. |4 ;
© i
¥
P PG ~ , [TobBels o
> %) s s
perc.| @) ¥ ¥ 75 e
o T 5] i =
a
. z .
percil | L9: E z 2t
Tz £ 1 =
ff T 21 #
be pizz. 11T ar[(,}o
pe + v 5 it
e = — = . v —> ord. bowpress. S 4 ‘L; 0
9 " ot ) et L) -
Solo-VIn. ® H £~ ﬂ I 7
o f Z D] 3 =
9
Vin
9
12
|19
Via
12
1o
S DB
Vel
2 €):
ob. |1
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Fl.

Ob.

cl.

Trp.

Trb.

Tb.

Hrp.

—~——

Guit.

Perc.|

Perc.Il

Solo-VIn.

Vin.

Db.

Choose another one of the pitches with every repetition.
3"-8" Always hold the note with unstable intonation. Connect
[ the different pitches with a glissando.

@ o0
=
N —
i
s
L)
7 i
L) H Cl., Trp., Acc. synchronously
) cued by Trp.
=+ 80
take off FRouthBrece [5-15 %] 'l =

V) 8 | g

{
9

w2

N

via

sord.
[

1«

N>

p!
e

(o]

H
®
=3

I
5

~

g e N

N>

p!
e

¢
k|

B

)

):

EJ6h 5

N>

p!
e

4 Tomtoms

start and end very sharply with

In.solo

n
I Z
l %
€]
f e —
L
2
6 i
D)
v Vin., Vla,, Vcl.: bow the bridge on its side, parallel Vin4Vi
String-group: after to the strings with increased bow-pressure, so or:\‘i;\ n !ahe very last oycle
sg\o- Ini iim}s‘hed the  thata pitch (or changing pitches) isfare produced. move between the 4 strings ad lib. R
phrase, finish your P ~ v V
current cycle (do not ; ™ il il
,Q interrupt it) and proceed.. ‘H:ﬁ vV M S—
© ‘ == =
o fy‘ E
move between the 4 strings ad lib.
) VAN mill
9 o 5t = g
© - ==
o = =
move between the 4 strings ad lib.
Il ~ v my
i o g 0
2 i< ol -
119 f -
f= E
move between the 4 strings ad lib.
N [}
- finlg
15 - = - P
1o % = : ‘
f? - A
9 ol ~ ~
DH s 1
bow string-holder with increased
bow-pressure so that a pitch is produced
i
' M M ) )



IQ All woodwinds: breathe at any time, but not while you're glissing from one note to another.

P

Fl.
© 3.8
© Oumanfecred!fepildsmb
ey repdiion Avayshadtrende P €
withusiebleintonetion Cornectthe t)
9 difretpicresvihagissat. 4 ~
Ob. 1
o < 7 .
p Chooseanather onedfthe pitcheswith
evayrepetiion Aveyshddtrencte  3'-8"
with urstebleirtoretion. Comedt the
a )/ |~ differert pceswihagissanco. >
Crooseanttherane d thepitches vih p
everyrepetiion Avays had thenate:
wihusiebleirtoneiion Comectte
o dfeert picresvihagisardn (-
Bsn =
Hrn é
L)) CL+Trp.:
after VIn.solo started to play the indicated
subtones, make a short last cycle and pause
Trp. @Q) JT o)
o
b | [
b | [
continue your pattern also after Trp.+Cl. dropped out.
,Q Decide yourself upon the length of the pause. ~
© After Vin.sand Vias ertered
A i vith the incicated sound,firish
your last cyde and pause.
) )
G
Pno. e
DX
?
Hrp.
DX
auit |
®
4
perc.| @Q)
o
n ||
perc.Ilf 1t o
[} [} m
[ /_\ v
= o] o !
= v 1 o- L4
— ———y — o
Solo-Vin. &S ! F: y .o ‘H‘
D) D)
. 4
String-group: after 4
solo-VIn. finished the AN
phrase, finish your
current cycle (donot 2 —
< interrupt it) and procped-
[l
f
Vin. 7
g
<
[l ;
an
g
<
[l ;
Vlia AN
1
[l
f
©): )
Vel
Z ©): )
ob. |1 ~
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Fl.

Ob.

Cl.

Trp.

Trb.

Th.

Hrp.

Guit.

Percl+||[

Solo-Vin.

Db.

9
8

Fl., Ob., Cl., Bsn:
be prepared to interrupt your pattern and react immediately
when the Vin.solo is "triggering" the following woodwind chords.

©):
Brass-group:
interpret fermata differently in
I every cycle. Trb. cues.
slaptongues —3—
%) - E\ - T
O ¥ oy ¥ o ¥ o To¥ o F
N N It i It f
I
& T =
o — 3
< ¥
¥

e
2

with superballs
start sharply with Vin.solo

end sharply with Vin.solo's pizz.

[==1

f it
)y #e 1 arco
—> ord. bowpress. pizz o IV—
/\J‘ 55

Bo

i@J: + 80

v
bowstops on string

bl

- - g}me prima - g}me prima <ord
= = =ord. = = = = = = |z = _—
pizz.+ B’Esempre E % » %‘\ . B’E % tz& 14 t)L - t)t . E E
Al = — p = = — = = i e p ut on mute
¥ 2 S 2 ! ! ‘ -
SV iV <y 7 1 ¥y o /i, e Vo o v o evl o 1o 7 i — i i V ¥ -
i% i%
[R— i — - = =3 - 3 (= [ | fo—— ey w——1 fp —
3 3 3 3 3
bowstops on strmg; fcome o
pizz+Bsempre = = ord. omeprima = = = =
Fa— e . ¢ \ . z e e fe 2
"*‘l E £ i — £ ?( — E — i g ?( put on hotel-mute
P — - 17 — f 17 f
e AT Ty — 1 ¥y o /i, e V= o v o evl o o < ¥ -
=i i% i%
[R— — [ = =3 = == o = fo—— f—h
3 3 3 3
bowstops on strmg; come prima _ _ come prima
pizz+Bsempre = = = - = = - = = =
0 ts r e . = . e F . e £ E E putonmute
P=S.ili} { 1/ = = N = 1/ = = = = = = T T T 15
i A e S— 4 1 O 3 == | — T o g o v T v — i i V == -
it t t
[ — = = == [ P = i | [ [ ==y —————1V
3 3 3 3 3 -
bowstops on strmg; |
come prima come prima ord.
..pizz. +; sempre _ &% Zﬁrs( #% - #% % = = ;ﬂ\\’\ #% > <ord | \x
i 5 |t Felx e 2 |t 2 s | g STyt p | £ FIE ] X o
E— - 17 — " v i i i i i i i ! "
A e e 4 i — iy Ve . —— D e 1 o t % t % = o
THT i i i i i i
\—Lf;,% [ = 3 YV == == [ A—au o _5_4 — fp ———V
sul pont. ;\\
move between the 4 strings ad lib. i\ §.\ put on mute
<) =¥ -
Z =
ﬁ/\ —
sulpont.| < N £ N o N ™
move between the 4 strings ad lib. 5\ N Q\ N P N put on hotel-mute
s O S T— 2 = =¥ -
Z o4 — Z — z 4 —
ff —_ ff w ff .
wipont, ST T —
move between the 4 strings ad lib. = N - N E- N
s f f f S r— f — f T 3 o
T T T T — T — |
i i i —— T _—— i ]
Z —e T—e Z e
f v ff ff v




Fl.

Ob.

cl.

Trp.
Trb.

Tb.

Guit.

Perc.|

Perc.Il

Solo-VIn.

B

Db.

N

senza tempo
ba > [t sim.
AN Y 5
(:? mf
v :
> Im.
9 s s g s &
9 mf
9 S S s S
} o — ba =
© = ==~
mf
z P L b
DA = I S—— S e
~ iu =~ iu =~ =~
mf
Hm., Trp., Trb., Tb.
after String section entered, finish your
current cycle and pause.
©):
?
DB
©):.
senza tempo
?
©):
?
©): —
(:? mf
€): p———
®
4
? "=
[Var]
n Q::é:
u -—
mf
8ua
i ing" i
pizz Vin.solo is "triggering” the chords . - t";
= H]] arco’ v v \‘p\ _ A E E
9 r 3 o iy t
3 s T i v I
© = T 7 T s
D) R N}
(d=+70)
senza tempo @ G0l legno batt, sempreascire virare
[
AQ (mute) >
<
?

(hotel-mute) I

Bo

<
H ff
col legno batt. sempre lasciare vibrare
_— B
(mute) 1 ¥ ' =
Y Ry IEEREAEE T
© 15 3 i } H—H
o . mf

col legno batt. sempre lasciare vibrare
P I LN

p (hotel-mute) 1} 1} il 1} 3
6 BB—2 ===
N
o t
col legno batt. sempre lasciare vibrare
[ [
we || TR PP
o: N & e B B e B s
d 2 —1 i i I i =
H mf
(hotel-mute) col legno batt. sempre lasciare vibrare
o: B — —
d 2 — I I I I -
~ ﬁ 7
DX
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Fl.

Ob.

cl.

Trp.

Trb.

Tb.

Guit.

Perc.|

Perc.Il

Solo-VIn.

Db.

Q.
e S

TS

MYLILL

(:? mf
; Sim. » -
3 v
9 AN A E e
o) ¥ — 7 ¥
o mf
v
sim. .
Ji . U % n
i is i i i i
© Fa=— T
i L4
D
’ mf
57/77. '\ '\
. i M
> L7 e s ‘
4 4 4 4
mf
©):
?
DX
©):
?
©):
The grace notes of Pno., Hrp., Guit and Perc. |+l neither need to be
accurate nor synchronous in their iming. Each player should .
individually anticipate when the target note of his/her grace-note is s
going to be played by the solo-violinist C
p +sempre r
o
© = * W
o = — —
mf hy
oY #
fo— to— | £ £
Vi = 5 2
(:? mf
DX
i
2 = T 0w
®
¥
M d
Vi =
(:? mf
ber], .
©): ¥ Z S¥
I I~ >
fJ:é@ — fe == 7 €
v v
Vin.solo is "triggering” the chords )i %I\I]
M m + arco pizz. arco
VoI moov £ pizz. arco
+ pizz., — — t)g = T T
5 et by . : il X !
& == fe fe ! =
L) ;j

inish your current cycle, take off the mutes and pause

Bo

inish your current cycle, take off the mutes and pause

Bo

v’

19 finish your current cycle, take off the mutes and pause
L3
19 finish your current cycle, take off the mutes and pause
1o
€): inish your current cycle, take off the mutes and pause
) finish your current cycle, take off the mutes and pause

arco on stringholder with increased

bow-pressure so that a pitch is produced.

i Y Bow-changes ad lib.
3 .50l

9 end sharply with Vin.solo




mpose Every for anentire
breath when playing fortissimo. Every phrase should contain between 1 and 9 notes.
Embelish the melody with grace notes ad lb.

1 Hardware

q= +70 . N\ When the Ob. enters with the high g-flat, it is the cue for you to
Flute ,Q o) 7 start the next pattern after it, synchronously with the Ob. and Cl.
1@ 1<->9 8!
o
Cl, Bsn., Hm,, Trp,, Trb: Start after the percussion group played the
fif-chord repetifon for the second tme. Each wind player coordinates
Oboe himherself independantly from the rest of the group. Make sure that you do
5] not reenter while Ih;o pe?usﬁ\on g:‘oup' I\es ;élzwng one of the fif burﬁs' (d\ogd
repetifon or percalone). Use the flexible quarterrest to wait for the When the Ob. enters with the high -1l P
igh g-flat, it is the cue for you to
approprite entrance. Alvays stay in meter. Etart the next pattern after it, synchronously with the Fl. and Ob.
‘o
Clarinet é
o
Bassoon | [ ) 5
Horn é Ty
b
) ey Reeh bR B B
6
Trumpet @Q) v — — — | 10 i
i v i i
o I .-
6 3
—fff
| [254 ~
Trombone | () PR A B
1 i v i i

o < rim i o o —f 8
»
#
Compose melodies with the given pitch material. Every phrase should last for an entire breath EEEBE E# EE%EE EE%EE EH
the E

when playing very ofdferent gee 505 <fﬁ3
mhsuss sispipyaittidtwes teblibpeat signs. FEBERgh the melody with grace notes ad ib. p
~
Tuba | )% 74771 n—
3=
7
1 p <>mf
Accordion
Piano
0 s Y
. @
g . }‘ree\y choose'fr?npthz /—‘mteirrrutpt when Plerc.\l
following series of chords starts new cycl betbe fole £ £ 2 2
Vi — - — :
© F—=H—=H =—Fi : :
ot = S
Harp 4| @ # it H | b b
~ e

one or two né)les

Guitar

\

Percussion | }
N
Percussion I
7
Solo-Violin
string section: vin.| determines the length of the rest and cues the entire group
enter after the second time that the
percussion-group played the fff-chord repetition.
Never re-enter while the percussion group is playing the fff bursts (chords or perc. alone). Use the flexible quarter-rest to wait for the appropriate entrance.
e s ———=
© e EEEEIEER P e
D) =
3 6 6 6 6 6
Violin fff p
-
S ‘
ol =T R R v R = DR R —¥
© t =/ o a L A L v it L v t
B = === R = ===l
3 6 6 6 6 6
fif p
RS
12 E———— o ——— o = i | o 2
15 o t =/ et et /et et /it !
3 6 6 6 6 6
Viola fff P — p
.
12 —§ % e s e e S | o
1o L " e e e e 7 o e 4 e e e 11
=
3 6 6 6 6 6
fif p
joo ‘
©): < = % e s e e S | o
L ——" 1+ S 1 S S t
=
Violoncello 3 6 6 6 6 6
p
DS v by Ly oy oy |y ouy sy |y vyl ry |t
T i i — 77 i 7 i
3 6 6 6 6 6
fif p
3 [ 6 [ [ [
foe ‘
Double-Bass || s e =
—— < —— < —— S o =
~ -
fif p
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Fl.

Ob.

Cl.

Trp.

Trb.

Th.

Guit.

Percl

Percll

Vin.

Via.

Vel.

Db.

legato_,
(

Fl., Ob., Cl.: compose melodies with the given pitch material and rhythm. Make a
different melody with every repetition. Every cycle has to be started by ann
instruments at the same time. All instruments are homorythmic during the first three

measures, the repeat bars can be interpreted individually. Use the variable rest in

,Ju"’*\';’) ‘order o enter the next cycle together. Vary the dynamics wﬁﬁﬂe given ran

eadhb

g
v)

B Go  Oo
=

pp —n——

when Perc.|+l started their gradual cresc., also continue cresc.

3
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Conductor 45<>66
- cue the pattern of Hm.+Trp. that leads to B while the woodwinds are in the last
6 region of their pattem (which includes regular 16-note motion, held pitches or rests) .
asn., f;lm‘.,eTrp#'mo..l: S;top éour ll)aﬁirgl From here on conduct four 6/4 mesures that seamlessly lead to B.
o notinterrupt the last cycle, play .~ unison valve-trill
the waytoits end), once the strings [45<->d5 ’I
)/ started their pizzicato section. —— e e ) /
a— = T ]
Y Trp.+ Hin.: Conductor cues. [
put on harmon mute play the fOllOWIng pattel = humson valve-trill
,Q (always + unless otherwise indic.) synchronously rqﬁ, Sher P
]
9 S — :
[
€):  ——
—
Th.: stop your pattem (do not interrupt the last cycle, play it
€):__J——= alithewaytoits end). once Ob. entered with the high eflat.
—
(m.25)
Pno., Hrp., Guit., Perc.l: all cued by Perc.Il
+ 4+t
etc.
[25<>45 JNay either irreg. tone-repetitions or reg. 6-tuplets
L, jecome gradually louder until you are intgrripted by Perc. 4l X "
,Q _ p— when Perc.|+ started their gradual cresc., also continue cresc. of your tone repetitions
B
i
%) EEEEH etc.
6
pp——
when Perc.|+ started their gradual cresc., also continue cresc. of your tone repetitions
etc.
Bl jepemipnpmen e, o, _ "
- — - when Perc.|+ started their gradual cresc., also continue cresc. of your tone repetitions
- G
i+
%) |==-——

of your tone repetitions

I

p<

5 al lamla ca. Zlo

flat tamtam

’_’_’_rr etc.
[25<>45 Vay either ireg. tone-repetitions or reg. 6-tuplets
Hemme gracually louder until you are intgrrupted by Perc. 1+ . -
p o — when Perc.|+ started their gradual cresc., also continue cresc. of your tone repetitions
@ = S ris i §
L) etc.

==

' 5/ 1 2 /
fff pp fff
1-15
[25<->45[7 tomton}s N~
ca.ZlO" R
—H- 4 .
LU T
2 Percl +II
7 Perc.ll: play either upper or lower dfapay attertion to the entrance of thetriled notes by Tip. +
f!f ~ Hm. Jon themsyndhranausly with your next pattemd
ca.ZlO" after their 1st cyde (thuswith their 2nd cyde). china cymbal
€): . — L ,/
p Z Z
pp it
(110}
a\wa s 1 pitch String sectioninterrupt your pattern when moving to B, creating
), sord. Pz, ?’Iways 2pitches 48 e te afluent and seamless transition. The conductor conducts four 6/4
p - >—F s T - = measures before moving to B. Watch out for that cue.
? = = H1=
L] L
3 3
holel mute pizz, alw;nyszp\tch S always Lp‘mh

Bo

3
s a\wals 1 pitch

3
B B
s i =
3 3
always 1é> pitch
B e
s o
I ? itch ¢
Iways 2 pitches aways 1 pitc!
sord. pizz, iﬁays 'p\tc es g
): o o <
3 3
always 1¢ pitch
9: = <
s
3 3
3 3
always|1 p\th
sord. U e
9: — e
HH——
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one breath senza tempo
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Fit| EA y 2 y 2
o
CO_ (159
il
p=d
o A
) B3 e :
ob!| FAAS = ina
D) mf——p
§
A s y
o
Bsnt | ¥ X ‘or ‘b‘\' — ‘br.
4 4 I
mf
unison valve-trill one breath
1r-
fn + s
Hr! 2 - o — 3 = i
G A —r+] E7E ——=——
D) [e— T v 14
mp——f——p mf
unison valve-trill one breath
t) =
5 e L b
Trp! | s o i 4 ! ) y x3
o [ {
m Cf ——
P P m (harmon mute)+ <-> 0 ad lib.
- o)
= I = I * via sordino
oot | OO whept e = r f e —13—7 e | —
=V mf Ly i Eahaited
mp—f=——p pp<->mpT'b compose mdodesdvm i ’S 'given pitch material. Each of e
g iamic range. Eve phrase should omtam the numbeoldmererl
=S ¢ E £ e e L
p
senza tempo
. 1 poco piu lungo
v 72\ poco piu lungo v Il v
" /_B\ {F y ke ’ ho s B
5 = F te e T = =
7 73 o 7 S —r i 2 i = =
!
o =] | == f
Acc! mf mf 3 —p fp——1 mf—p —p —
z“,: e = =
= = T s ==¢ o
N o . =
Hrp., Pno., Guit., Perc.|: all cued by Perc.l
Lt 133
=270 4 .L .L 44 #
P ia bl - () (r—n(r—n (r—n(r—n(r—n LN
via e — F — — P Y 3 * 73 i o -
I [an) &/ I
L) mp
pnot f play single grace notes following Hrp.+Guit.
> D ——— ¥ o — ¥ ¥ ]
N N T T
R R I i
: * E:
- Hrp.+Guit.;
. . — a\ternate chords that contain the assigned pitches
o (J = £70) until you are interrupted by the next perc. entrance.
N E () (choose a new chord every time) N
7 V——% F — — r V=1 r * 73 t 73 5 f f f
i i t t t
Hrp! © f & CoFaafl p\ay any 4- pan chords with the given
i £ [ . e altern.with pitches within the given range
17 4 - T t t t
1 > > > | | |
etc. 7
Guit!
mf mf J ® play any 3- or 4-part chords with the given pitches
(d = £70) (choose a new chord every time)
.} 4 tomtoms
>3 17 r - g —————  cab-15"
6 v — 2
f i | :
SN z N o J
Perdil| 2= i e & = s S E & - # 73 " [Both players on 4 tomtoms. Either
play steady sounds with Super-
f balls, or play irregular tremolos,
or any combination of both.
senza tempo
b
®
)? f o L ! o e take out mutes and put down bows
::‘\ d
Vin! mf
g £ 2
';‘(;‘ y = o m—  — L < < take out mutes and put down bows
D)
2 = ‘t;; }® i 2 take out mutes and put down bows
I5 & G—
la! v
v mt . o
172 > 1 L - - take out mutes and put down bows
1S %
1o Z
- O b= s f‘ = = = take out mutes and put down bows
S %  — *
T i
Vel mf
z ) > - ey take out mutes and put down bows
%
t
pbt | FOE —¥ — — — — Tl take out mutes and put down bows
i i i i i i
i i i i i i
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1 conductor starts to count quarters again
4 J with the 5th and last Acc.+Ob. chord

+70
Ky 0
Flt é% Q o
o
ncora piu lungo O
© o
H 0| = 2 o
ob! | (s z —o——
3
C=f | mp p
alidy _ =
) =
Bsn! | FE
Hrn! & }
o
Cl., Hm., Trp., Trb., Tb.:
all playing synchronously,
all cuw
Trp! ,Q take out mute |H= ~—F \
i o) i
v o=+
take out ;
—_— mute
Tebt| | \. : =
==
RAREN IS
T | D2 e s 2
R = ——
S=TTT £ ) 7
(D] -
4 Z +70 senza tempo
ncora piu lungo M iregular "breathing"
v ey 9
6 LS ’ V/™ alternating
s — —
At | Y ——F mp Airbuton: || %=
) fo = -
N 7 Pno.
combine muted 4-part harmonies with the given pitch
material. Choose a new chord with every cycle. 05
9 [10<->35 , 5.15 Z
T
- -
© in play one more cycle
)| ¥ and pawse after Ob.
Pno! '+—~.._t.‘.— enterégAgain.
. S
D H — PH—r
i Za i
Perc.|, Perc.ll, Guit., Hrp., Pno.:
Perc.ll cues the entire group when to [10<->35 ff
/Q move to the next patter. [10<>35
Hipt )| @
DX
Guitar:
hit the body of the guitar with fist. Let strings vibrate.
10<->!
Guit! ('(?) JF
¥
[10<>35
f
| Perc.ll:
1" n If the string section is not playing, play an
Perati™ I [ 1] I tomtomswith Superballs at any time and
Stop w?verthe string sect. starts to play again.
5)
[ e 1]
I
(D] '
1 entire string section always synchronously.
J = +70 Vin.| cues for all, after the last Ob.+Acc. chord ended.
4 hit all 4 strings alternatingly w/ left and right palm
H =
& y
o
L4
Vin! mf i
Vi ==
@ colla parte Vin.I
o
hit all 4 strings alternatingly w/ left
¥
Vial
colla parte Via.l
hit all 4 strings alternati
9: =] !
t
3 :7
velt mf _‘7 &
2 ) — . E::E
colla parte Vcl.|
hit all 4 strings alternatingly: w/ left and right|palm
pbt | L v s 3
i
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finish last cycle and pause after Tb.+Trb. entered

t———a—

-

o

i

mf

—=

&
Bl [ wEP T

o oo

7 X2
i

+70
w g

r
&

o

3

pause after the Ifsl entrance of the string group

finish last cycle and pause
finish last cycle and pause
finish last cycle and pause
finish last cycle and pause
finish last cycle and pause
finish last cycle and pause
finish last cyclg and pause

mp

p——mf———p |mp

T
o

eesppee
pp
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L) ol ol

i

stop with your pattern after the Ob.
started playing the second multiphonic.
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conductor gives cue.
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All instruments within repeats end together,
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D)

D)
 any
)

)+

AN<F

Trp.
Trb.
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4Bridge

=178

F« 4x
u —" —
Flute S i s
S I g
3 3
mp ——
Oboe
- 3 3
b r i E—
Clarinet v 2 H_:i g < =\ O = = :i
— A -
P IS ke
mf —— mp——
o -, ® )
& 2 & S 3N
Bassoon = — ——
i ; 7 T T {
= [——
p— p 3 3
mp——
. +——0 —>+ X
Hm.: if playing .+, ——— —— atany moment, once or twice percyc\e[ ’ .
0—»+—>0 ) with the resulting pitch deviations
if playing g-flat: 0, —=——"—=— at any moment, once or twice percyc\e\
if playing b: 0
r g i 2 R i —t = PN
Horn £ t t =
P
—_— =
+———>0——>+ X
Trp.+Trb.. —=—— ———=— at any moment, independantly from each other, once or twice per cycle
plunger take out mute at the end of the 4th cycle
p o b P p Pop " N
Trumpet #Fﬁ% : &
L i i
¢ N pp RS
plunger take out mute at the end of the 4th cycle
I} m T T T T N
Trombone i T I — 1 1 1 1 i
! I ! ! ! ! S S
T T T T T T T T T =
Tuba T T T T T T T T T }
3 —_—
Accordion
3
T ’ﬁu ;Hu
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o ¥ o= [ — ¥ — ¥ o
S L L & - — "
LA L2
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,_T N
¥ = ra ¥ < ¥ 3
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Guitar ¥ o T o I ¥ X B!
i i i ="
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rﬁ"
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Percussion | v 2 CD &3 — y 2 y 2 o
- {
mf
" LN
. 1 )
Percussion Il 1T :}
|
Solo-VIn.: compose melodies with the given pitch materials and rhythms.
Per measure you can choose the same scale in 2 registers. Stick with one
register for an entire measure. Arrange each one of the 4 cycles differently.
sempre con sord. g 15m ' 157
IV i1 d - WV 2T ! v 57 .
s w0/ et uw SVATYE. u u
. & T t e } } PO )
solo-Violin - t f =t t i t ———
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; e
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= - e N
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= o ¢ 4 ¢ i
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Violoncello fe f Y -
ﬁ e o o o
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p——— f——
0 r o r H >
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R 7 s 3 ’
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compose melodies with the given pitch materials and rhythms using the subtone technique
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