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Three Viennese Dancers

When | was doing research to find a text for an aria to be
sung by Mata Hari for a scene from Robert Wilson's Civil
Wars — a scene that was quickly abandoned because of its
theatrical impracticability — | came across the tangential fact
that, on one night in late 1906, the three most celebrated
dancers of the day were staying in hotels in Vienna, each
one ignorant of the others’ presence. Mata Hari, who had
danced that evening at the Vienna Secession Hall, stayed
at the Hotel Bristol. Maud Allan was staying at the Hotel
National. Isadora Duncan was in a hotel in between the two
others. (Sam Waagenaar had not managed to identify exact
location).

When this scence was dropped from the opera, | decided to
use the accompaniment that | had already drafted for tuned
percussion, for a concert aria for soprano voice, in the Java-
nese of pre-World War | - the language that Mata Hari
claimed to speak. Although the text was interesting it did not
suit the accompaniment, and so the piece was re-written for
solo french horn and this piece became First Viennese
Dance (“M.H.").

The tuned percussion is particularly rich in harmonics, due to
use of resonant metallophones (tuned gongs, crotales, plate

gongs, glockenspiel, bells). These are reinforced by rolled
chords on marimba and roto-toms, and the overtones are
extended higher by bowed tones on cymbals, tam-tams,
and crotales (there is also a version with string trio fulfilling
this function). The overtones are focussed more clearly by
the very long notes in the extremely slow horn melody. This
horn part was written with Pascal Pongy in mind.

| had met Pascal when my opera Medea was produced at
the Opéra de Lyon, where he is the horn soloist. | had a very
good working relationship with the orchestra, which was
highly motivated and the players cheerfully accepted the
frequent adjustments to the score. Pascal typified this
willingness. When | had to add 12 minutes of music two
hours before the dress rehearsal (because of an oversight
regarding a costume change) | knew that the already over-
worked horns would accept such an insert and sight-read it.
| said to Pascal that | hoped it was playable and he replied
that the moment music is written it is playable. For me he is
one of the great horn players.

The String Quartet No. 1 (“Between the National and the Bris-
tol”) was commissioned by the Vienna Festival for the Arditti
Quartet to play in October 1985 at the suggestion of Edek
Bartz. | had never considered writing a quartet partly
because, although a string player myself, as a bassist | was
outside the privacy of such an ensemble and could only



view its perfection from a distance. My original idea was to
write a quartet in which each instrumental part would be a
portrait of a composer associated with it as a player — the
whole quartet would serve as a kind of imaginary seance
bringing them together. (This scheme had Ysayg as first vio-
lin, Vieuxtemps as second violin, Hindemith or Kupkovi¢ as
viola, Schonberg as cello). In the event there was not
enough time to develop this fully and | only allude to Ysayé,
both as composer, virtuoso and quartet leader; and to his
connection with Busoni, his occasional accompanist and
butt of one of Ysayé's best practical jokes (in the Queen's
Hotel, Birmingham).

A great deal of the music is in a high register and uses har-
monics, both natural and artificial, extensively. At the end of
the piece, knowing the extraordinary virtuosity of the Arditti
Quartet, | wrote a coda for which each instrument detunes
one pair of strings. The first violin detunes the top two strings
to G sharp and D sharp (giving G, D, G sharp, D sharp). The
second violin retunes the bottom two strings to F sharp and
C sharp (giving F sharp, C sharp, A, E). The viola detunes the
top pair of strings to C sharp and G sharp (giving C, G, C
sharp, G sharp). The cello retunes the bottom pair to B and F
sharp (giving B, F sharp, D, A). This is done as discreetly as
possible and results, effectively, in two violins tuned a semi-
tone apart, and the viola/cello tuned a semitone apart (with
the octave difference). From this point on there are only har-

monics. The idea was to have natural harmonics on the “arti-
ficially” tuned string and artificial harmonics on the “natural-
ly” tuned strings. Extended solos in natural harmonics are
part of the bassist’s solo repertoire and their inclusion here
assimilates the bassist, a little, into the privileged company
of the other strings.

After the performances in Austria | revised the piece slightly
for the Arditti Quartet London series at the Aimeida Theatre
where they had use of Richard Armin’s RAAD instruments for
the first time. | extended this already difficult coda to exploit
more the ease with which high harmonics can be produced
on these electric instruments.

The quartet is dedicated to my sister, Hazel, who died while |
was revising the piece for the London performance and for
this record.

The Prologue and Epilogue, which are identical, were made
in Ludwigsburg when we had just finished recording the First
Viennese Dance. We discussed the possibility of adding a
short coda in the spirit of the longer piece and this' was
improvised. After listening to playback it was decided to use
this short piece to begin the record and to serve as a short
Epilogue to the First Viennese Dance. This effectively gave
us a piece for the third dancer, Maud Allan.



Note on the instruments

Although the quartet was not written initially with the RAAD
instruments in mind, the special sound they create is parti-
cularly appropriate to this piece. Dick Armin’s instruments
combine acoustic and electric elements in a highly original
way and given that acoustic and electric sound can be com-
bined in any way, this flexibility of treatment makes them
particularly useful in a recording context and results in a very
interesting tone quality.

Paiste’s percussion instruments are better known and the
instruments for these sessions were supplied direct from the
factory in Switzerland. The cymbals, gongs, tam-tams and
crotales are the finest | know and the accuracy of tuning is
astonishing. The plate gongs are particularly interesting giv-
ing a sound midway between a button gong and a tenor
steel drum, but with the delay of a small tam-tam.

Gavin Bryars

Photo: Signe Méahler
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Das Compact Disc Digital Audio System
bietet die bestmogliche 1l_(‘angwnedergabe - auf
einem kleinen, handlichen Tontrager.
DIGITAL AUDIO  5;, tiberlegene Eigenschaft der Compact Disc be-
ruht auf der Kombination von Laser-Abtastung und digitaler Wiedergabe.
Die von der Compact Disc gebotene Qualitat ist somit unabhéngig von
dem technischen Verfahren, das bei der Aufnahme eingesetzt wurde.
Auf der Rickseite der Verpackung kennzeichnet ein Code aus drei
Buchstaben die Technik, die bei den drei Stationen Aufnahme, Schnitt/
Abmischung und Uberspielung zum Einsatz gekommen ist:

Digitales Tonbandgerat bei der Aufnahme, bei Schnitt und/oder
Abmischung, bei der Uberspielung. 5

Analoges Tonbandgerat bei der Aufnahme; digitales Tonband-
gerét bei Schnitt und/oder Abmischung und bei der Uberspie-
lung.

Analoges Tonbandgerat bei der Aufnahme und bei Schnitt und/
oder Abmischung; digitales Tonbandgerat bei der Uberspielung.
Die Compact Disc sollte mit der gleichen Sorgfalt gelagert und behan-
delt werden wie die konventionelle Langspielplatte.

Eine Reinigung erubrigt sich, wenn die Compact Disc nur am Rande an-
gefaBt und nach dem Abspielen sofort wieder in die Spezialverpackung
zuriickgelegt wird. Sollte die Compact Disc Spuren von Fingerabdrik-
ken, Staub oder Schmutz aufweisen, ist sie mit einem sauberen, fussel-
freien, weichen und trockenen Tuch (geradlinig von der Mitte zum Rand)
zu reinigen. Bitte keine Losungs- oder Scheuermittel verwenden!

Bei Beachtung dieser Hinweise wird die Compact Disc ihre Qualitat
dauerhaft bewahren.

The Compact Disc Digital Audio System

offers the best possible sound reproduction — on a small, convenient
sound-carrier unit.

The Compact Disc's superior performance is the result of laser-optical
scanning combined with digital playback, and is independent of the
technology used in making the original recording.

This recording technology is identified on the back cover by a three-
letter code:

Digital tape recorder used during session recording, mixing
and/or editing, and mastering (transcription).

Analogue tape recorder used during session recording; digital
tape recorder used during subsequent mixing and/or editing
and during mastering (transcription).

Analogue tape recorder used during session recording and
subsequent mixing and/or editing; digital tape recorder used
during mastering (transcription).

In storing and handling the Compact Disc, you should apply the same
care as with conventional records.

No further cleaning will be necessary if the Compact Disc is always held
by the edges and is replaced in its case directly after playing. Should the
Compact Disc become soiled by fingerprints, dust or dirt, it can be wiped
(always in a straight line, from centre to edge) with a clean and lint-free,
soft, dry cloth. No solvent or abrasive cleaner should ever be used on
the disc.

If you follow these suggestions, the Compact Disc will provide a lifetime
of pure listening enjoyment. E

Le systéme Compact Disc Digital Audio

permet la meilleure reproduction sonore possible a partir d'un support

de son de format réduit et pratique.

Les remarquables performances du Compact Disc sont le résultat de la

combinaison unique du systéme numérique et de la lecture laser opti-

que, indépendamment des différentes techniques appliquées lors de

I'enregistrement. Ces techniques sontidentifiées au verso de la couver-

ture par un code a trois lettres:

Utilisation d’un magnétophone numérique pendant les séan-
ces d'enregistrement, le mixage et/ou le montage et lagravure.

Utilisation d'un magnétophone analogique pendant les séan-
ces d'enregistrement, utilisation d'un magnétophone numéri-
que pendant le mixage et/ou le montage et la gravure.

AAD| Utilisation d'un magnétophone analogique pendant les séan-
ces d’enregistrement et le mixage et/ou le montage, utilisation
d'un magnétophone numérique pendant la gravure.

Pour obtenir les meilleurs résultats, il est indispensable d'apporter le
méme soin dans le rangement et la manipulation du Compact Disc
qu'avec le disque microsillon. .

Il n'est pas nécessaire d'effectuer de nettoyage particulier si le disque
est toujours tenu par les bords et est replacé directement dans son
boitier aprés I'écoute. Sile Compact Disc porte des traces d'empreintes
digitales, de poussiére ou autres, il peut étre essuyé, toujours en ligne
droite, du centre vers les bords, avec un chiffon propre, doux et sec qui
ne s'effiloche pas. Tout produit nettoyant, solvant ou abrasif doit étre
proscrit. Si ces instructions sont respectées, le Compact Disc vous don-
nera une parfaite et durable restitution sonore.

Il sistema audio-digitale del Compact Disc

offre la migliore riproduzione del suono su un piccolo e comodo supporto.

La superiore qualita del Compact Disc ¢ il risultato della scansione con

I'ottica laser, combinata con la riproduzione digitale ed & indipendente

dalla tecnica di registrazione utilizzata in origine.

Questa tecnica di registrazione ¢ identificata sul retro della confezione

da un codice di tre lettere:

Si riferisce all'uso del registratore digitale durante le sedute di
registrazione, mixing e/o editing, e masterizzazione.

Sta ad indicare |'uso del registratore analogico durante le sedu-
te di registrazione, e del registratore digitale per il successivo
mixing e/o editing e per la masterizzazione

Riguarda I'uso del registratore analogico durante le sedute di
registrazione e per il successivo mixing e/o editing, e del
registratore digitale per la masterizzazione.

Per una migliore conservazione, nel trattamento del Compact Disc, &

opportuno usare la stessa cura riservata ai dischi tradizionali.

Non sara necessaria nessuna ulteriore pulizia, se il Compact Disc verra

sempre preso per il bordo e rimesso subito nella sua custodia dopo

I'ascolto. Se il Compact Disc dovesse sporcarsi con impronte digitali,

polvere o sporcizia in genere, potra essere pulito con un panno asciutto,

pulito, soffice e senza sfilacciature, sempre dal centro al bordo, in linea
retta. Nessun solvente o pulitore abrasivo deve essere mai usato sul
disco.

Seguendo questi consigli, il Compact Disc fornira, per la durata di una

vita, il godimento del puro ascolto.
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“WARNING: Copyright subsists in all recordings issued under this label. Any unauthorized rental, broadcasting, public performance, copying or
recording in any manner whatsoever will constitute infringement of such copyright and will render the infringer liable to an action at law. In case
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