Since you worct find an entry wnder ‘Kreng’ in the dictionary T tell you what it tesns. The word is gn arranbement of the of the lefters I was left with,
when %ry'mg tofind an anagra'm of ‘Heiliger Dankpesans’. Ln full the tifle would be ‘Kren%= engu‘sH a,Dage [i’ (I discovered ™y elision of the ‘4’

o 13te; fortundtely this is & one-moverent work). The Tessoning behind the gnagram and its insincerity lies in my initidl cynical conception
of the commission fo write a quartet: to take that most sacred work, the thitd movement of Beethoven’s op. 132 stfi’ng qyaﬁe'g and Tip it
apett only to rewrite it using exactly the same motes,

In actugl fact the q;uar’ce'r represents much more than the anagram as it was conceived in the begm'nin . (elrounded in the conviction
that the composition and performance of music is a socigl act in which performance is the act of nebotistion, and composition Creates a
platform for negotiaﬁon ) the broader position of the werk rescts agaimst the ritualisation of confernporary composition and performance. Perhaps
above g1l ensembles the strin c];xarfz’c 15 most institutionalised. The ‘small circle of connoisseurs’ Beethoven 4intended to hedr his op. 95 has
%fovr/n, oe'rtain'ly, but 15 aselite as ewver, OL‘mon%st other things the ‘Heiliger Dan!cgesan%’ iS rernarkable For it subversion of metric
conwerttions.  Typically the h{erarchj of beats within a tbar would bovern that e first be heard most strondly, then the third | the second,
the fourth for example; the encompassing barlines gre the structure for this rhyt’h'mic interpretation. Beethoven might be motorious for
shifting convention by e bea, nota’h'ng sforzandr o overpower convention, for instance , but the opening bars of the ‘Heih’%er Dankgesang’
demonsirate this on @ larger scale. The relationship between fthe barlines and Yhe semse of meter 45 mot clear. UL a quarter it “would be
impessible to sifhtresd this music that 1s otherwise maiwely simple. Uls such it requires the prior and active engapernent of the pldyers.

This socigl Comnposition appears o hotd little currency in Todaj’s Confemporary culture of composition in which it feels often 8s if the
Composer has mgoh‘a’red— and 'has been encouraged to do so—the conditions in adverce. In that case we mignr 8ll start Savind for the ‘best
‘headphones we mright sfford o bty.

Tt barlines hold little musical or social mMeaning in "rodafs climate we mi%’h‘t Teason that heir persistence 15 pf’edom*i'narﬁly practical. Uls such
T decided to remove the sense the barlines ’be%'ra] as a prachicahity in s qyua.rte‘t to create & prece in which prior and active ncgot»ia’h'on betweer,
%he'pla)(ers is mnecessitated. Throwghgwt the cpzartd fragmuﬁs of Beethoven e‘merge, frem ™y TMUS1C v VaTI0uS ways (_t‘hou%h it 15 al str{cry
s'peam'ng, Bee’mwen),' Beethoven’s netélion 1s efther 'preserved or subwerted, In Poth circumstances the %barlites are Tafegna'nl’ with meaning. Offen
substantial f‘razmcn'ts are marked bj shared barlines that— Since P’Layers c3n see all parts—-necessarﬂj adopt social meam‘rg, Where barlines are not
Shered it requites the player to mediate a sense of individusl lime with a colleckive balance (a passate in one Tine it sublest the spirit
of & 3 meter, for instance). The vertical dotted lines 4re MecessaTy  aids that migm be characterised 3s poinls of ne%ot'ia’m’on. n pretice this
notational freedom permils each player to control musicdl Vime, and, 85 in Sociely— thes dency T’e?vi'r‘es one o acknow a sense of
Personal responsibi‘lity. This notstion adopls second - hand si%»niﬁ'ca?\ce in ifs facully to notate simply rhythms that would demand more
attention and ink otherwise.

Throuphout the werk this seeil platform ds Juxteposed with passages that are overly-notsted, and prescribe fo @ considerable extent the
interection of the performers. It 45 sadly a femiliar sipht. The two styles are in diawgue throubhout.

Uimeatkly as it tears apert and manipwlotes the Beethoven, either emeTCi'n% or prescribin®  Communication throuph the netétion, /fre%é
ess«m‘h'aly deconstrycts  and pvﬁs back ‘to%ﬂ’her' whet 1 to write 8 stTind quartet. Im its construchion the prece— like the title— Tepresenis
an anaprem of sorts whose arrenpement  demaonds the players taKe responsibﬂﬂ"y ’fﬂd‘\'v'fduallj and collectively. Chs it happens there i &
further wndorsf&ﬂd{/n% of /freng: tn Dutch 4t translates 85 4 ¢dTcass (jyp«'cally ma state of decaj). We mi%h% hj owr dest o preseTve
what we howe mglec‘ted.
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