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Öm

Ensemble placement

(’Öm’, in Swedish, can be interpreted as meaning both tender/affectionate, as well as sore/painful. The title should
not be translated to English, as it would then loose its ambiguity.)

Instruments
Sopranino saxophone
Voice I
Voice II
Acoustic guitar
Piano I
Piano II (prepared)
Double bass I
Double bass II
Percussion

Instrument specifics
Voice
Amplified, with slight reverb.
Acoustic guitar
Amplified. Use a ’freeze pedal’ to prolong the notes, making them sound bowed. Alternatively, an e-bow can be
used. A small amount of distortion should be applied, so as to make the sound slightly sharper, and make it stand
out more. This effect should be used in both movement I and III.
When several notes are struck at once, try to avoid conventional triads or other recognizable chords, and instead
play note clusters.
Piano
Piano II should be prepared with blu-tack, or erasers with cuts made to fit the strings, placed on the first harmonic
node (the octave) of each string, so that the entire grand piano sounds one octave higher.
Strings whose nodes cannot be reached should be marked and should not be played, even if notated.
Piano I is not prepared. However, since piano II will sound quieter, as a result of the preparation, piano I should try
to match this volume by playing somewhat softer than usual.
When several notes are struck at once, try to avoid conventional triads or other recognizable chords, and instead
play note clusters.
Double bass
Always play with the bow.
Double bass I always plays sul ponticello.
Double bass II always plays harmonics (both natural and artificial).
Percussion
Cymbals - an array of cymbals, at least three, in varying sizes.
Crotales - chromatic, at least one octave.
Always play with a bow.

Movements
I - tutti
II - two pianos
III - tutti
Total duration ≈ 10’

Program note
(to be included in program or other written description, if available. Not to be read aloud in concert).
’’One cold winter's day, a number of porcupines huddled together quite closely in order through their mutual
warmth to prevent themselves from being frozen. But they soon felt the effect of their quills on one another, which
made them again move apart. Now when the need for warmth once more brought them together, the drawback of
the quills was repeated so that they were tossed between two evils, until they had discovered the proper distance
from which they could best tolerate one another.’’
-Arthur Schopenhauer - Parerga and Paralipomena: Short Philosophical Essays, Volume 2
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Tutti
Duration ≈ 4’

Two pianos
Duration ≈ 3’

Tutti
Duration ≈ 3’

Approaching the score

Horizontal axis: time.
Vertical axis: pitch.

Begin and end in a place of your own choosing. Pick a fragment, play it.
Pick another. The fragments should be slow in duration, and soft in
dynamics. Play fragments in succession, or very sparsely. Let them bleed
together, or stay isolated. Play many, or few. There is no need to play
every fragment. Don’t be afraid to repeat fragments, as well as linger on
them.
Remember to incorporate silences into the piece.
Don’t let the placement of the fragments in the score influence in which
order you choose them. Cut them out within your mind and constantly
scramble them.
Accidentals apply only within each isolated fragment.
Each performer should use a stop watch to keep track of the time.
Relating to each other
Start out by listening to each other, and make choices influenced by what
the other performer is playing. Try to compliment them, or contrast them,
and create some sort of whole.
After about 1,5 minutes of playing this way, gradually start to ignore the
other performers playing. After a short while, you should be playing
totally independently of the other performer.
This applies to both movement I and III:
Free pitches/sounds that correspond to the given range ’’Range’’ is in relation to the range of each instrument. Thus, range is
individual.
Pitches do not have to fall within any predetermined scale - play
microtonally if possible on the instrument. Choose pitches
spontaneously, and purely based on the given range.
Once struck, a note should not waver; avoid vibrato, glissandos,
crescendos and diminuendos.
Dynamics are always
Performers should play individually. They should not let anyones choice
of pitch or duration alter or inspire their own, but instead stay isolated within their own world - only paying attention to the overall dynamics,
so as to be able to blend into a homogeneous mass of sound.
Each performer should use a stop watch to keep track of the time.

After about 1,5 more minutes have passed, stop playing. When both of
you have stopped, the movement is over.

The vertical placement of the blocks determine their pitch. Their size
determines their duration and range (see above).
Leave little or no space in between notes. If the instrument cannot hold
the note for the entire duration of the block, let it fade, and wait for the
next block.
The timbre and expression of this movement should be similar to that of
movement I. Each performer can choose to alter their timbre, so as to
make their notes vague, airy or textural in some way.
Dynamics are always
Each performer should use a stop watch to keep track of the time.
Reading the score
Each performer chooses in which direction they want to read the score.
They can choose to play it from left to right or ’’backwards’’ - from right
to left. They can also turn the score upside down, and play it forwards or
backwards. In this sense, there are four different ways to read the score.
Performers should play individually. They should not let anyones choice
of pitch or duration alter or inspire their own, but instead stay isolated within their own world - only paying attention to the overall dynamics,
so as to be able to blend into a homogeneous mass of sound.
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