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Performance instructions 
Hesperides can be performed in either a ca. 25-minute or ca. 50-minute version. For the 

former, each performer in the quintet takes one of the five parts—ensuring all five parts 

are used—and performs it according to the instructions below. In advance, a ca. 25-minute 

portion of the fixed media part should be selected by the members of the ensemble, which 

will play continuously through the performance, with perhaps an additional thirty seconds 

either side used to fade in and fade out the recording. For the latter, the complete fixed 

media part should be used, and each performer should select two of the five parts, 

performing one, then the other, according to the instructions below. Performers should 

ensure they have moved on to the second of the two parts they selected at the midpoint of 

the piece. It is important that, in both halves of the piece, all five parts are used, i.e. one 

part is allocated to only one performer. In preparing for a performance of the piece it is 

highly likely that each player will have to re-notate the given score materials in making 

their personal decisions about what they will play. 

 

Hesperides may be performed in a conventional concert situation or—preferably—in the 

round or in some other situation where the performers are distributed within a 

performance space, though it is nonetheless important that they can make eye contact 

with one another. The members of the quintet, whether amplification is used or not, 

should be heard as fixed points in the stereo or surround field, while the fixed media part 

should be distributed equally such that it seems to fill the space. The piece should be, in 

general, extremely quiet: the performers should neither dominate nor be dominated by 

the fixed media part. An ideal performance of Hesperides would take place around sunset, 

such that the performance space would be, at the beginning of the performance, lit by the 

dying sun, and, by its close, the only lights would be those on the music stands of the 

players.  

 

For the vast majority of the piece, performers will be performing materials from the 

sections marked a. The a. sections of each part comprise a set of two-note groups. Almost 

all of these should be performed as smooth, even glissandi from the first note to the second. 

Octave transposition is entirely free and need not remain consistent—a performer might 

choose to perform the first given pair of notes at the octave indicated in the score, but the 

second an octave below, or two octaves above, according to whatever range is available on 

their instrument—but the two notes should maintain their relationship to one another: 

that is, if the score outlines a fall of a major second, that interval is what is desired—rather 

than, say, a major ninth—regardless of octave transposition. Occasionally, perhaps twice 

in a twenty-five-minute performance, a player might choose to perform one of these two-

note groupings as a dyad. If so, octave transposition of each note is free. If a performer 

makes use of a multiphonic which contains the given pitch classes as well as other pitch 

classes, not indicated in the score, this is wholly acceptable. Each glissando—or dyad—

should be performed in sequence, from first to last in each part, and should be preceded 

and succeeded by silence. The duration of glissandi, dyads, and the silences around them is 

at the general discretion of individual performers: these may be as short as a couple of 

seconds or as long as half a minute or more. In general, however, take more time rather 

than less: though players should aim to have a set of durations that will enable the 

performance of an individual part to fill twenty-five minutes, if a player reaches twenty-

five minutes—and thus either has to stop or begin their second part—but has not 

completed all of their section a. material, this is unproblematic. The pitch material for this 

section of the piece is drawn from Jean Mouton’s Salva nos, domine. 



At any point, a player may choose to break off from the material in section a., interjecting 

the material that appears at section b. This should be performed, again, at any octave 

transposition, but maintaining that octave transposition throughout. An exception to this 

is notes which do not form part of an appoggiatura: these are typically an octave or so from 

the previous note and, if it is more convenient for that octave displacement to take place in 

the opposite direction, that is entirely licit. For instance, on the very first occasion this 

takes place, in part I, the F-sharp might be an octave above rather than an octave below the 

F-three-quarter-sharp which precedes it. This material should be performed as quickly as 

possible (but not more quickly than possible) and should, like the rest of the piece, remain 

extremely quiet. Each performer should perform their section b. material once and once 

only during any given twenty-five minutes of Hesperides. Should more than one performer 

find themselves performing their b. material at the same time, this would be perfectly 

welcome, just as it would be if this does not occur. The pitch material for these section is 

drawn from a different Salva nos, Domine, that by Guillaume Dufay. 

 

While a player is waiting to begin their next glissando (or, as the case may be, dyad), they 

may choose to look up and, perhaps, catch the glance of another player. Should this 

happen, that pair of performers may choose to play, in unison, the material given in 

section c. For this purpose, each performer should have an item of untuned, handheld 

percussion. The given shared rhythm should be played—with a single repetition—in 

unison and at a slow tempo, of around quarter note = 60, or even a little slower. Once 

complete, each player may return to their next glissando (or dyad). These moments may be 

prepared in advance or may be allowed to occur spontaneously, according the inclinations 

of the quintet. There is no expectation that each possible pairing play their unison rhythm 

during any given performance: on the contrary, a player might aim to play only two or 

three of the five given rhythmic patterns. Those patterns are drawn from the examples of 

the basse danse which appear in Thoinot Arbeau’s Orchésographie (1589). 

 

 

 

Programme note 
Hesperides is named for the nymphs of the sunset, and is dedicated to the memory of my 

cousin, Jamie, who died during its composition. The field recording which comprises the 

fixed media part was recorded on the 2022 spring solstice, on the banks of the river Foss, in 

the period between his death and his funeral. The Salva nos antiphon, two settings of 

which are used in the piece, is sung at compline, before the Nunc dimittis.  

 
Hesperides was written for the Quiet Music Ensemble. 

 

Martin Iddon, York, 14 June 2022 




