
Also I would like to ask the performers to play the whole composition without of 
any metrical accents. The bar lines function only as expedient in reading of the 
complex rhythmical figures, so please avoid any cadence.

This symbol        is an indication of breath marks and this ones appears especial 
during a very long phrases without rests, as ones in the bar 77, 135, 138 and others.

Preface:

The normal slurs are as usual, breath slurs - and the dotted slurs are called 
thought marks.
They are named this way because a musical thought can contain some rests. So as 
to better understand the piece, there needs to be an extra indication of its musical 
sentences. In the case when both breath and thoughtmark slurs are the same in 
length, the dotted thoughtmark slur is omitted.

Before I start to explain some of the unusual marks which will shortly be displayed 
in score, I would like to draw reference to some important points:
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We start now with the passage in the bar 0, the horn.

mp

This group of notes (cross note heads) should represent a sound which has a percussive character, 
which can also be achieved by blowing a “T-K-T-K-T-K.... letter” into the mouth piece without 
producing a pitch. This whole passage must start softly and slowly, played with acceleration and 
ending in a slightly louder R-Sound (flatter). The key clicking technique (also with the dynamics 
and acceleration) should be used to layer these sounds.

1

In bar 1 of the flute part we find 3 notes with cross note heads, which actually need the same 
playing technique as the bar 0.

The beginning of the B-flat in the horn (the bar 3) needs to be played stopped but the end of the 
same note should be open.  The player has to put the arm out if the instrument slowly and gradually 
from the third beat of the third bar, it is indicated by a dotted horizontal line.
The same idea is at the bars 6-7.

mp
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We will find some small notes in bar 6 (the flute and the horn). These notes are called ghost notes and 
should be performed softer and less articulated - something like a kind of grace note. The only one 
important difference is that these ghost notes must follow the written rhythm strictly.

mp
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Also the other performers will find the same effect later in their parts

The notes from the bar 7 (the horn part) have to be played with different fingering of the same 
pitch. This gives a perceptible difference in sound, while the pitch itself stays almost intact.
 

11

 

The gliss-down with the combination of the cross head note as notated in bar 11 means blowing air into 
the instrument and making a glissando by fingering only the keys without the producing of clear pitches.
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(brassy) Bell up

fff

In addition to this, the horn-player will be asked from the passage of bar 96 to slowly change his/her 
playing position, but this time from normal to “Bells Up” and must play a heavy “Brassy” sound 
until bar 105.

Later in the score at bar 40, the horn-player will be asked to turn back slowly from the “Bells Up” 
playing position to his/her normal position. This makes a big difference in both the color and 
dynamic of the sound.

normal position

164

 

Normally we don’t hear wind-players breathing loudly during their performances, but this time it is 
very important to produce this here in bar 104, because it has to do with the whole idea and it is 
truly a vital musical element of this piece. The musicians have to make at that specific point a loud, 
scary and an even asthmatic sound all at once, just before the crucial moment in the second half 
of bar 104.

Lunga possible

con tutta la forza
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It brings us also to the next effect in the bar 105 which is actually comprises a loud slapping sound. 
This should followed very quickly by a fast movement of the mouth piece from the mouth of the 
players, like the whole tension of this heavy chord blows the instrument out of the players mouths, 
something like the cork of a bottle of champagne(!)

Lunga possible

con tutta la forza

slap

After the GP in bar 107 the players will be asked to continue their performance by blowing into the 
instrument without the producing of real pitch, accompanied by a key clicking and a glissando down.
This is one final combination of these techniques that we discussed at the beginning. Also here the 
dynamics has an important role.
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ppp

S.M.

Blow into instrument, air only

p

also with keys (no real pitch)

mp pp
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From bar 128 the performers of the horn and the bassoon will find some cross heads in their score, 
which are all written on one line. These parts are again blowing into the instrument without the 
making of any pitch. These two instruments are doubling with the air the part of the oboe, which 
has here a dominant role. It is very important to play those parts as one entire part. The bassoon 
player may pull the mouthpiece out the instrument and blow straight into the instrument without 
the normal embouchure. This section may not be played as one long note, but it should follow the 
written rhythm accordingly.

p

etc.
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In bars 137 and 152, the scary “Breath In” sound is back, but of course not as loud as the first one in 
bar 104, because everything after the GP is experiencing a downward direction including the pitch, 
the dynamics, the motion and, if you listen, even the mood.

p mp
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This brings us to the end of “Der Letzte Traum”: it is at last a lighter, a softer and a more delicate 
reference to the slap sound we notice in bar 105; but this, the last one, has a longer decay “air only”
 sound; witch is actually the musician’s audible breathing out.

soft slap

The composer
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