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Meeting the artist. An Interview. 

 
ET: What is your new album «In/Completion» about? 

DB: In/Completion is a collection of open-form scores, all but one by contemporary composers, that I 
interpreted and performed on solo double bass. I’ve been interested in unconventional forms of notation—
graphic scores, verbal scores and the like—for many years, and In/Completion represents the coming to 
fruition of a long-standing wish 
to gather together a diversely-notated set of compositions and realize them. I chose the title of the album 
very deliberately, since I feel that the realization of an open-form 
score in performance counts as a way of completing it. When we first come to a score leaving many of the 
musical decisions open and many of the musical parameters undefined, we find it in a state of 
incompletion. When we interpret and perform it we do so in completion of the work. With the exception of 
Morton Feldman’s classic graph paper score, Projection 1, I chose to work with contemporary composers 
because I wanted the project to be one in which the relationship between the composer and myself as 
performer would feel fully collaborative. Even for the works that weren’t written for me—again, of course, 
with the exception of Projection 1—I could feel that the composer was there as a living presence, and that 
was a very important aspect of the project for me. 

ET: What was your instrumental approach for the album? 

DB: It was a very simple one, really: just to play everything on acoustic double bass live in the studio, with 
no overdubs or electronic interventions. I did use preparations for a couple of the pieces, where I thought 
the score seemed to suggest the kinds of timbres one can only get by altering the instrument in some way. 
And I drew on extended techniques when I thought those were appropriate to the spirit or the letter of the 
score. But in the end all of these methods were subordinated to a more encompassing end, which was to 
create something that would be moving as music. Because open-form scores, for all of the challenges they 
raise, both on the intellectual or conceptual level and on the technical and interpretive level, really do exist 
to be heard as music. 

ET:What are your main music related influences? 

DB: Almost too many to mention! But I’ll try…Probably the most important set of influences comes from 
late 20th century art music—the experiments with form, with notation of course, with performance 
techniques, and with instrumentation and timbre. Through the accidental fact of having been born at a 
particular time, the 1970s were my formative years; it was a time when much of this was still relatively new 
and not completely understood. But it did give me a sense of what music should sound like, particularly in 
its overall or textural dimension–how voices should interact or stand by themselves, and how musical 
space should “breathe,” I suppose you could say. The musical territory these experiments opened up has 
proven to be highly fertile and I feel has yet to be fully explored. Another very important source of influence 
and inspiration has been Hindustani classical music, particularly music of the sarangi. There’s a vocal 
quality to the instrument’s sound that I find very attractive—something inherent in the timbre and range but 
also in way it’s often played, particularly in the phrasing. And various kinds of improvised music, especially 
some of the creative offshoots of jazz, were important models as well. I should add that much of what I try 
to capture or convey through music comes by way of extra-musical influences which are very important 
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musically—the paradoxes and gnomic sayings of the Eleatic and Ionian philosophers, for example, or the 
enigmatic ambience of metaphysical painting, or some of the imaginative non-fiction of the last century. 

ET: Tell us more about your work? 

DB: I’m mostly an improviser, but I also like to work with unconventionally scored, open-form 
compositions. What attracts me to improvisation is the way that it seems to encapsulate in miniature 
existence writ large—what the  

philosopher Ortega y Gasset described as “a permanent crossroads, a perplexity”–in which one is 
constantly faced with the need to make choices in order to respond in real time to often unexpected 
circumstances. That may be life, but it seems to describe free improvisation quite well! And with open-form 
compositions one is in a similar situation, but there, some of the choices may be constrained by limits 
placed on them by the score. Still, it’s a situation to which one must respond by drawing significantly on 
one’s own interpretive and technical resources. In a sense, I suppose In/Completion is a kind of condensed 
representation of my work as a whole.  

Ultimately, what I’m trying to do is to create a music that has a certain immediacy to it and lets the listener 
know that there’s someone there, behind the sounds—and does so by drawing on some of the 
vocabularies, techniques and concepts of experimental art music both composed and improvised. What I 
hope is to make a kind of music that reveals something of the free play of imagination and of the aesthetic 
sensibility that went into it—a music that both embodies and discloses those singular ways of being in the 
music, and in the world. And is somehow beautiful as well. 

ET:Thank you Daniel! Cheers! 
 


