











However, it might seem an incongruity that — while the working procedure of Das Arbeitende
Konzert/The Working Concert, as all of my work, consciously promotes the improvisatory live
performance and its ephemeral character — the dissemination of the CD medium through the
label ENW places emphasis on materiality and commodity. The apparent contradiction does not
end here: while the notion of the author and composer is questioned in the performance of Das
Arbeitende Konzert/The Working Concert, the primary role of the concert’s scores reinstates the
author. Yet, in making the CDs and promoting the compositional role of reproduction that it entails,
| appear to be putting the author in question again. The copied CDs and the seemingly original
vinyl dubplates (of which only one copy exists) become a related gesture, ostensibly at odds with,
but in fact conceptually allied with, the ephemeral performances and their institutional reframing
(transferring them from the concert hall to exhibition contexts). The former are, in their specific
materiality, singular examples of potentially limitless industrial objects, while the latter are multiple
examples of the most singular of events. In the context of my work, the two are the outcome
and the testimony of a similar probing. Both strategies query the foundational premises of what
an artwork or an author — or, respectively, a work of music and a composer — is and does, what
defines and determines it, but also how that most contemporary of phenomena, mechanical
reproduction, might make or unmake this category from within.

If musical improvisation stays singular and unique, then it probably will never exceed the aleatoric
realm, being forever excluded from the status of a work. Improvisations would be merely
interpreted as signs of something else: experiments for a composition yet to come, but not
artworks in themselves. It is precisely in their reproduction that | construct improvisations as
more than an ephemeral entity, indeed as something worthy of the effort of my curating - that
is, selection, collection, and replication — and thus meriting the attention of others in a larger
institutional and material framing. This explains why |, while making the effort to recontextualise
the ephemeral performances of Das Arbeitende Konzert/The Working Concert as exhibitions,
also engage in collecting, multiplying, mediatising, and distributing them in CD or book formats as
artworks in their own right. The CDs holding the recordings of the performances of the scores are
part of a larger archival practice that combines system and structure with repetitive return, serial
iteration, and tentative processes. In addition to the physical realm, such an archival practice has
also found its place of dissemination, exhibition, and continuous rewriting on my website. Here,
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digital master pressed on vinyl dubplates. As a next step, the mix was then transferred from the
material analogue back to digital. This meticulously calculated procedure leads to the second
aspect that Revision VI-VII call into question: the aspect of reproduction and originality.
For me it is a paradox, on the one hand, to record a musical performance to digital and, on
the other hand, to manifest analogue recording traces (to which the pressing on vinyl dubplates
— which stay in my archive and will probably last longer than the CD — subscribes). But there
nevertheless seems to be a latent logic in this paradox that questions the ideas of muiltiple
reproduction and unique originality. Both the CD and the vinyl are bearers of material traces of
the playing. They are ambiguous perpetuators of originality, producing both iconic and sonic
reliquaries, containing within them different grains of the performed music itself. This is another
story told by Das Arbeitende Konzert/The Working Concert, for here | speak not only about the
organisation of tasks, the representation as score, and the concert as institutional form, but also
about the centrality of the recording to the entire work. It informs the listener that all along in my
work | have used the recording as a structural medium. Being an original and simultaneously a
copy, the recording is used by me as a destabilising agent. It is a tool that, in its mobilisation,
ambivalently renders the conditions of its own constitution. Articulated and framed in this manner,
the recording emphasises the temporality of improvisation as an ephemeral yet material art form.
If the copy in this sense emerges as a central transformative force of the deliberately auratic,
unique performances of Das Arbeitende Konzert/The Working Concert, then one can also
retroactively detect a similar concern in the founding of my artist label Edition Niehler Werft (ENW).
The series of works | have released on this label are all, besides being works in their own right,
reflections on questions of the copy. By founding and maintaining my own record label and the
dissemination process that accompanies it, a considerable part of my work has involved laying
bare the power of the forces outside the artwork, including the discourses that historicise it and the
markets that determine its accessibility and distribution. The recording in the way it is presented
— whether digital or analogue — is the operative model in much of this. As such, the procedure of
Das Arbeitende Konzert/The Working Concert (Revision VI-VII) reaffirms the editorial, archival,
and curatorial practices evident throughout my work and reveals my unrelenting interrogation of
presentation and dissemination sites for the music as a work of art.
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