


instrumentos acusticos. Utilizando técni-
cas expandidas, podemos alterar o ataque
¢ decaimento do som do 6rgiao. No que diz
respeito ao espectro harménico, o érgao
sempre foi o instrumento preferido para
alteracoes de timbre. No entanto, com téc-
nicas expandidas, ¢ possivel alterar radical-
mente estes timbres, ao ponto de a altura
das notas deixarem de ser reconhecidas.
Outra caracteristica das técnicas expandi-
das é que as mesmas podem produzir uma
mudanga no timbre, ou na dinimica, ao
longo do eixo temporal - como outros in-
strumentos conseguem realizar (crescendo,
vibrato e glissando). No que diz respeito a
prdtica interpretativa, ou seja, como pro-
duzir essas técnicas, podemos dividi-las em:

. Comutacio de motor,

. Manipulag¢io do teclado,

. Manipulagio de registos.

Comutagio de motor ¢ o acto de ligi-lo e desliga-lo.

O efeito da diminuicio do fluxo de ar (ou o seu oposto
quando o motor ¢ ligado) altera o timbre do instrumento
ao longo do eixo temporal. Um dos melhores exemplos ¢ a
introducio de Volumina (1961/62, rev. 66) de Ligeti.

Existem duas técnicas ndo convencionais para aplicar
ao teclado: alterar a pressio com que a tecla é tocada e
usar pesos para fixar a tecla. No teclado do 6rgio histérico
¢ possivel controlar a pressdo em cada tecla, causando uma
ligeira variacio no fluxo de ar (como o aftertouch num
sintetizador). Outro aspecto da manipulacio do teclado é
o uso de objectos para fixar as teclas. Embora seja um acto
simples em si e ndo uma expansio do som ou da técnica,
permite ao organista a possibilidade de manipular ou
tocar outra parte, ao libertar uma mio. Acima de tudo,
permite fixar um conjunto de notas, que podem entio
ser alteradas através da manipula¢io do motor ou dos
registos.

A técnica ndo convencional de manipular os registos
consiste em abri-los e fechd-los gradualmente. Ou seja,
abrir/fechar os registos enquanto se toca no teclado. Este
efeito reduz o fluxo de ar do registo que estd a ser mani-
pulado, alterando assim o timbre produzido.

Ao combinar estas técnicas expandidas, obtemos a
expansio sonora deste instrumento.

O resultado sonoro destas técnicas baseia-se no com-
portamento fisico dos tubos. Se o fluxo de ar (a pressao

dentro do sistema) for reduzido, ou, como diz Ligeti,

Fig. 4. Keyboard and feet piston.

Fig. 4. Teclado e pisantes.

«asfixiado»!, os tubos ndo ressoam correctamente nas
suas respetivas frequéncias. Com o funcionamento
normal dos tubos, ¢ possivel distinguir, além das notas,
as diferencas de timbre entre o registo de palheta, tubo
aberto, tubo fechado e todas as inimeras formas e tama-
nhos de tubos. Ao «asfixiar» a pressio de ar necessaria,

o som resultante perde uma rela¢io de frequéncia com

a nota que o tubo normalmente produz, além de alterar
drasticamente o seu timbre. Olson apresenta o comporta-
mento fisico dos tubos no seu livro Acoustical Engineering
(1957), que fornece uma explicacio cientifica do resultado
sonoro da «asfixia» do fluxo de ar de um tubo. Embora
ndo seja perceptivel, o comportamento acustico de um
tubo (que podemos equiparar a um cilindro) tem um
comportamento nio linear durante a parte transitéria
inicial do som (Olson, 1966). O tubo adquire uma fre-
quéncia quando essa turbuléncia é equilibrada com a
normaliza¢do da pressdo ¢ isso resulta numa frequéncia
especifica - uma nota musical especifica (Olson, 1966).
No caso especifico da expansido sonora de Ligeti, j4 ndo
existe esta normalizacio da pressio que produz esta nota
e o timbre ¢ a amplitude sio modificados, dai a utiliza¢io
do termo «asfixiar» por Ligeti, «[...] como se o drgio se
comportasse de forma “asmatica”.»*(Ligeti, 2013).

A mudanga continua de registos favorece a evolugio
da massa sonora, juntando 3 mudanca de notas ao longo
de uma obra. Um bom exemplo desta pritica ¢ a obra
Harmonies (1967) o primeiro estudo para 6rgao de Ligeti.

1. Nossa tradugdo de termo originalmente utilizado por Ligeti — “vitiated".
2. Nossa tradugdo — “L'état asthmatique de I'instrument”.
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by each stop family) and their modulation variables. It
would be possible to programme this sound mass (in
Max/MSP or SuperCollider?), but the randomness and
interaction between each pipe and the air pressure would
be too much to take into account. Turbulence with lower
pressure output results in chaotic behaviour that influ-
ences the entire pipe system, which in short is impossible
to replicate with electronic or programming means, such
as the Volumina’s introduction. The already mentioned
introduction of Volumina consists of a cluster with all
keys pressed and all registers open but with the motor
switched off. The piece begins when the organ’s motor

is switched on. Depending on the size of the organ, the
time it takes to stabilise the pressure will differ. This
results in a sound expansion over an indeterminate dura-
tion, from silence to the instrument’s maximum sound
limit. Ligeti also uses the term ‘denature’* as a simple
explanation for this sound result.

Among the composers already mentioned, Cage,
Kagel and Ligeti, the most important was undoubtedly
the protean composer Gyorgy Ligeti (1923-2006), who
caused a paradigmatic change in the organ during the
60s. His work with electronic music at the Westdeutscher
Rundfunk® moulded his compositional techniques. When
confronted with the limitations of the electronics of his
time Ligeti quickly applied his discoveries to acoustic
instruments. His compositional practice also manifested
itself in his organ works, causing the organ sound to ex-
pand. Nonetheless, other composers were relevant on the
subject of sound expansion, such as John Cage, Mauricio
Kagel, La Monte Young, Arvo Pirt, and also Portuguese
composers Diogo Alvim, Ivan Moody, Bruno Gabirro
and Cl4udio de Pina.

The sound expansion, typical of the composers men-
tioned in this article, from 6os onwards, has continued to
be used to this day. Through the set of works by Ligeti,
Kagel and Cage, the main composers who initiated this
sound expansion, we found unconventional techniques
that we already grouped into: stop manipulation, bellows
manipulation, key manipulation and the application of
key weights. These techniques were duly adapted to the
historical organ. A unification of these techniques was
devised and their notation was realised using Sibelius
software® and the result was published in TENOR

journal proceedings’. Modern instruments, instrument

Programming languages for music and multimedia.

Our translation — “dénaturer”.

WDR, West German Radio Station, Cologne.

Sheet music editing software, https://www.avid.com/sibelius.
https://www.tenor-conference.org/proceedings.html
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modifications, registration assistants were not used to
prepare these works® or any other digital or analogue

manipulation, we quote Ligeti in Latelier du compositeur:

[...] le role de Passistant s’accroit considérablement

dans Volumina; mais il est également possible pour
l'organiste d’exécuter la piece seuls, sans aide extérieure.
Les clusters stationnairres peuvent en effet étre joués et
prolongés au moyen de poids en plomb appropriés, le
mains de l'organiste se libérant ainsi pour manipuler les

boutons de registres. (Ligeti, 2013, p. 186)

We want the organist to be self-sufficient, specially using
a historical organ. By following the brief solutions pre-
sented in this document it is possible to reproduce these
techniques on any historical organ. The benefits of using
a historical organ already were mentioned, so in fact, it
is important to use these instruments in the context of

contemporary music.

Performance practices

This chapter will present a different approach to
performing the most important works in this field:
Harmonies (1967) and Coulée (1969) by Gyorgy Ligeti
(1923-2006), Organ*/ASLSP (1987), ASLSP (1985) by John
Cage (1912-1992), Rrrrrrrr... Orgelstiick (1980/81) and
Phantasie fiir Orgel (1967) by Mauricio Kagel (1931-2008).
As presented in the Summary, there are no publications
that focus on the performance of these works, specially in
regard to historical organs. These works are experimental
and exploratory in nature, so they require a different
approach that goes beyond existing literature, reading
the score and the composers’ performance notes. It is
necessary to understand how it is possible to obtain the
range of sonorities required in an instrument such as the
historical Portuguese organ. For a better understanding,
other methods are needed.

It’s necessary to record each technique at different
points in the church and, finally, to record each piece.
Therefore, the recording system must be as faithful as
possible in order to capture all the nuances of the instru-
ment. All the necessary material will have to be cata-
logued. The recordings were made using DPA 4060 omni-
directional microphones® (conceded by GIMC/CESEM)
and LOM Usi Pro, due to their high precision and

8. Musician who assists the organist in manipulating the stops.

9. https://www.dpamicrophones.com/pencil/4090-omnidirectional-
microphone

10. https://store.lom.audio/products/usi-pro?variant=4542168039456



Em Harmonies podemos descrever o efeito sonoro como
uma sintese de modelagem fisica com dez osciladores
(multiplicados por cada familia de registos) e suas
variaveis de modulacio. Seria possivel programar essa
massa sonora (em Max/MSP ou SuperCollider), mas a
aleatoriedade e a interacio entre cada tubo e a pressio do
ar seriam demasiados factores para ter em consideracio.
A turbuléncia com a saida de pressio mais baixa resulta
num comportamento caético que influencia todo o sis-
tema de tubos, o que, em suma, é impossivel de replicar
com meios electronicos ou de programagio, como a, ja
mencionada, introdu¢io de Volumina. A introdugio de
Volumina consiste num cluster com todas as teclas pressio-
nadas e todos os registos abertos, mas o motor estéd des-
ligado. A pe¢a comega quando o motor do 6rgao ¢é ligado.
Dependendo do tamanho do érgio, o tempo necessario
para estabilizar a pressdo sera diferente. Isso resulta
numa expansio sonora por um periodo indeterminado,
do siléncio até o limite mdximo de som do instrumento.
Ligeti também usa o termo «desnaturar» como uma
explicacio simples para esse resultado sonoro.

Dos compositores ja mencionados, Cage, Kagel e Ligeti,
o mais importante foi, sem duvida, o compositor proteano
Gyorgy Ligeti (1923-2006), que provocou uma mudanga
paradigmatica no 6rgio durante a década de 60. O seu tra-
balho com a musica electrénica na Westdeutscher Rundfunk?
moldou as suas técnicas de composi¢ido. Quando confron-
tado com as limitagoes da electronica da sua época, Ligeti
aplicou rapidamente as suas descobertas aos instrumentos
acusticos. A sua prética composicional também se mani-
festou nas suas obras para 6rgio, fazendo com que o som
do 6rgio se expandisse. No entanto, outros compositores
foram relevantes no tema da expansio sonora, como John
Cage, Mauricio Kagel, La Monte Young, Arvo Pirt e
também os compositores portugueses Diogo Alvim, Ivan
Moody, Bruno Gabirro e Claudio de Pina.

A expansio sonora, tipica dos compositores mencio-
nados neste artigo, a partir dos anos 6o continua a ser
utilizada até a actualidade. Através do conjunto de obras
de Ligeti, Kagel e Cage, os principais compositores que
iniciaram esta expansio sonora, descobrimos técnicas
nio convencionais que ji agrupimos em: manipulacio de
registos, manipulacdo de foles, manipula¢io de teclas e
aplica¢do de pesos nas teclas. Estas técnicas foram devida-
mente adaptadas ao 6rgio historico. Foi concebida uma
unificac¢io destas técnicas e a sua notagio foi realizada

utilizando o software Sibelius* e o resultado foi publicado

3. WDR, Estagdo de Republica Democrética Alema, Coldnia
4. Software de edicdo de partituras, https://www.avid.com/sibelius.

na revista TENOR. Nio foram utilizados instrumentos
modernos, modificacoes de instrumentos ou assistentes
de registo para preparar estas obras® ou qualquer outra

manipulag¢do digital ou analdgica, citamos Ligeti em

Latelier du compositeur:

[...] le role de lassistant s’accroit considérablement
dans Volumina ; mais il est également possible pour
Porganiste d’exécuter la piece seuls, sans aide extéri-
eure. Les clusters stationnairres peuvent en effet

étre joués et prolongés au moyen de poids en plomb
appropriés, le mains de Porganiste se libérant ainsi
pour manipuler les boutons de registres. (Ligeti, 2013,
p. 186)

Queremos que o organista seja auto-suficiente, especial-
mente ao usar um 6rgio histérico. Seguindo as solu¢oes
resumidas apresentadas neste trabalho, ¢ possivel repro-
duzir essas técnicas em qualquer 6rgao histérico. Os bene-
ficios de usar um 6rgao histérico ji foram mencionados,
portanto, ¢ importante usar esses instrumentos no con-

texto da musica contemporinea.

Pratica interpretativa

Este capitulo apresentara uma abordagem diferente para
a interpreta¢do das obras mais importantes neste cam-
po: Harmonies (1967) e Coulée (1969) de Gyorgy Ligeti
(1923-2006), Organ*/ASLSP (1987) ¢ ASLSP (1985) de
John Cage (1912-1992), Rrrrrrrr... Orgelstiick (1980/81) e
Phantasie fiir Orgel (1967) de Mauricio Kagel (1931-2008).
Conforme apresentado no Sumario, ndo existem publi-
cagdes que se concentrem na execug¢io destas obras, espe-
cialmente no que diz respeito aos 6rgios histéricos. Estas
obras sdo de natureza experimental e exploratéria, pelo
que requerem uma abordagem diferente que vai além da
literatura existente, da leitura da partitura e das notas de
execucio dos compositores. E necessirio compreender
como ¢ possivel obter a gama de sonoridades exigida num
instrumento como o 6rgio histérico portugués. Para uma
melhor compreensio, sdo necessarios outros métodos.

E necessério gravar cada técnica em diferentes pontos
da igreja e, finalmente, gravar cada pega. Portanto, o
sistema de gravag¢do deve ser o mais fiel possivel, de modo
a capturar todas as nuances do instrumento. Todo o
material necessario terd de ser catalogado. As gravacoes

foram realizadas com microfones omnidirecionais DPA

5. Musico que assiste o organista na operagdo dos registos.

259



sensitivity. These recordings will also be used for acoustic

analysis profile. This acoustic analysis will also consider
other spectrograms of interpretations of these works pro-
posed by other organists (Domink Susteck and Zsigmond
Sathmary). The spectrograms were generated using the
software Acousmographe"', originally conceived for analy-
sing and graphically describing electroacoustic works.

In order to aid the musical analysis of some works, MIDI
representations were done in a Digital Audio Workstation*?.
The sound was captured at strategic points in the church
in order to obtain different reverberations and through
this data understand the impact of reverberation on the
performance. Reverberation alters the sonic intelligibility
of the sounds produced by the extended techniques. This
perception is pertinent because it directly modifies the
final result of the performance. With the same micro-
phones, the reverberations from different points were
analysed and compared in the Room EQ Wizard software®.
Using balloon explosions, a high-impact sound, it is
possible to produce impulse response pulses from the
reverberation of each location and compare it to the organ
recordings. By processing the impulses using software it
is possible to obtain the response frequency and the dura-
tion of the reverberation, data that will directly influence
the intelligibility of the performance. All this data was
used to relate the performance practice and realise a final

interpretation of works mentioned.

11. https://inagrm.com/en/showcase/news/203/acousmographe.
12 https://www.steinberg.net/nuendo/
13. https://www.roomeqwizard.com/
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Fig. 5. Ligeti Centenary at the
National Museum of Music in
Lisbon (27th of May 2023).

Fig. 5. Centenidrio de Ligeti no
Museu Nacional da Musica em
Lisboa (27 de Maio de 2023).

Adapting the repertoire requires critical thinking
about every decision to be made, such as the zessizura of
the instrument, the limitations of manuals and pedals,
the stops to be used and the adaptation of the extended
techniques required.

To put in practice this scientific research we pro-
grammed activities to celebrate Ligeti’s centenary at
the Nova Contemporary Music Meeting*, with the theme
Listening to today’s music. In this recital, in addition to
Ligeti’s organ studies, the adaptation of Musica Ricercata
(1951/53) was performed. We also performed Ligeti’s
Poeme Symphonique (1962) during the NCMAM in the
Fencing Room of the Almada Negreiros College and
at the National Museum of Music, with the team from
CESEM’s Contemporary Music Research Group (fig. 5).

At the National Museum of Music, we use the positive
organ, a national treasure, by Joaquim Anténio Peres
Fontanes, MM582". On 13th of September 2023, John
Cage’s one hundred and eleventh birthday was celebrated,
with the complete Organ?/ASLSP cycle lasting eight hours
uninterrupted, at the National Music Museum, using
the same historical organ. For this recital we used lead
weights to achieve the extremely long notes.

Finally, an artistic residency was held at O’culto da
Ajuda to realise the sound material for Kagel’s Phantasie
(1967). This residency resulted in a public performance
of the work, which was repeated at the 30th edition of

14. https://fabricadesites.fcsh.unl.pt/ncmm/

15. http://www.museunacionaldamusica.gov.pt/index.php?op-
tion=com_content&view=article&catid=&id=102%3Aorgao-positi-
vo-mm-582&ltemid=57&lang=en



Fig. 6. 30th edition of the Musica
Viva Festival. Organ concert at

the Parish Church of Our Lady of
Ajuda, in Lisbon (7th of May 2024).

Fig. 6. 30.0 Festival Musica Viva.
Concerto de 6rgio na Igreja Paro-
quial da Nossa Senhora da Ajuda,
em Lisboa (7 de Maio de 2024).

4060° (cedidos pelo GIMC/CESEM) e microfones LOM
Usi Pro’, devido 2 sua elevada precisio e sensibilidade.
Estas gravagoes serdo também utilizadas para a anilise
do perfil actstico. Esta andlise acustica terd também

em conta outros espectrogramas de interpretacdes das
obras propostas por outros organistas (Domink Susteck
¢ Zsigmond Sathmiry). Os espectrogramas foram gera-
dos através do software Acousmographe®, originalmente
concebido para analisar e descrever graficamente obras
electroactsticas. A fim de auxiliar a andlise musical de
algumas obras, foram feitas representacoes MIDI num
Digital Audio Workstation®. O som foi capturado em pon-
tos estratégicos da igreja, a fim de obter diferentes rever-
beragdes e, através desses dados, compreender o impacto
da reverberag¢do na performance. A reverberacio altera a
inteligibilidade sonora dos sons produzidos pelas técnicas
expandidas. Essa percepcio é pertinente ao modificar di-
rectamente o resultado da interpretagio. Com os mesmos
microfones as reverberacoes de diferentes pontos foram
analisadas e comparadas no software Room EQ Wizard
software™. Com o recurso de explosoes de baloes, um som
de alto impacto, ¢ possivel produzir impulsos de resposta
a partir da reverberacio de cada ponto e compara-los com
as gravacoes do 6rgio. Ao processar os impulsos através

do software, é possivel obter a frequéncia de resposta

6. https://www.dpamicrophones.com/pencil/4090-omnidirectional-micro-
phone
https://store.lom.audio/products/usi-pro?variant=4542168039456
https://inagrm.com/en/showcase/news/203/acousmographe

. https://www.steinberg.net/nuendo/

0. https://www.roomeqwizard.com/

— © oo N

e a duragdo da reverberag¢io, dados que influenciario

directamente a inteligibilidade da interpretagio. Todos
esses dados foram usados para relacionar a prética da
interpretagio e realizar uma interpreta¢io final das obras
mencionadas.

A adaptacio do repertério requer um pensamento
critico sobre cada decisdo a ser tomada, como a tessitura
do instrumento, as limita¢des dos manuais e pedais, os
registos a serem usados ¢ a adapta¢ao das técnicas expan-
didas necessérias.

Para por em pritica esta investigacio cientifica,
programémos actividades para celebrar o centendrio
de Ligeti no Nova Contemporary Music Meeting™, sob o
mote Listening to today’s music. Neste recital, além dos
estudos para 6rgao de Ligeti, incluimos a adapta¢io de
Musica Ricercata (1951/53). Também apresentimos a obra
de Ligeti Poéme Symphonique (1962) no decorrer do con-
gresso NCMM na Sala de Esgrima do Colégio Almada
Negreiros e no Museu Nacional da Musica, com a equipa
do Grupo de Investiga¢io de Musica Contemporanea do
CESEM (fig. 5).

No Museu Nacional da Msica utilizamos o 6rgio
positivo, um tesouro nacional, da autoria de Joaquim
Anténio Peres Fontanes, MM582'%, Em 13 de Setembro
de 2023 comemorou-se 0 111.° aniversirio de John Cage
com a apresenta¢io completa da obra Organ*/ASLSP

ciclo com duragio de oito horas ininterruptas, no Museu

11. https://fabricadesites.fcsh.unl.pt/ncmm/

12. http://www.museunacionaldamusica.gov.pt/index.php?option=com_con-
tent&view=article&catid=&id=102%3Aorgao-positivo-mm-582&ltem-
id=57&lang=en
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Fig. 7. Capa do CD Avant-garde
(2022). Organ (2022).

Fig. 7. Avant-garde Organ cover

the 2024 Musica Viva Festival. This recital was done

on the historical organ of the Parish of Ajuda entitled

De resto, Orpheu ndo acabou ... (quoting Fernando Pessoa).
In this recital we decided to include works by Portuguese
composers, such has the final adaptation of the graphical
work of Alvim’s Peca com Vista (2018), organ works by
the late Ivan Moody and the premiere of the work com-
missioned by the Miso Music Portugal, Bruno Gabirro’s
Roda (2024) that uses a great amount of the multiple

combination of extended techniques.

Discography

In addition to the recitals two albums were recorded,
Avant-garde Organ (2022) and Aether Ventus (2023). In
these albums we find the application of all the perfor-
mance practices developed in this article. The recitals and
albums took into account, in addition to the performance
practice developed, other approaches and thoughts on the
interpretation of contemporary organ works by various
organists, through exploratory interviews, analysis of
their interpretations and personal debate (Blackburn,
Zathmiry and Susteck). The exploratory interviews car-
ried out were valuable for the historical contextualisation
of the works and the best way to perform them, consider-
ing the peculiarities of historical Portuguese organs. The
interviewees stated that the choice of this instrument,
the historical organ, for the realisation of these works
was not obvious and that the result would be a pertinent

academic investigation.
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DESCRIPTION AND CONSIDERATIONS
ON THE ALBUM AVANT-GARDE ORGAN

This album was released by g9musas's and published by
Codax Music'” on 6th of May 2022, with the support of
the GDA Foundation, CESEM, the Ministry of Culture
and the Parish of Our Lady of Ajuda. The album was
produced, recorded, performed and mastered by Cldudio
de Pina. The recording took place between January and
March, 2022, For the technical data sheet, reviews,
personal testimonies, acknowledgements, list of works
and specifications can be consulted in the booklet of the
album®.

For this album the connection between the works is
subtle. Nevertheless, there is an incessant search for a
new sound language, breaking with the imposed norms
of a centuries-old legacy. The organ, an apparatus that
is the sum of wind, pipes and keys, becomes bigger with
the imagination of those who operate it. It is a device
that incites the audacity of its operator, rivalling the
sonic potential of any modern instrument. This was our
contribution, to use a 200-year-old Portuguese organ in

avant-garde repertoire from the 6os.

The mental representation of monstrous, purposeless
machines that swallow up time and hum with inces-
sant constancy and then suddenly fall silent in an
unexpected way?. (Ligeti, 1969)

These sonorities are atypical for the organ, but benefit
the instrument’s already vast acoustic panoply. The lis-
tener is invited on this sonic journey through the visceral
world of the organ. We can listen to this album in binaural
mode, using only headphones, and enjoy the stereo version
on any sound system.

This album is the culmination of a restless curiosity to
explore the creation of interconnections and intertextu-
alities in music. It was a journey of six years of academic
research and thirty years of intimate experience with this
particular organ. The aim of this album was to recreate
the most unusual works in the organ repertoire from the
60s to the 8os.

There is a deeper relationship between these works, be-
yond their novelty and aesthetics. We wanted to express

16. https://9musas.pt/

17. https://codaxmusic.com/product/avant-garde-organ/

18. https://open.spotify.com/album/3e5Tlj5rqDCqf605ITZT10

19. https://www.claudiodepina.com/booklet.html

20. Our translation — “La représentation mentale de machines monstrueus-
es, sans finalité, qui engloutissent le temps et bourdonnent avec un im-
placable constance puis se taisent tout a coup de maniére inanttendue”.



Nacional da Musica, utilizando o mesmo 6rgio histérico.
Para este recital, utilizimos pesos de chumbo para con-
seguir notas extremamente longas.

Por fim, foi realizada uma residéncia artistica no
O’culto da Ajuda para concretizar o material sonoro para
a obra de Kagel, Phantasie (1967). Esta residéncia resultou
numa apresentag¢ao publica da obra, que foi repetida na
30.2 edi¢do do Festival Musica Viva (2024). Este recital
foi realizado no 6rgio historico da Par6quia da Ajuda,
intitulado como De resto, Orphen ndo acabou ... (citado de
Fernando Pessoa). Neste recital, decidimos incluir obras de
compositores portugueses, como a adaptagdo final da obra
grifica de Alvim, Pe¢a com Vista (2018), obras para érgio do
falecido Ivan Moody e a estreia da obra encomendada pela
Miso Music Portugal de Bruno Gabirro, a Roda (2024) que

utiliza combinac¢oes multiplas de técnicas expandidas.

Discografia

Além dos recitais foram gravados dois dlbuns, Avanz-
garde Organ (2022) ¢ Aether Ventus (2023). Nestes dlbuns
encontramos a aplica¢io de todas as préticas de execucio
desenvolvidas neste artigo. Os recitais e os dlbuns tiveram
em conta, para além da prética interpretativa desenvolvida,
outras abordagens e reflexdes sobre a interpretacio de
obras contemporaineas para érgio por virios organistas,
via entrevistas exploratérias, andlise das suas interpreta-
¢oes e debate pessoal (Blackburn, Zathmary e Susteck). As
entrevistas exploratorias realizadas foram valiosas para a
contextualiza¢io histérica das obras e a melhor forma de
as executar, tendo em conta as peculiaridades dos 6rgaos
histéricos portugueses. Os entrevistados afirmaram que

a escolha deste instrumento, o 6rgio histérico, para a
realizagdo destas obras nio era 6bvia, que o resultado seria

uma investiga¢do académica pertinente.

DESCRICAO E CONSIDERAGOES
DO ALBUM AVANT-GARDE ORGAN

Este dlbum foi editado pela 9musas®® e publicado pela
Codax Music** a 6 de Maio de 2022, com o suporte da
Fundagio GDA, CESEM, Ministério da Cultura e a
Paroquial da Nossa Senhora da Ajuda. O 4lbum foi pro-
duzido, gravado, interpretado e masterizado por Claudio
de Pina. A gravacio ocorreu entre Janeiro e Margo de

2022". Para a ficha técnica, criticas, testemunhos pes-

13. https://9musas.pt/
14, https://codaxmusic.com/product/avant-garde-organ/
15. https://open.spotify.com/album/3e5Tlj5rqDCqf605ITZT10

soais, agradecimentos, lista de obras ¢ especificagoes,
consulte o libreto do album?™

Neste album a ligag¢ao entre as obras ¢ subtil. No en-
tanto, ha uma busca incessante por uma nova linguagem
sonora, rompendo com as normas impostas por um lega-
do secular. O érgio, um aparelho que é a soma de vento,
tubos e teclas, torna-se maior com a imaginag¢ao daqueles
que o operam. E um dispositivo que incita a audacia do
seu operador, rivalizando com o potencial sonoro de
qualquer instrumento moderno. Esta foi a nossa con-
tribuicdo, usar um 6rgiao portugués com 200 anos num

repertério vanguardista da década de 6o.

A representagio mental de mdquinas monstruosas e
sem proposito que devoram o tempo e zumbem com
constante incessincia, para entio, de repente, silencia-

rem de forma inesperada'. (Ligeti, 1969)

Estas sonoridades sdo atipicas para o 6rgio, mas bene-
ficiam a ja vasta panoplia acustica do instrumento.

O ouvinte ¢ convidado a embarcar nesta viagem sonora
pelo mundo visceral do 6rgiao. Podemos ouvir este 4lbum
em modo binaural, utilizando apenas auscultadores e des-
frutar da versio estéreo em qualquer sistema de som.

Este album ¢ o culminar de uma curiosidade incansé-
vel por explorar a cria¢io de interconexdes e intertextu-
alidades na musica. Foi uma jornada de seis anos de
pesquisa académica e trinta anos de experiéncia intima
com este 6rgio em particular. O objectivo deste album foi
recriar as obras mais invulgares do repertério para érgao
da década de 60 até 8o.

Existe uma relacio mais profunda entre estas obras,
para além da sua novidade ¢ estética. Queriamos expres-
sar a dicotomia extrema entre notas longas e lentas versus
notas curtas e rapidas. Explorar a restricio de usar apenas
uma nota, duas notas, até um conjunto completo de dez
notas. Utilizar ritmos irregulares que gradualmente acele-
ram e desaceleram. A soma de tudo isto é um exercicio de
nuances extremas e dicotémicas de modo a alcancarem
um resultado que possa agradar e captar a atengao de
qualquer ouvinte.

A duragio de cada obra esta relacionada com constantes
matemiticas e fisicas, com o arredondamento e a margem
de erro apropriados. Os movimentos individuais de cada

ciclo de obras (Rrrrrrr... de Kagel, Musica Ricercara de

16. https://www.claudiodepina.com/booklet.html

17. Nossa traducdo — “La représentation mentale de machines mon-
strueuses, sans finalité, qui engloutissent le temps et bourdonnent
avec un implacable constance puis se taisent tout a coup de maniére
inanttendue”.
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the extreme dichotomy between long, slow notes versus
short, fast notes. Exploring the constraint of using just
one note, two notes, up to a complete cluster of ten notes.
Utilising irregular rhythms that gradually speed up and
slow down. The sum of all this is an exercise in extreme
and dichotomous nuances to achieve a result that can
please and capture the attention of any listener.

The duration of each work is related to mathematical
and physical constants, with the appropriate rounding
and margin of error. The individual movements of each
cycle of works (Rrrrrrr.... by Kagel, Musica Ricercata
by Ligeti and ASLSP by Cage) were chosen using the I
Ching, a method proficiently used by John Cage.

The works were meticulously realised using extended
techniques and various materials such as fishing weight
rods, ohashi, whistles and musical toys. The main rule
that we followed was - no modification or alteration of
the instrument. The extended techniques mentioned
above are unconventional ways of playing the organ,
such as gradually opening the registers, switching off the
motor that powers the bellows and using ohashi (oriental
cutlery) to fix the keys. These techniques are used in all
the works, bringing Ligeti’s sonic expansion and way of
thinking to the works of other composers.

The improvisations were made according to the aes-
thetics and chords of La Monte Young (the Magic chord
and the Dream chord)*, using the same sound material
and techniques mentioned above. Young’s works are full
of theatricality, intertwining with the humour of Kagel’s
works incorporated into the interpretation.

In Young’s verbal scores* a prior preparation had to be
made to interpret them on a historical organ. You have to
think ‘outside the box’ to play them. The same principle
was applied to the Piano Pieces for David Tudor (1960).

Beyond these objectives, we felt the need to instil in
any listener a reduced hearing to the soundscape that was
created with this instrument through this interpretative
practice. For the listener, who has no prior information
about what extended techniques are and how they are
realised, accepts these sounds as they are, disconnected
from their sound source.

The binaural recording benefits this attentive lis-
tening. This was achieved with a pair of microphones
mounted on a Jecklin disc system?. This absorbent disc
is positioned between the two microphones and creates

an acoustic shadow that separates the sound image of the

21. Magic Chord: G, A, B, C, D, E, F# and G. Dream Chord: G, C, C# and D..

22. Cycle of works Composition #1960 and Piano Pieces for David Tudor of
La Monte Young.

23. https://www.josephson.com/tn5.html
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two microphones. This acoustic shadow creates a quasi-
binaural effect in the stereo recording.

This technique was developed by Jiirg Jecklin, a
sound engineer at Swiss Radio, who called it Optimal
Stereo Signal (OSS). This technique is a refinement of
Alan Blumlein’s 1931 patent, Baffled binaural microphone
technique. Jecklin’s technique differs in a 35 cm disc with
absorbent material and a distance of 16.5 cm between the
microphones, which coincides with the average distance
between the ears. With this technique, the recording can
be listened to through headphones in binaural format,
but retain their stereophonic character if listened to on
aregular loudspeaker system. In other words, with this
technique there is no cut or phase effect, typical of bin-
aural recordings, when reproduced with loudspeakers.
This immersive character is enhanced by the preferential
location of the microphones on the balustrade opposite
the organ in the high choir, facing the organ facade. The
distance between the microphones was also taken into
account, as this is the point where the reverberation
naturally decreases in relation to the direct sound of the
organ, but maintains the stereophony characteristic of the
positioning of each pipe. This method represents a more
natural way of recording and listening the organ, and at
the same time enhances and prepares the listening experi-

ence of these vanguard works and their special techniques.

AETHER VENTUS ALBUM

Aether Ventus* is an album that explores the inter-
connection of various musical techniques in the field

of improvised music, intuitive music and real-time
composition. This album explores the sonority of the
organ with the application of the extended techniques
developed in this work. This album was recorded at the
Parish Church of Our Lady of Ajuda, with the organ built
by Cerveira, in partnership with the electronic sounds
coming from the theremin’s®® menagerie, microphones,
controllers and modular synthesisers by Andrew Levine.
In this interconnection, Pina and Levine intend to form
a new element, which in their imagination is a mixture
of wood, metal and wind - Ventus, with electricity and
electromagnetism —, Aether. The result is a fusion be-
tween the old-fashioned organ and modern electronics,
creating a sonic journey that transports the listener to

new worlds. This journey is favoured by the ambisonic

24. https://open.spotify.com/album/4y1nSaxP98PhYWeBQbQ1zA

25. An electronic instrument invented by Leon Theremin in 1928, it allows
you to control the pitch and amplitude of the instrument’s sound with
gestures that are picked up by two antennae.



Ligeti e ASLSP de Cage) foram escolhidos
com recurso ao I Ching, um método utilizado
com proficiéncia por John Cage.

As obras foram meticulosamente reali-
zadas recorrendo a técnicas expandidas e
varios materiais, tais como pesos de pesca,
ohashi (utensilio de cozinha oriental), apitos
¢ brinquedos musicais. A regra principal
que seguimos foi - nenhuma modifica¢io
ou alteracio do instrumento. As técnicas
expandidas, j4 mencionadas, sdo formas
ndo convencionais de tocar o 6rgao, tais
como abrir gradualmente os registos, de-
sligar o motor que acciona os foles e usar
ohashi para fixar as teclas. Estas técnicas
sio utilizadas em todas as obras, trazendo

a expansio sonora ¢ a forma de pensar de

Ligeti para as obras de outros compositores.  Fig. 8. Positioning the recording system:
Jecklin disk and DPA 4090.

As improvisa¢des foram feitas conforme
a estética e os acordes de La Monte Young
(0 Acorde Magico e o Acorde Sonho)™, usando o mesmo
material sonoro e as mesmas técnicas. As obras de Young
estdo repletas de teatralidade, entrelagando-se com o
humor das obras de Kagel incorporadas na interpretagao.

Nas partituras verbais de Young' foi necessario fazer
uma preparag¢do prévia para interpreti-las num érgio
histérico. E preciso pensar «fora da caixa» para toca-las.
O mesmo principio foi aplicado as Piano Pieces for David
Tudor (1960).

Para além destes objectivos, sentimos a necessidade
de incutir em qualquer ouvinte uma audicio reduzida
a paisagem sonora criada com este instrumento através
desta pritica interpretativa. Para o ouvinte, que nio tem
informacio prévia sobre o que sdo técnicas expandidas
e como sio realizadas, aceita estes sons tal como sio,
desconectados da sua fonte sonora.

A gravacio binaural beneficia essa escuta atenta. Isso
foi conseguido através de um par de microfones monta-

20, Este disco absorvente

dos num sistema de disco Jecklin
¢ posicionado entre os dois microfones e cria uma sombra
acustica que separa a imagem sonora dos dois microfones.
Essa sombra actstica cria um efeito quase binaural na
gravagio estéreo.

Esta técnica foi desenvolvida por Jirg Jecklin, enge-

nheiro de som da Rédio Suica, que a apelidou de Optimal

18. Acorde Magico: Sol, L4, Si, D6, Ré, Mi, Fa# e Sol. Acorde Sonho: Sol, D6,
Do# e Ré.

19. Ciclo de obras Composition #1960 e as Piano Pieces for David Tudor
de La Monte Young.

20. https://www.josephson.com/tn5.html

Fig. 8. Posicionamento do Jecklin
disk e DPA 4090.

Stereo Signal (OSS). Esta técnica ¢ um aperfeicoamento da
patente de Alan Blumlein de 1931, técnica de microfone
binaural com deflector. A técnica de Jecklin difere por
utilizar um disco de 35 cm com material absorvente e uma
distancia de 16,5 cm entre os microfones, que coincide
com a distincia média entre os ouvidos. Com esta técnica,
a grava¢do pode ser escutada por meio de auscultadores
em formato binaural, mas mantém o seu caracter estereo-
fonico se for escutada num sistema de altifalantes normal.
Por outras palavras, com esta técnica nao ha efeito de
corte ou fase, tipico das grava¢oes binaurais, quando
reproduzidas com altifalantes. Este caracter imersivo é
reforcado pela localizagio preferencial dos microfones

na balaustrada em frente ao 6rgio no coro alto, de frente
para a fachada do 6rgao. A distincia entre os microfones
também foi tida em conta, pois este é o ponto onde a rever-
beracio diminui naturalmente em relacio ao som directo
do 6rgio, mas mantém a estereofonia caracteristica do
posicionamento de cada tubo. Este método representa
uma forma mais natural de gravar e ouvir o 6rgao ¢, ao
mesmo tempo, melhora e prepara a experiéncia auditiva

destas obras de vanguarda e das suas técnicas especiais.

AETHER VENTUS
Aether Ventus* é¢ um album que explora a interligacio de
varias técnicas musicais no campo da musica improvisada,

musica intuitiva e composi¢io em tempo real. Este

21. https://open.spotify.com/album/4y1nSaxP98PhYWeBQbQ1zA

265



Fig. 9. Aether Ventus (2023).

Fig. 9. Aether Ventus (2023).

recording that creates an immersive three-dimensional
sound field, allowing the listener to experience the full
range of sounds produced by the organ and electronics.
Aether Ventus is also a celebration of the centenary of
Hungarian composer Gyorgy Ligeti and his avant-garde
legacy. Taking Ligeti’s compositional resources as a
starting point, such as clusters, graphic musical notation,
micropolyphony, microtonalism, electronics and uncon-
ventional rhythms. With these resources we aim to create
a unique sound experience that pays homage to Ligeti’s
innovative spirit. A testimony to Ligeti’s lasting influence
on contemporary music and his legacy as one of the most
important avant-garde composers of the 2oth century.
Aether Ventus is an applied study inspired by the nine
objectives set out by Ligeti in the article Whar does the com-
poser of our time expect of the organ (1970). The interpretation
was influenced by these objectives and the application of
compositional techniques used by Ligeti. The relationship
between the organ and the theremin is mutually exclusive

in relation to Ligeti’s aims for the future of the organ.

Conclusion

The repertoire presented here has left an indelible mark
on the legacy of contemporary music for the historical
organ. We can conclude that the composers Ligeti, Kagel,
Cage and lesser-known Bengt Hambracus (1928-2000),
left seminal works that influenced the future of the
organ. It’s understandable that the advent of electronic
and electroacoustic music, created in the studio, had its
impact on the mentality of these composers, as we argued

at the conference Nova Contemporary Music Meeting:
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This period literally breathed new life into the organ,
exploring new sonorities without altering the instru-
ment. These sonorities are unique and relevant to

contemporary music and are similar to the sonorities

of acousmatic music. (Pina, 2018)

However, the achievements of these composers have not
caused or generated the critical mass needed to change
the understanding of the works presented here. Mainly
in terms of the pedagogy of organ teachers in relation

to this type of work. Nor have they altered the thinking
of organ builders when it comes to organ building and
experimentation (apart from a few examples, like the
organs in Kassel and Cologne). Organist Susteck says:
“These composers challenged the organ itself, bringing
a new ‘non-European’ [sic] way of thinking.” (Susteck,
2022). Composer and organist Jodo Pedro Oliveira says
that it’s not necessary to change the instrument, but rather
the mentality of all those involved in it. We associate with
Oliveira’s thought: ‘Further experimentations (notation,
technology and practices) are pertinent for the future of
the organ.’ (Oliveira, 2022), combined with what Ligeti
expressed in What does the composer of our time expect of the
organ (Ligeti, 1970).

As we have already seen these techniques can be per-
muted and iterated, creating a new sound expansion. The
resulting works present and demonstrate some of these
composite examples that will benefit the use of the his-
torical organ in contemporary music.

Is it a mistake to use extended techniques or other
unconventional interpretative practices on such an old
instrument with an immeasurable historical legacy? We
conclude that it isn’t, the repertoire and contemporary
organists indicate a pertinent legacy that begun in the
mid-2oth century by Hambraeus and Ligeti. About an
object and its function, in this case a chair, we quote Evan

Davis, in the magazine Opumo:

A chair’s function is not just to provide a place to sit;

it is to provide a medium for self-expression. Chairs
are about status, for example. Or signalling something
about oneself. That’s why the words chair, seat and
bench have found themselves used to describe high
status professions, from Academia to Parliament to the
Law. (Davis, 2005).

A chair is not limited to its function. Like the organ, it
doesn’t just have one function; the accompaniment of the
Liturgy, Early Music or Baroque recitals.

These results, discussion, critical reception, interviews



dlbum explora a sonoridade do 6rgio com a aplicagio
das técnicas expandidas desenvolvidas neste trabalho.
Este album foi gravado na Igreja Paroquial da Nossa
Senhora da Ajuda, no 6rgao construido por Cerveira,
em parceria com os sons electrénicos provenientes do
theremin®*, microfones, controladores e sintetizadores
modulares de Andrew Levine. Nesta interconexio, Pina
e Levine pretendem formar um novo elemento, que
na sua imaginacio ¢ uma mistura de madeira, metal e
vento — Ventus, com electricidade e electromagnetismo -,
Aether. O resultado ¢ uma fusio entre o 6rgio histoérico e
a electronica moderna, criando uma viagem sonora que
transporta o ouvinte para novos mundos. Esta viagem ¢
favorecida pela gravagio ambisénica que cria um campo
sonoro tridimensional imersivo, permitindo ao ouvinte
experimentar toda a gama de sons produzidos pelo 6rgao
¢ a electronica. Aether Ventus ¢ também uma celebragio do
centendrio do compositor hiingaro Gyorgy Ligeti e do seu
legado vanguardista. Tomando como ponto de partida
os recursos composicionais de Ligeti, tais como clusters,
nota¢io musical grafica, micropolifonia, microtonalismo,
electrénica e ritmos nao convencionais. Com estes recur-
s0s, aspiramos criar uma experiéncia sonora unica que
presta homenagem ao espirito inovador de Ligeti. Um
testemunho da influéncia duradoura de Ligeti na musica
contemporinea e do seu legado como um dos composi-
tores vanguardistas mais importantes do século XX.
Aether Ventus ¢ um estudo aplicado inspirado nos nove
objectivos estabelecidos por Ligeti no artigo What does the
composer of our time expect of the organ (1970). A interpretagio
foi influenciada por esses objectivos e pela aplicacio das
técnicas de composi¢do utilizadas por Ligeti. A relagio
entre o 6rgao ¢ o theremin ¢ mutuamente exclusiva em

relagio aos objectivos de Ligeti para o futuro do 6rgao.

Conclusdo

O repertério aqui apresentado deixou uma marca indelé-
vel no legado da musica contemporanea para o érgao
histérico. Podemos concluir que os compositores Ligeti,
Kagel, Cage e 0 menos conhecido Bengt Hambraeus
(1928-2000) deixaram obras seminais que influenciaram o
futuro do 6rgio. E compreensivel que o advento da musica
electrénica e electroacustica, criada em estadio, tenha tido
impacto na mentalidade destes compositores, como defen-

demos no congresso Nova Contemporary Music Meeting:

22. Um instrumento electrénico inventado por Leon Theremin em 1928,
permite controlar o tom e a amplitude do som do instrumento com
gestos captados por duas antenas.

This period literally breathed new life into the organ,
exploring new sonorities without altering the instru-
ment. These sonorities are unique and relevant to

contemporary music and are similar to the sonorities

of acousmatic music. (Pina, 2018)

No entanto, as conquistas desses compositores nio
causaram, ou geraram a massa critica necessiria para
mudar a compreensdo das obras aqui apresentadas.
Principalmente em termos da pedagogia dos profes-
sores de 6rgio em relacdo a este género de obras. Nem
alteraram o pensamento dos organciros quando se trata
de construgio e experimentacio (excepto alguns exemp-
los, como os 6rgios em Kassel e Colénia). O organista
Susteck afirma: «Estes compositores desafiaram o
proprio 6rgao, trazendo uma nova forma de pensar “nao
europeia”.» (Susteck, 2022). O compositor e organista
Jodo Pedro Oliveira afirma que ndo ¢ necessario mudar o
instrumento, mas sim a mentalidade de todos os envolvi-
dos nele. Concordamos com o pensamento de Oliveira:
«Mais experiéncias (notacio, tecnologia e praticas) sio
pertinentes para o futuro do 6rgio.» (Oliveira, 2022),
combinadas com o que Ligeti expressou em What does the
composer of our time expect of the organ (Ligeti, 1970).

J4 demonstrado, estas técnicas podem ser permutadas
e misturadas, criando uma expansio sonora. As obras re-
sultantes apresentam e demonstram alguns destes exem-
plos compostos que beneficiardo o uso do érgao historico
na muasica contemporanea.

E um erro usar técnicas expandidas ou outras préticas
interpretativas ndo convencionais num instrumento
tao antigo com um legado histérico imensurével?
Concluimos que nio, o repertdrio ¢ os organistas
contemporineos indicam um legado pertinente que
comec¢ou em meados do século XX por Hambraeus e
Ligeti. Sobre um objecto ¢ a sua fungio, neste caso uma

cadeira, citamos Evan Davis na revista Opumo:

A chair’s function is not just to provide a place to sit;

it is to provide a medium for self-expression. Chairs
are about status, for example. Or signalling something
about oneself. That’s why the words chair, seat and
bench have found themselves used to describe high
status professions, from Academia to Parliament to the

Law. (Davis, 2005).

Uma cadeira ndo se limita a sua fung¢io. Tal como o
6rgio, nao usufrui apenas de uma fung¢ao: acompanhar
a liturgia, recitais e/ou concertos de musica antiga, ou

musica barroca.
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and testimonies showed an interest in contemporary organ
music, especially in its adaptation for the historical organ.
A new repertoire can easily be created using these
extended techniques, without the need for special vector
graphics software, or prior inspection or modification
of the organ, as happened in the creation of Gabirro’s
Roda (2024). By demonstrating how easy it is to deal with
these unconventional techniques, we can apply them and
expand existing organ works. From the organ teacher’s
point of view, one can assume the pedagogical benefits of
using simpler notation to prepare students to deal with
certain unconventional techniques, while at the same
time increasing attention to listening and the importance
that stop manipulation gives to each work. It should be
noted that the instrumental practice of unconventional
techniques equips the organist with tools that will be
beneficial throughout the instrument’s repertoire such as;
paying full attention to the sound produced by the organ,
the importance of registration, the importance of estab-
lishing a historical context for each work/composer and
that each organ is a unique instrument. Organists can
easily reproduce extended techniques on modern organs®
using pedals or other controls. They could also use the
performance techniques developed in this work, as they
don’t need extra resources (such as registrant assistants).
If you want to adapt other genre of repertoire we also
recommend comparing new and old interpretations of
some of the works proposed in this work, such as those
realised by Zsigmond Szathméiry and Dominik Susteck.
This article proposed a laboratory of performance
practice, with an interconnection between the notations
and techniques that can be used, mostly applied to the
historical organ. In fact, most of these instruments are
entirely mechanical in nature and the degree of control
of the keys and stops is directly linked to their operation.
However, there are instruments with digital or electronic
control of the stops that make it impossible to expand
the sound or manipulate the stops, something that Ligeti
warns about in the performance notes of his organ works.
In realising this laboratory, we became aware of the
seriousness of Ligeti’s invitation: “[...] be inventive.”
(Ligeti, 1969). Ligeti opened up the sonic possibility
of the organ, opening up a new world of sound. Ligeti
showed that the instrument could be used in other ways,
encouraging performers and composers with a para-
digm that his still relevant today. The legacy he leaves
behind in his writings changes the commonly held idea

of this instrument. Even today, his studies constitute an

26. Orgelpark, St. Peter and Kassel.
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avant-garde, pertinent and modern approach that con-
tains enough elements to set it apart from other contem-
porary organ music.

The analysis, with elements of acoustics, spectrograms,
MIDI and terms used from other musical areas (like
sound masses from electroacoustic music) is a proven
methodology to engage with these works. The focus on
the sound result is fundamental for these composers, and
analysing and interpreting these works brings a new un-
derstanding that benefits all contemporary music based
on textures or timbre.

The proposed recitals proved that it is possible to
perform contemporary music on a historical organ and
have an engaging audience, both in the works and in
their realisation. In addition to the recitals held in the
Parish Church of Our Lady of Ajuda, the other recitals
held on the Fontanes positive organ at the National
Music Museum were relevant not only for crystallising
the performance practice, but also for creating a new
audience and presenting the same techniques from the in-
terpretative practice laboratory on a different instrument
- proving the validity of this methodology. Nevertheless,
the audience and critics of these recitals were extremely
favourable, with a lot of support and positive comments.
Most of these recitals were recorded and can be viewed
online on the YouTube platform* and on our personal
website?®.

The release of the albums Avanz-garde Organ and
Aether Ventus proved the effectiveness of the interpre-
tative practice developed in the laboratory of this work
for a broader audience. The adaptation of extended
techniques, always with the aim of creating a new sonic
expansion of the historical organ, exceeded our expec-
tations. The historical Portuguese organ is an excellent
example of how an old instrument can still breathe
vigorously through this new repertoire, due to its unique
character and the genius of Portuguese organ builders.

In this way, we demonstrate that all the objectives of
this work have been checked and exceeded.

Regarding secondary objectives, we added artistic
and scientific knowledge about this field of study. We
conclude that the cultural legacy of this instrument will
endure over time, preventing this heritage from being

devalued or confined to just one musical genre.

27. https://www.youtube.com/watch?v=IFgHr3GkaRo&list=PLXHgOQD-
he-9nKjEG64I1HZOdxPLGCR7YZ
28. https://www.claudiodepina.com/photos.html



Estes resultados, discussoes, criticas, entrevistas e
testemunhos revelaram um interesse pela musica con-
temporanea para 6rgio - especialmente na sua adaptagio
para o 6rgio histérico.

Um novo repertério pode ser facilmente criado usando
essas técnicas expandidas, sem a necessidade de um sofz-
ware especial de graficos vetoriais, ou inspec¢do prévia,
ou modifica¢io do 6rgio - como aconteceu na criagio de
Roda (2024) de Gabirro. Ao demonstrar como ¢ ficil lidar
com essas técnicas nio convencionais, podemos aplica-las
¢ expandir as obras existentes para 6rgio. Do ponto de
vista do professor de 6rgdo, pode-se assumir os beneficios
pedagogicos do uso de uma notacio mais simples para
preparar os alunos para lidar com certas técnicas nao
convencionais. Ao mesmo tempo, aumenta a ateng¢ao a
audicio ¢ a importincia que a manipula¢io dos registos
da a cada obra. Deve-se notar que a prética instrumental
de técnicas nio convencionais equipa o organista com
ferramentas que serdo benéficas em todo o repertério
do instrumento, tais como: prestar total atencio ao
som produzido pelo 6rgio, a importancia do registo, a
importancia de estabelecer um contexto histérico para
cada obra/compositor — que cada 6rgao ¢ um instrumento
unico. Os organistas podem reproduzir facilmente técni-
cas avan¢adas em 6rgios modernos* com outros recursos.
Também poderiam usar as técnicas de interpretagio
desenvolvidas neste trabalho, ja que ndo precisam de
recursos extras (como assistentes de registo). Se quiser
adaptar outros tipos de repertério, também recomenda-
mos comparar interpreta¢des novas ¢ antigas de algumas
das obras propostas neste trabalho, como as realizadas
por Zsigmond Szathméry e Dominik Susteck.

Este artigo propds um laboratério de pratica inter-
pretativa, com uma interliga¢io entre as notagoes e as
técnicas que podem ser utilizadas, aplicando-as principal-
mente ao 6rgio histérico. Na verdade, a maioria destes
instrumentos ¢ de natureza inteiramente mecinica e o
grau de controlo das teclas e registos estd directamente
ligado ao seu funcionamento. No entanto, existem
instrumentos com controlo digital ou electrénico dos
registos que impossibilitam a expansio do som ou a
manipulag¢io dos registos, algo que Ligeti alerta nas notas
de interpretacio das suas obras para 6rgio.

Ao concretizar este laboratério, tomdmos consciéncia
da seriedade do convite de Ligeti: «[...] sejam inventivos.»
(Ligeti, 1969). Ligeti abriu as possibilidades sonoras do
6rgao, revelando um novo mundo sonoro. Ligeti demo-
strou que o instrumento podia ser utilizado de outras

formas, incentivando intérpretes ¢ compositores com um

23 Orgelpark, St. Peter e Kassel.

paradigma que ainda hoje ¢ relevante. O legado que ele
deixa nos seus escritos muda a ideia comummente aceite
sobre este instrumento. Ainda hoje, os seus estudos con-
stituem uma abordagem vanguardista, pertinente ¢ mo-
derna, que contém elementos suficientes para o distinguir
de outra musica contemporinea para érgao.

A anilise, com elementos de acustica, espectrogramas,
MIDI e termos utilizados noutras dreas musicais (como
massas sonoras da musica electroactstica, ¢ uma metodo-
logia comprovada para abordar estas obras. O foco no
resultado sonoro ¢ fundamental para estes compositores e
a analise e a interpretacdo destas obras trazem uma nova
compreensio que beneficia toda a musica contemporinea
baseada em texturas ou timbres.

Os recitais propostos provaram ser possivel tocar
musica contemporanea num 6rgao historico e cativar o
publico, tanto nas obras como na sua realiza¢io. Para
além dos recitais realizados na Igreja Paroquial da Nossa
Senhora da Ajuda, os outros recitais realizados no 6rgio
positivo Fontanes no Museu Nacional da Musica, foram
relevantes ndo s6 para cristalizar a pratica interpretativa,
mas também para criar um publico e apresentar as mes-
mas técnicas do laboratério de pratica interpretativa num
instrumento diferente - comprovando a validade desta
metodologia. No entanto, o publico ¢ os criticos destes
recitais foram extremamente favoraveis, com muito apoio
e comentarios positivos. A maioria destes recitais foi gra-
vada e pode ser vista em linha na plataforma YouTube**
€ 10 nosso sitio pessoal®.

A edi¢io dos albuns Avant-garde Organ e Aether Ventus
comprovou a eficicia da pratica interpretativa desenvolvi-
da no laboratério deste trabalho para um puablico mais
vasto. A adaptagdo de técnicas expandidas, sempre visan-
do criar uma nova expansio sonora do érgao historico,
superou as nossas expectativas. O 6rgio histérico portu-
gués ¢ um excelente exemplo de como um instrumento
antigo ainda pode respirar vigorosamente através deste
novo repertério, devido ao seu carcter tnico e ao génio
dos construtores de 6rgaos portugueses.

Desta forma, demonstramos que todos os objectivos
deste trabalho foram verificados ¢ superados.

No que diz respeito aos objectivos secundarios, acres-
centamos conhecimento artistico e cientifico sobre este
campo de estudo. Concluimos que o legado cultural deste
instrumento perdurara ao longo do tempo, impedindo
que este patriménio seja desvalorizado ou confinado a

apenas um género musical.

24. https://www.youtube.com/watch?v=IFgHr3GkaRo&list=PLXHgOQD-
he-9nKjEG6411HZOdxPLGCR7YZ
25. https://www.claudiodepina.com/photos.html
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Getting started ...

This article explores the notion of creative conservation
and its potential role in shaping the future of today’s art
music. It investigates how the intersection between current
ontological complexities of cultural heritage and artistic
innovation invites a rethinking of both preservation and
artistic practice. Through an analysis of the multimedia
piano piece Projected Game I (1979), a collaborative work
by the Portuguese composer Clotilde Rosa (1930-2017)
and the Portuguese visual artist Eduardo Sérgio (1937-),
this article examines how creative conservation can serve
not only as a tool for preserving cultural heritage, but
also as a catalyst for artistic reinvention and dialogue
between past and present... between conservation and

creation.

Playing with Creative Conservation
onto Projected Game | ...

Cultural heritage, in its tangible and intangible forms,
provides a link to the past, through which societies con-
stantly reinterpret their identities and values. The Faro
Convention (2005) on the Value of Cultural Heritage
for Society underscores this perspective by defining
cultural heritage as “a group of resources inherited from
the past which people identify, independently of owner-
ship, as a reflection and expression of their constantly
evolving values, beliefs, knowledge and traditions. It
includes all aspects of the environment resulting from

the interaction between people and places through
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time.” This statement shifts the focus from a static

view of heritage — which posits that cultural heritage
consists of non-renewable tangible objects of exceptional
historical or artistic value (to name but the UNESCO’s
western-biased and disputed 1972 concept of “cultural
heritage”) - toward a more active and dynamic model,
fostering cultural and ecological interconnectedness.
Cultural heritage is more and more regarded as a social
and cultural process in that it undergoes a dynamic and
continuous process of cultural and social transforma-
tion and renewal over time. This perspective is more
suited to and supportive of the theoretical concept of
creative conservation, which calls for a shift from the
current passive conservation paradigm toward an active
mode of preservation. As one can read on the Creative
Conservation MANIFESTO: “Creative conservation
pushes conservators to move from a passive and often
invisible creative agency (in a technical sense) towards
an active and visible creative agency (in an artistic
sense). In other words, through creative conservation,
we propose an active mode of preservation that not only
forces conservators to imagine different trajectories in
relation to remnant ecologies but also requires a new
understanding of the word conservation as it currently
prioritises the recovery of an imagined original state of
the material fabric over the creation of possible future
states.” Creative Conservation promotes the idea that to
conserve is not merely to preserve an object in its “origi-
nal state” (regardless of what that may mean), but to

engage with it creatively, allowing it to be reinterpreted
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Para comecar ...

O presente artigo explora a no¢ao de conservagao criativa
¢ o seu potencial papel na defini¢io do futuro da musica
erudita atual, investigando como a interse¢do entre as
atuais complexidades ontolégicas do patriménio cul-
tural e da inovacio artistica convida a repensar tanto a
preservacio como a pratica artistica. Através da analise
da peca multimédia para piano Jogo Projectado I (1979),
um trabalho colaborativo da compositora portuguesa
Clotilde Rosa (1930-2017) ¢ do artista visual portugués
Eduardo Sérgio (1937-), este artigo examina como a con-
servacio criativa pode servir ndo s6 como ferramenta de
preservacio do patrimonio cultural, mas também como
catalisador de reinvengio artistica e de didlogo entre o

passado e o presente, entre a conservagao e a criacio.

Jo%ando com Conservagao Criativa
sobre Jogo Projetado [ ...

O patriménio cultural, nas suas formas tangiveis e
intangiveis, estabelece uma liga¢io com o passado, per-
mitindo as sociedades reinterpretar constantemente as
suas identidades e valores. A Convencio de Faro (2005)
sobre o Valor do Patriménio Cultural para a Sociedade
destaca esta perspetiva ao definir o patriménio cultural
como «um conjunto de recursos herdados do passado que
as pessoas identificam, independentemente do regime de
propriedade dos bens, como um reflexo e expressio dos
seus valores, crengas, saberes e tradi¢des em permanente

evolugio. Inclui todos os aspetos do meio ambiente resul-

tantes da interagdo entre as pessoas ¢ os lugares através do
tempo». Esta declaragio desloca o foco de uma visao esti-
tica do patriménio — que o considera composto por objetos
tangiveis, ndo renovéveis, de valor histérico ou artistico
excecional (para citar apenas o conceito ocidentalista e
contestado da UNESCO de 1972 de «patriménio cultural»)
- para um modelo mais ativo e dinAmico, que promove a
interligagdo cultural e ecolégica. O patriménio cultural é
cada vez mais considerado um processo social e cultural,
na medida em que esta sujeito a um processo dinimico e
continuo de transformacio e renovagio cultural e social
ao longo do tempo. Esta perspetiva ¢ mais adequada ao
conceito tedrico de conservagdo criativa, que apela a uma
mudanca do atual paradigma de conservacio passiva para
um modo ativo de preservacio. No MANIFESTO da
Conservagio Criativa pode ler-se: «A conservacio criativa
leva os conservadores a passar de uma agéncia criativa
passiva e muitas vezes invisivel (no sentido técnico) para
uma agéncia criativa ativa e visivel (no sentido artistico).
Em suma, através da conservacio criativa, propomos um
modo ativo de preservacio que nio sé obriga os conserva-
dores a imaginarem trajetérias diferentes em relagio as
ecologias remanescentes, como também exige uma nova
compreensio da palavra «conservacio», uma vez que
atualmente se da prioridade a recuperacio de um estado
original imagindrio do tecido material em detrimento

da criacio de possiveis estados futuros.» A Conservagio
Criativa promove a ideia de que conservar nio ¢ apenas
preservar um objeto no seu «estado original» (independ-

entemente do que isso possa significar), mas envolver-se
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in light of present needs and, hence, making the object

worthy of preservation. Rather than seeing historic
works as static relics, “frozen in time”, creative conserva-
tion repositions them as evolving “texts”, open to new
interpretations and new audiences, thus reflecting the
goals of the Faro Convention.

By now the reader may be asking: What does creative
conservation have to do with today’s art music? Let us
see the case of Projected Gamel...

Projected Game I (in Portuguese, Jogo Projectado I), the
multimedia piano piece from 1979, was collaboratively
created by the Portuguese composer Clotilde Rosa and
the Portuguese visual artist Eduardo Sérgio, based on
an open poem by the Portuguese poet Marta Cristina de
Aratjo. This piece involves not only an acoustic musical
performance (that of the pianist) but also a series of
projected images, creating a multisensory experience.
Despite its pioneering audiovisual experience, Projected
Game I has remained away from the public sphere for
about 40 years, partly because the visual component
was deemed lost. Fortunately, this visual component
was rediscovered, and the piece was restaged in 2017
(see figure 1). At this occasion, instead of attempting to
“freeze” Projected Game I in its 1979 form, the process
involved reactivating it through contemporary means,
notably through the use of digital projections, which is
quite a “traditional” and standard preservation procedure
in contemporary times. This process did not undermine
the historical value of the piece. Rather, it extended its
lifespan by allowing it to make use of updated techno-
logy. It also honoured the original intentions of Rosa

and Sérgio, who themselves were working at the edge of
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Figure 1. Projected Game I.
Performance: Francisco Mon-
teiro; visual environment: An-
dreia Nogueira; 21st of April
2017, at Pequeno Auditério,
ESML, Lisbon (Portugal).

© Andreia Nogueira

Figura 1. Jogo Projectado I.
Performance: Francisco
Monteiro; ambiente visual:
Andreia Nogueira; 21 de
abril de 2017, no Pequeno
Auditério da ESML,
Lisboa (Portugal).

© Andreia Nogueira

innovation, pushing the boundaries of conventional per-
formance traditions.

During the process of rediscovering the work’s visual
component created by Sérgio it was possible to get to
know that Projected Game I existed in other versions in
relation to its visual component. However, due to the un-
availability of reliable information about the former use
and meaning of the visual remnant materials collected
they were left concealed from the public eye (see figure 3
on page 276) as usually happens.

But this was about to change... As far as the story goes,
a new chapter in the life of the work began with its
new restaging, performed on the gth of October 2024,
during the International Conference HeriCC - Heritage,
Conservation and Creativity (see figure 2 on page 275).
The aim of this new restaging was to demonstrate that
creative conservation can be of a pivotal importance in
the reinterpretation and communication of those men-
tioned concealed remnants. By relying on creative conser-
vation, it was possible to create a new understanding for
those remnants, which end up acquiring a new ‘afterlife’,
by being allowed to continue to evolve and change, not
being frozen in time, and to be shown to the public.
Projected Game, the game, not the multimedia work,
then came into existence (see figures 4 and 5). It was
created through the Genially gamification tool. With
this game the public is asked to create their own poem by
freely combining the eight verses of the open poem repre-
sented on figure 3 (each verse is written onto a sheet; the
document is made of eight sheets aggregated together),

while also experiencing the live performance itself.



Figure 2. Projected Game I.
Performance: Inés Filipe;
visual environment: Andreia
Nogueira; gth of October
2024, at Cine Teatro
Paraiso, Tomar (Portugal).
© Andreia Nogueira

Figura 2. Jogo Projectado I.
Performance: Inés Filipe;
ambiente visual: Andreia
Nogueira; 9 de outubro
de 2024, no Cineteatro
Paraiso, Tomar (Portugal).
© Andreia Nogueira

com ele de forma criativa, permitindo a sua reinterpre-
tacdo a luz das necessidades atuais e, por conseguinte,
tornando-o digno de preservagio. Em vez de ver as obras
histéricas como reliquias estaticas, «congeladas no tempo»,
a Conservagdo Criativa reposiciona-as como «textos» em
evolucio, abertos a novas interpretagdes e novos publicos,
refletindo assim os objetivos da Convencio de Faro.

Neste ponto, o leitor podera questionar-se: que relacio
tem a conservacio criativa com a musica erudita atual?
Vejamos o caso de Jogo Projectado 1.

Jogo Projectado I, uma pe¢a multimédia para piano
de 1979, foi criada em colaboragio pela compositora
portuguesa Clotilde Rosa e pelo artista visual portugués
Eduardo Sérgio, com base num poema aberto da poetisa
portuguesa Marta Cristina de Aratjo. A pega envolve
ndo s6 uma performance musical actstica (a do pianista),
mas também uma série de imagens projetadas, criando
uma experiéncia multissensorial. Apesar da sua natureza
audiovisual pioneira, a pega Jogo Projectado I permaneceu
afastada da esfera publica durante cerca de 40 anos, em
parte porque a componente visual foi considerada perdida.
Felizmente, esta componente foi redescoberta e a peca
foi encenada novamente em 2017 (ver figura 1). Nessa
ocasido, em vez de se tentar «congelar» o Jogo Projectado I
na sua forma de 1979, o processo consistiu em reativar a
obra através de meios contemporineos, nomeadamente
projegdes digitais, um procedimento de preservacio
bastante «tradicional» e padronizado nos tempos atuais.
Este processo nio comprometeu o valor histérico da peca.
Pelo contririo, prolongou a sua vida util, permitindo-lhe
utilizar tecnologia atualizada. Além disso, honrou as in-

tengoes originais de Clotilde Rosa e Eduardo Sérgio, que

trabalhavam na vanguarda da inovacio, excedendo os

limites das tradi¢oes performativas convencionais.
Durante o processo de redescoberta da componente
visual da obra criada por Eduardo Sérgio, foi possivel
verificar que o Jogo Projetado I tinha outras versoes no que
concerne a sua componente visual. No entanto, devido a
indisponibilidade de informacoes fidedignas sobre a utili-
zagio anterior e o significado dos materiais visuais rema-
nescentes reunidos, estes permaneceram ocultos ao publico

(ver figura 3 na pagina 276), como geralmente acontece.

No entanto, isso estava prestes a mudar. De acordo com
a histéria, um novo capitulo na vida da obra teve inicio
com a sua nova encenagio, levada a cabo a 9 de outubro
de 2024, durante a Conferéncia Internacional HeriCC -
Heritage, Conservation and Creativity (ver figura 2 na pigina
275). O objetivo desta nova encenagido era demonstrar que
a conservagao criativa pode ser de importancia fundamen-
tal para a reinterpreta¢io e comunicag¢io dos vestigios
ocultos referidos. Ao recorrer a conservagio criativa, foi
possivel conceber uma nova compreensio desses vestigios,
que acabam por adquirir uma nova «vida apds a morte»,
ao poderem continuar a evoluir e a mudar, sem ficarem
congelados no tempo, e ao serem apresentados ao publico.
Assim nasceu Jogo Projectado, nao a obra multimédia,
mas o jogo (ver figuras 4 ¢ 5) que foi criado com a ferra-
menta de gamificacio Genially. Neste jogo, o publico
¢ convidado a criar o seu préprio poema, combinando
livremente os oito versos do poema aberto representado
na figura 3 (cada verso esta escrito numa folha e o docu-
mento ¢ composto por oito folhas agregadas em conjunto),

enquanto experiencia a prépria performance ao vivo.
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Try it!

hteps://view.genially.com/66¢8435¢ad97¢2978¢bof127/
interactive-content-projected-game.

By playing this game the audience gets to know that the
visual component of this work existed in different for-
mats despite the lack of accurate information about all of
them. This also unfolds in the creation of new knowledge
and possibly new heritage! The old is still allowed to be
old, but a new and creative intervention is fostered so
that it can easily communicate to contemporary societies,

being worthy of preservation... again.

On the edge of a crucial change:
between creation and conservation

What the example of Projected Game, the game, reveals is
that the act of conserving a fragment can also be an act of
creation. In doing so, heritage becomes not only an object
of study but a vibrant site of dialogue, experimentation,
and co-creation. This shift has significant implications
for composers, performers, curators, conservators, and
cultural institutions alike.
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Figure 3. Projected Game I
concealed remnants.
© Andreia Nogueira

Figura 3. Jogo Projectado I,
vestigios ocultos.
© Andreia Nogueira

As we stand on the edge of a crucial cultural transition
- marked by technological change and ecological urgency
— the relationship between creation and conservation
must be reconsidered. For today’s musical heritage, where
tradition and innovation have always been in tension,
creative conservation offers a path forward: one that does
not shy away from the complexities of cultural heritage
ontology but instead embraces them as sources of inspira-
tion and transformation.

The case of Projected Game is not an isolated example.
It is a signal of a broader paradigm shift in how we relate
to cultural memory. By playing with the past, we are not
discarding it — we are reanimating it and creatively trans-
forming it so that it turns to be important and valued by
someone.

At the end the most important is to have stimulated
curiosity about creative conservation! The absence of
creativity poses a significant challenge in a rapidly evolv-
ing and changing cultural and technologically oriented
world where the ability to produce innovative ideas is

crucial for survival, continuity and sustainability.



Figure 4. Projected Game.

Game created by Andreia
Nogueira & Inés Aratjo.
© Andreia Nogueira

Figura 4. Jogo Projectado.

Why a game?
PROJECTED GAME | HAS REMAINED AWAY FROM THE
PUBLIC SPHERE FOR ABOUT 40 YEARS, PARTLY
BECAUSE THE VISUAL COMPOMENT WAS DEEMED
LOST. IT WAS RESTAGED IN 2017, BUT SOME OF THE
WORK'S REMNANTS REMAINED COMCEALED DUE TO
THE UMAVAILABILITY OF RELIABLE INFORMATION
ABOUT THEIR FORMER USE AND MEANING.

WITH THIS GAME THE AIM IS5 TO
DEMONSTRATE HOW CREATIVITY
MAY BE OF A PIVOTAL
IMPORTANCE IN THE
REINTERPRETATION AND
COMMUNICATION OF THIS
FORGOTTEN REMNANTS, BY
RELYING ON THE CREATIVE
CONSERVATION APPROACH,
RESULTING IN THE CREATON OF

Jogo criado por Andreia
Nogueira e Inés Aratjo.
© Andreia Nogueira
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Jogo criado por Andreia
Nogueira e Inés Aradjo.
© Andreia Nogueira
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2" - printscreen your poem
and go to the next step

T

Experimente!
hteps://view.genially.com/66¢8435¢ad97¢2978¢ebof127/
interactive-content-projected-game.

Ao jogar este jogo, o publico fica a saber que a compo-
nente visual da obra existia em diferentes formatos,
apesar da escassez de informacoes precisas sobre os
mesmos. Isso também se verifica na cria¢do de novos
conhecimentos e, possivelmente, de um novo patriménio.
O antigo pode continuar a sé-lo, mas ¢ promovida uma
intervengao nova e criativa para que este antigo possa
comunicar facilmente com as sociedades contemporaneas,
tornando-se novamente digno de preservagio.

A beira de uma mudanga crucial:
entre criacdo e conservacao

O exemplo do jogo, Jogo Projectado, mostra que conservar
um fragmento também pode ser um ato criativo. Ao
agir desta forma, o patrimoénio deixa de ser apenas um
objeto de estudo para se tornar um espago vibrante de
didlogo, experimentagio e cocriagio. Esta mudanga tem

implicagoes significativas para compositores, intérpretes,

curadores, conservadores e institui¢des culturais.

A medida que nos aproximamos de uma transigio
cultural crucial, marcada por mudangas tecnolégicas e
urgéncia ecoldgica, a relagio entre criagdo e conservagio
deve ser reavaliada. No que se refere ao patrimoénio
musical atual, em que a tradi¢io e a inovagio sempre
estiveram em tensao, a conservag¢ao criativa oferece um
caminho a seguir: um caminho que nio foge s complexi-
dades da ontologia do patriménio cultural, mas que as
abraga como fontes de inspiracio e transformacio.

O caso do Jogo Projectado niao ¢ um exemplo isolado.

E um sinal de uma mudanga de paradigma mais ampla na
forma como nos relacionamos com a memoria cultural.
Ao brincar com o passado, nio o estamos a descartar, mas
sim a reanima-lo e a transforma-lo criativamente, de
modo a torné-lo importante e valorizado.

No final, 0 mais importante ¢é ter estimulado a curiosi-
dade sobre a conservagio criativa! A auséncia de criativi-
dade representa um desafio significativo num mundo em
rapida evolucio e transformagio, orientado para a cultura
¢ a tecnologia, onde a capacidade de produzir ideias
inovadoras ¢ crucial para a sobrevivéncia, continuidade e
sustentabilidade.
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The Morris Isaacson Centre
for Music in Soweto, where
a concert featuring the
work which won the 2023
ISCM Young Composer
®  Award took place.

8 Photo: Magnus Bunnskog

ISCM WORLD NEW MUSIC DAYS:
Reports from Aotearoa New Zealand,
South Africa & The Faroe Islands

Gjogy, Faroe Islands.
Photo: Magnus Bunnskog
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ISCM WORLD NEW MUSIC DAYS REPORTS

Overcoming Distances

G Erdod

TO SAY THAT THE 2022 ISCM/ACL Festival was am-
bitious is an understatement. Two festivals were held con-
currently in two cities, on two different islands, represent-
ing a broad and diverse range of music from around the
world. The 2022 ISCM World New Music Days Festival
was held concurrently with the 2022 festival for the Asian
Composers League, an organisation that represents the
music of 15 countries from around the Asia-Pacific region,
adding further diversity to the 50 or so countries repre-
sented by the ISCM. Between the two festivals, 139 works
by 131 composers were performed in a variety of formats
including sound installations, solo percussion, a cappella
choir, works for symphony orchestra, and duets for taonga
puoro and flute among many other things.

There were also incredible distances involved;
Aotearoa New Zealand is of course a long journey to
take from any country, but many international visitors
were also surprised by the distances that needed to be
traversed within Aotearoa itself. While New Zealand is
often considered a small country, it is in fact a very long
one with the two host cities being some 764 kilometres
apart. This is comparable to the distance from London
to Geneva (746.18 km), for instance, or from Ottawa
to Washington DC (732.87 km). Add into this mix the
disruption of worldwide pandemic on a festival that was
supposed to take place in 2020 and you have the recipe
for a truly remarkable feat.

The festivals took place over 9 action-packed days in
August, from the 23-27 in Tamaki Makaurau Auckland
and 28-31 in Otautahi Christchurch. The two host cities
offered very different moods, although they shared the
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feeling of being under construction. Auckland was in the
midst of building a long-anticipated underground railway
line and Christchurch, having spent the last ten years
recovering from a devastating earthquake, felt like a city
that was starting to come into its own again. Newly re-
furbished venues like the Piano and the University Great
Hall really stood out as beautiful places to make music.
Having said that, Auckland venues certainly did not dis-
appoint either. The mist over the Waitakare forest outside
Te Uru Art Gallery, for example, provided a spectacularly
moody backdrop to Christian Skjedt’s performance of
Interdependecies, Part I which was absolutely magical.

New Zealand showcased some of its best ensembles
with a range of fantastic concerts. For me, highlights
included the NZ Trio’s electrifying performances at
Q Theatre in Auckland and The Piano in Christchurch.
It was also wonderful to hear some truly unique sounds
from Aotearoa represented in the duo of Bridget Douglas
and Alistair Fraser, who blended the full range of western
flutes (from bass to all the way piccolo) beautifully with
taonga puoro — the musical instruments of New Zealand’s
indigenous Maori culture. The Dozs and Voids installation
at Audio Foundation also exhibited a range of engaging
sound art installations that played with sound and space
in fascinating ways.

With such a varied and assured collection of perfor-
mances on offer, it was sometimes disappointing to see
a low public turnout at these events. It is tempting to
attribute this to an understandably shy New Zealand
populace who were still recovering from recent COVID

lockdowns, however many performances bucked this
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Chapman’s Homer, Michael Parckowhai’s 2012
bronze sculpture of a bull standing on a piano,
which has become a symbol of the resilience of the
people of Christchurch, is also a visual metaphor
for the mammoth task of putting together a
double festival here. Photo: Frank J Oteri

trend. The New Zealand String Quartet’s performance at

the University of Canterbury Great Hall was packed, as
was the performance by Christchurch Youth Orchestra.
Meanwhile, the auditorium was nearly empty for the
Christchurch Symphony Orchestra and many events at
the Piano were barely filled. This suggests that concerts
were more successfully marketed toward delegates rather
than they were toward the general public.

In the case of the two aforementioned exceptions, the
NZSQ seems to have reached a different audience by
including the concert in their subscription series, and
the youth orchestra was no doubt able to draw on family
connections for a larger audience turnout. More intimate
venues fared much better in this respect but often suf-
fered from the opposite problem, being nearly filled by
festival delegates with little room for the general public.
This issue is by no means exclusive to this festival, and
is something I have observed at many similar events
around the world, but as we have seen, it is possible to
attract larger audiences. As we consider future festivals,
it is worth considering what new strategies we can
employ to can ensure that our concerts reach as many
people as possible.

The COVID-19 pandemic presented the festival with
some significant difficulties-indeed, the whole event was
supposed to occur in 2020 but had to be postponed at
significant cost. With this mind, it is tempting to think
of the festival that might have been had these things not
come to pass. New Zealand’s borders opened up leading
into to the festival, but this happened very gradually and
slowly. Because of this, many delegates were unable to
attend in person. Additionally, some 22 works initially
planned for the 2020 festival could not be carried for-

ward, mostly for logistical reasons.

Art Gallery showing the distances of various art

works from Aotearoa New Zealand is a reminder of
the incredible distances between here and the rest of  in Christchurch on 29 August 2022.
the world. Photo: Frank ] Oteri

A multidirectional signpost outside the Christchurch  Alistair Fraser and Bridget Douglas

performing on toanga pioro and
flutes at the UC Arts Recital Room

Photo: Simon Eastwood

Australia’s Ellison ensemble- one of the first groups
booked for the 2020 event-could not attend in person
and so presented their concert as a film presentation.
While disappointing, as it would have been great to
see Ellison in person, when looked at another way this
development presents an opportunity. Perhaps this is a
chance to re-imagine what a New Music concert can be
in the age of digital media by creating a finely crafted
document that can be distributed well beyond the concert
hall-and to new audiences.

The festival was the first time that either the ISCM or
ACL festivals had embraced a hybrid online/in person
approach. General Assemblies were held in person and
online simultancously, and almost all concerts were
livestreamed and are still available to view on the CANZ
Youtube channel. While the in-person experience was
doubtless far richer and more immersive for those who
could attend, the ability to attend virtually introduced a
level of flexibility, accessibility, and the chance to stay at
the table during General Assemblies no matter where you
are. It also extended the reach of the festival to a wider
audience online.

This double-festival was a mammoth task, and the
fact that it was such an artistic success in the face of
such obstacles really comes down to the sheer grit
and determination displayed by Glenda Keam and the
organisation committee, as well as a dedicated team
of volunteers and the ISCM Ex-Com. The atmosphere
was warm and welcoming as musicians from around
world enjoyed seeing each other face to face and cele-
brating our shared love for our artform. For those of us
who have been hunkered down in Aotearoa for the last
two and a half years it was a reminder the rest of the

world is still out there and open for us to explore.
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A Historic Milestone:
the 2023 ISCM World New Music
Days in South Africa

@ma*'wf (‘DWZV

INTRODUCTION

The 2023 ISCM World New Music Festival was a historic
milestone, the first time this prestigious festival was

held on the African continent. Taking place from 24
November to 3 December in Johannesburg, Soweto and
Cape Town, South Africa, the festival not only celebrated
the 100th anniversary of the ISCM, but also showcased
Africa’s rich musical heritage and a diverse range of
contemporary musical works from around the world.

As Secretary of the ISCM Shanghai Chapter, I present in
this report a detailed account of the festival, which en-
compassed the rich diversity of musical works, the unique
sound of African instruments, and the innovative expres-

sion of multiculturalism in contemporary music.

African traditional music and instruments

African traditional music played an important role in the
Festival, highlighting the continent’s rich cultural herit-
age and the unique sound of African traditional instru-
ments. The Festival showcased a large number of African
traditional instruments, each with its own unique sound

and historical significance.

The kalimba and traditional bow

The kalimba, also known as the thumb piano, is a per-
cussion instrument with metal keys that is played by the
thumb to produce sound. Its resonant and pleasing sound
is an important part of many African musical traditions.

The fascinating sound of the kalimba was highlighted by
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a performance of the traditional South African female
duet Ancient Voices. They also played the traditional
bows of Southern Africa, which are the ancestors of the
Brazilian berimbau. The deep resonating sound of these
bows provided the audience with an insight into the
musical culture of Southern Africa. The duo not only
showcased their unique vocal skills and voices, but also
vividly told the stories and traditions of their commu-
nity through their music. The use of these traditional
instruments in a contemporary setting demonstrates the
diversity of Africa’s musical heritage and the enduring
relevance of cultural transmission.

Marimba

The marimba plays an important part in many African
musical traditions and its warm resonant tones were
frequently heard throughout the festival. The Education
Africa marimba band gave a rousing performance,
demonstrating the marimba’s ability to produce complex
rhythms and melodies. Their performance demonstrated
the versatility of the marimba and its key role in both
traditional and contemporary African music.

The marimba is also featured in various contemporary
works, demonstrating its adaptability and the unique
textures it brings to contemporary music. For example,
Bernett Nkwayi Mulungo’s performance of Gazankulu
Suite demonstrates the seamless integration of the ma-
rimba with other instruments to create a rich and com-
plex soundscape. Inspired by the civilisational heritage

of the Gazankulu people, the suite combines traditional



Burkina Electric and the Mzansi National Philharmonic perform Lukas Ligeti’s Suite for Burkina Electric and Orchestra in Artscape Theatre.
Photo: Jeffrey Abrahams

rhythms with contemporary harmonic structures,
demonstrating the stunning dynamic range and expres-

sive potential of the marimba.

Talking drums and other percussion instruments

African music is renowned for its complex rhythms and
extensive use of percussion instruments. The festival
showcases a wide range of traditional African percussion
instruments, including the talking drum, the kimbeh and
various types of tambourines. These instruments are
known for their ability to produce a wide range of tones
and pitches, often mimicking human speech.

A highlight was a performance by master drummer
David Odoom from Ghana, who transformed a drum set
into a percussion ensemble performance effect. His use
of multiple talking drums to create complex rhythmic
patterns and convey stories through music was particu-
larly compelling. The talking drums, with their ability to
adjust pitch and produce a wide range of sounds, played
a crucial role in his performance, demonstrating the
unique charm and musical communication capabilities of

his instrument.

Contemporary works inspired by African music

The festival also showcases contemporary works inspired
by African musical traditions. These works often combine
traditional elements with contemporary compositional
techniques to create innovative and engaging composi-
tions that reflect a fusion of the traditional and the

contemporary.

An impressive example of this was Lukas Ligeti’s Suize
for Burkina Electric and Orchestra. The work was one of
the festival’s most impressive performances, featuring the
Mzansi National Philharmonic Orchestra and Burkina
Electric, and was a perfect blend of traditional African
rhythms and melodies with contemporary electronic
music. Ligeti’s work highlights the dynamic interplay be-
tween traditional sounds and electronic music, creating a
rich, layered soundscape that is both innovative and deep-
ly rooted in African musical traditions. The piece features
Mai Lingani (vocals), Abdoulaye Kouanda (guitar), and
Lukas Ligeti (electronics and drums), with dancers and
background singers Zoko Zoko and Vicky Lamour. The
fusion of electronic music, such as synthesised and looped
sounds, adds a digital touch to traditional African music,
creating a soundscape that is both innovative and deeply
rooted in African musical tradition. The rhythmic com-
plexity and melodic richness of the work demonstrates
Ligeti’s ability to cross cultural and musical boundaries
and is the centrepiece of the festival.

Michael Mosoeu Moerane’s Fazse la Heso (My Country)
is a choral work celebrating the composer’s native
Lesotho. Performed by a local choir, the work demon-
strates the use of traditional African harmonic structures
and melodic themes in a contemporary choral setting.
The composer demonstrated the rich vocal traditions of
southern Africa, characterised by complex harmonic and
intervocalic echo patterns. The performance touched
the audience deeply, and the choir’s powerful voices

reverberated through the arena, creating an atmosphere
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of awe and pride. Fazse la Heso is a testament to the endu-
ring legacy of traditional African music, demonstrating
its ability to convey deep emotional and cultural messages.
Combining traditional elements with contemporary
choral techniques, the work highlights the versatility and
depth of the African musical tradition.

Bongani Ndodana-Breen’s Visions for Solo Flute is a
contemporary work inspired by traditional African music.
Featuring a solo flute, the work explores the flute’s
extended contemporary playing techniques, including
polyphony, vibrato and microtonality. These tech-
niques are combined with rhythmic patterns inspired
by African drumming to create a unique and engaging
soundscape. The work highlights the versatility of the
flute and its ability to produce a wide range of tones and
effects. The structure of the piece is characterised by its
smooth transitions and dynamic contrasts, reflecting
the ‘improvisational’ and ‘random’ feel of traditional
African music. Visions is a striking example of how
contemporary composers are drawing inspiration from
traditional musical forms to create innovative and

expressive works.

Electronic and Fixed Media Music

Electronic and fixed-media music played an important
role in the festival, demonstrating the intersection of
contemporary computer technology and traditional
music. These genres of music involve the manipulation
of sound through electronic means, often resulting in

immersive and experimental listening experiences.

Electronic music concerts

Electronic music concerts at the Goethe-Institut and oth-
er venues have demonstrated the potential of electronic
music to create new timbres. Despite challenges such

as the lack of local electricity, these performances were
extraordinary, with pieces such as Dances for a Gathered
Storm by Cameron Harris and Music for Electronic Table
by Daniel Muhuni Mbutch Mjingoma highlighting the
innovative use of computer manipulation to enhance the
soundstage of traditional music. Dances for a Gathered
Storm utilizes field recordings of natural sounds, comput-
er manipulation and live performance to create an im-
mersive listening experience. The work explores the dy-
namic interplay between natural and synthesized sounds
to create a rich, layered soundscape that is both evocative
and engaging, and Harris’s use of electronic effects such
as reverb, delay and sample-fragmentation synthesis adds

depth and complexity to the work, enhancing its overall
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impact. Mjingoma’s Music for Electronic Table was another
highlight, showcasing the innovative use of electronic
sounds to create unique and engaging soundscapes.

The piece combines pre-recorded sound, live electronic
processing and improvisation to create a dynamic and
unpredictable listening experience. The composer’s use
of extended techniques, such as live sampling and loop-
ing, adds to the spontaneity and unpredictability of the
performance, demonstrating the creative potential of

electronic music.

Fixed media music

Fixed media music, in which pre-recorded sounds are
played during a live performance, is also a highlight

of the festival. This genre allows composers to craft
soundscapes that blend natural and synthesised sounds.
Fixed media works from around the world, particularly
by South African composers, demonstrated the creative
possibilities of this medium.

One notable performance was The Bells by Cris
Derksen, a Canadian composer of indigenous and
African ancestry. The piece combines pre-recorded
sounds of bells and other metallic percussion instruments
to create an eerie and ethereal soundscape. The compo-
ser’s use of fixed media allows for precise control over
the timing and placement of sounds, creating a coherent
and immersive listening experience. The combination of
clectronic and acoustic elements adds depth and richness

to the work, enhancing its overall aural quality.

Chamber Music Performance

Chamber music performances are at the heart of the fes-
tival, showcasing a diverse range of works and highlight-
ing the collaborative spirit of contemporary music. These
performances demonstrate the technical proficiency and
versatility of the musicians, as well as the innovative
potential of contemporary chamber music.

The Ensemble Modern from Frankfurt gave several
outstanding performances, including contemporary
classics such as Unsuk Chin’s Fantaisie Mécanique, Gérard
Grisey’s Talea, and Gyorgy Ligeti’s Piano Concerto. These
works, characterised by their complex structures and
innovative use of timbre, highlight the virtuosity and
adaptability of the ensemble.

Unsuk Chin’s Fantaisie Mécanique is a highly dynamic
and rhythmically complex work that explores the inter-
section of acoustic and electronic sound worlds. The

orchestra’s precise interpretation of complex rhythmic



patterns and timbral variations demonstrates their tech-
nical proficiency and interpretive skills. The composer’s
use of special virtuosic, extended techniques, such as pre-
set pianos and electronic musical control, add depth and
complexity to the work, creating a rich and immersive
listening experience.

Gérard Grisey’s Tulea is an important work in the
genre of spectral music, characterised by a focus on the
acoustic properties of sound and the use of differential
intervals. The ensemble’s performance highlights the
work’s extreme nuances and rich sonic textures, creating
a mesmerising and transcendent soundscape. The inter-
action between the timbres of the different instruments
and the precise control of dynamics and intonation
demonstrated the ensemble’s mastery of this challenging
repertoire.

Gyorgy Ligeti’s Piano Concerto is a virtuosic and artis-
tically demanding work that explores the limits of pianis-
tic virtuosity and expressiveness. The orchestra’s collabo-
ration with pianist Jan Satler resulted in a thrilling and
electrifying performance that showcased the technical
and interpretive abilities of both soloist and orchestra.
The composer’s use of complex rhythms, shifting beats,
and an extended and tonal language creates a dynamic
and exciting listening experience.

Hungary’s UMZE Ensemble performs contemporary
works from around the world, including those submitted
by ISCM chapters. Their performances included both
solo and chamber works, demonstrating the versatility and
technical proficiency of the musicians. Amy Crankshaw’s
Golden Hour was a highlight, demonstrating the ensem-
ble’s ability to interpret and perform with precision in
contemporary music. The work is characterised by its
‘starry’ sound weave and smooth transitions, creating a
mesmerising and ethereal soundscape. The orchestra’s
precise control of articulation and articulation, as well
as the balancing and blending of different instrumental
timbres, resulted in an engaging and expressive perfor-

mance.

Solo performances

The Festival also featured a number of solo performances
that highlighted the individual virtuosity of the perfor-
mers, the expressive potential of the solo instruments and

the innovative potential of contemporary solo music.

Pianists William Chapman Nyaho and Kathleen Tagg
Pianists William Chapman Nyaho and Kathleen Tagg

gave extraordinary performances, with each artist bring-

ing a unique interpretation of contemporary works, with
contemporary piano techniques

Joshua Uzoigwe’s Ukom from Talking Drums is a
virtuosic and rhythmically complex work inspired by
traditional African drumming rhythms. His performance
highlights the complex rhythmic interplay and dynamic
contrasts in the work, demonstrating his technical
proficiency and artistic interpretation. The work com-
bines African rhythmic patterns with a contemporary
harmonic language to create a rich and engaging listening
experience.

Gyimah Labi’s Lullaby from Dialects in African Pianism is
a lyrical and expressive work that explores the melodic and
harmonic potential of the piano. The sensitive and delicate
playing highlights the subtle interplay between different
musical elements, creating a mesmerising and expressive
soundscape. The work combines traditional African melo-
dies with contemporary harmonic language, demonstrat-
ing the versatility and expressive potential of the piano.

Kathleen Tagg performed her own composition
Berimbau, highlighted by the choice of saxophonist Mark
Fransman as an accompanist. Inspired by the traditional
Brazilian instrument berimbau, the piece combines
African rhythmic patterns, melodic motifs and a con-
temporary harmonic language; Tagg’s virtuosic piano
playing and Fransman’s expressive saxophone playing
create a dynamic and engaging listening experience. The
works combine traditional and contemporary elements,

highlighting the innovative potential of modern music.

Gergely Ittzés, flute

Hungarian flutist Gergely Ittzés demonstrates the wide
range of possibilities for the flute as a solo woodwind
instrument through a series of his own compositions
and those of other composers. His playing further de-
velops the mantle of Mr Robert Dick, a pioneer in the
development of flute technique in the United States, and
highlights the innovative potential of the flute in con-
temporary music.

A notable performance was Ittzés’ interpretation of
Robert Dick’s Lookout, a work that explores the flute’s
extended techniques, including polyphony, vibrato,
and microtones, etc. Ittzés’ precise control of these
techniques, as well as his expressive interpretation of
the work, created a mesmerizing and engaging listening
experience. The exploration of the flute’s sonic possibili-
ties highlights the instrument’s versatility and expressive
potential, and Ittzés also performs his own composition,
Fantasia, which demonstrates the flute’s ability to pro-

duce a wide range of timbres and effects. Characterized
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by its smooth transitions and dynamic contrasts, the
piece reflects one of the qualities of traditional African
music - rich improvisation - and Ittzés’ virtuosic and
innovative use of flute extensions creates a engaging aural
experience, demonstrating the potential of the flute in
contemporary music. Ittzés’ virtuosity and innovative use
of flute extensions create a compelling aural experience
that demonstrates the creative potential of the flute in

contemporary music.

Improvisation and intercultural collaboration

Improvisation and cross-cultural collaboration are key
themes running through the festival, highlighting the
spontaneous and collaborative nature of contemporary
music. The performances emphasized the importance
of cultural exchange and the fusion of different musical

traditions.

African traditional musicians

The performances by traditional musicians from Lesotho,
Ghana and Uganda are testimony to the richness and
diversity of African musical traditions. Their improvisa-
tions, often characterized by interlocking rhythms and
echoing patterns, captured the audience’s attention and

provided a deep connection with African cultural roots.

Cross-cultural collaboration

Cross-cultural collaborations are a highlight of the fes-
tival, where musicians from different backgrounds come
together to create unique and innovative performances.
These collaborations emphasize the importance of cultural
exchange and the fusion of different musical traditions.
One notable collaboration was between Basque xylo-
phone duo Oreka TX (Harkaitz Martinez de San Vicente
and Mikel Ugarte) and Ugandan percussionists Bisaso
Albert Ssempeke and James Isabirye, directed by Mexican
composer Ernesto Martinez. Their performance com-
bined elements of Basque and Ugandan music, creating
a mesmerizing clash of cultures that captured the audi-
ence’s attention. The interlocking rhythms and melodic
motifs between the different percussion instruments
created a rich and dynamic soundscape, highlighting the

innovative potential of cross-cultural collaboration.
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Another highlight was the performance of the
Simon Estes Alumni Choir, conducted by Monwabisi
Mbambani. The choir is made up of singers from differ-
ent cultural backgrounds and performs a repertoire that
includes traditional African choral music, contemporary
works and adaptations of popular songs. Their perfor-
mance demonstrated the rich vocal traditions of different
cultures and that choral music unites people through a
musical experience that encompasses the characteristics

of each culture and name.

Conclusion

The ISCM World Festival of New Music 2023 in South
Africa was a landmark event that celebrated and show-
cased the richness and diversity of African musical
cultures. The festival provided a platform for African mu-
sicians to showcase their talents and for international au-
diences to experience Africa’s unique sound and musical
expression. By combining traditional African elements
with contemporary compositional techniques, the festival
highlighted the innovative potential of African music.
This historic event not only embodies the 10oth anni-
versary of the ISCM, but also paves the way for future
festivals to explore new territories and embrace the diver-
sity of musical and cultural traditions across the globe,
setting an example for future events and highlighting the
importance of embracing innovation and collaboration
while preserving cultural heritage. We look forward to
future ISCM World New Music Festivals that will con-
tinue to foster global cultural exchange and celebrate the
diversity of contemporary music from around the world.
This event sets a high standard for future festivals and
demonstrates the importance of inclusivity and cultural

exchange in the contemporary music world.



The Contemporary Beyond

Globalization

B EAMMone

“In short, geopolitics has its foundations in

chronopolitics.” Johannes Fabian'

“I do not want to exalt the past at the expense of

my present and of my future.” Frantz Fanon?

“THE ISCM’S FIRST CENTURY began in Austria;
its second century is beginning in South Africa.” ISCM
President Glenda Keam’s opening remark for this
centennial World New Music Days (WNMD) draws
attention to issues of spatial and temporal distance — and
of memory - that form the basis for this reflection. It also
implies a change - or an acknowledgement of the need for
change. My aim, then, is to tease out from this experience
the ways in which contemporary music is changing and
how the Society’s practices inhibit or support this. That
requires a brief venture into its history and foundation
- “the ISCM’s first century began in Austria” - in order
to grasp the significance of this present - “its second cen-
tury is beginning in South Africa” - raising possibilities
that the ISCM General Assembly may wish to discuss at
its next meeting.

Writing two months and over goookm from the event,
I am keenly aware of the dangers of filtering and refining
the felt reality of this event in order to draw generalised
lessons. This spatial and temporal distancing is constitu-
tive of ethnographic writing, a point made by Johannes
Fabian in noting how fieldwork notes are problematically
transformed into anthropological case studies and argu-

ments. In brief, the construction of other peoples as

“primitive”, “savage”, “tribal” or “backward” - essential

for Western colonialism when contrasted with its own de-
clared “progressive” or “advanced” modernity - depended
on erasing the experience of sharing time as con-tempo-
raries with members of the culture being studied. Fabian
called this anthropology’s “denial of coevality”. The
WNMD’s inaugural presentation on the African conti-
nent surely signalled an intent at least to recognise if

not to remedy this in relation to Western conceptions of
musical progress and contemporaneity.

Fabian observes how the texture of the ethnographer’s
experience is winnowed in the process of writing, to
distinguish between significant and insignificant details.
“No provision seems to be made for the beat of the
drums or the blaring of bar music that keeps you awake
at night; none for the strange taste and texture of food,
or the smells and the stench. How does method deal
with the hours of waiting, with maladroitness and gaffes
due to confusion or bad timing?”? Indeed, this is an
underlying argument in his essay “Forgetting Africa”.*
Anthropologists not only erased the contemporaneity of
Others in the published memories of their accounts but
had also “forgotten” the significant role that memory
played at the very moment of their fieldwork. They had
failed both to recognise Others and to acknowledge the
re-cognition required in finding what was meaningful in
their interactions. In short, seemingly trivial details bear
more attention than might be expected for a WNMD
reflection, an approach that follows my attempt to invite

memory into the writing and reading of this account.
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Performances by Ancient Voices, a duo performing on traditional southern African mouthbows (left) and Nonku Phiri (right) were among the
highlights of Oluzayo Club Night at the Untitled Basement in Johannesburg’s Braamfontein district. Photo: Frank J Oteri

“Co-existing With Inconveniences”

New Music South Africa (NMSA) were warm-hearted
and generous hosts. Organising such an ambitious
Festival with many international guests was not without
its challenges, however. “Load shedding” or scheduled
(and sometimes unscheduled) power cuts required back-
up generators, and whilst most events passed without dif-
ficulty a few were affected. At Johannesburg’s Holocaust
& Genocide Memorial Centre, the glitch aesthetics of Yu
Oda’s NoiseSample were matched by the interruptions of
power failures requiring the firing up of the Centre’s own
generator. Trouble with the Goethe Institut’s back-up
supply necessitated the rescheduling of a programme of
solo instruments with live electronics.

At least two venues cancelled their bookings at the
last minute, creating confusion. A hail storm - one of the
increasingly common “freak” weather events caused by
climate change - caused a roof to collapse at the Festival’s
partner hotel just days before musicians and delegates ar-
rived. Communication was sparse — the organisers priori-
tised finding alternative accommodation - so alongside
the power problems there was a pervasive sense of being
in the dark.

The artistic director, Lukas Ligeti, broke his leg in an
accident mere weeks ahead of the opening. Compelled
to hobble on crutches - and needing to reconfigure his
drum and marimba set-up for the opening concert - this
was clearly a struggle, so it was good to see his spirits
lift and his musical capacities more (though not fully)

restored by the closing concert. Further incidents in-
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cluded a choir pulling out a week ahead of the premieres
of several new works; the Cape Town Camerata and its
conductor Leon Starker did a miraculous job of picking
up the baton for what became a festival highlight.

As a member of NMSA put it to me, working in
the country involves learning to “co-exist with incon-
veniences”. Other prosaic lapses added unintentional
slapstick qualities to the experience. For example, bus
drivers got lost, programme orders changed routinely
- sometimes announced from the stage but not always —
and as programme notes were often unavailable, handed
out after a performance had begun or printed in an un-
readably minuscule font, it was not always clear what we
were listening to.

This is not a review rating for TripAdvisor, however.
Distracting as these details were, the experience pointed
to a more fundamental issue. In focusing on “musical
works” or “the music itself”, guardians of and commen-
tators on new music have tended to assume as “extra-mu-
sical” the material conditions of its possibility: concert
spaces with good acoustics; a ready supply of musicians
trained over decades in its idioms; audiences - or even a
large middle class - familiar with its aesthetics, willing
and able to travel for performances (public transport be-
ing minimal); a reliable power supply; an economy with
grants, donations and institutional partners sufficient
to guarantee rehearsals and artist fees; and so on. These
cannot be assumed everywhere to the same degree. The
contingent “noises” of local circumstances cannot be

wholly detached from the “purely musical” qualities of



performances. Even with Ensemble Modern perform-
ing, the experience for this listener felt substantively
different than if the same group presented the identical
programme in Auckland, Tallinn, Beijing, or Vancouver.
It highlighted a general rule that is becoming more pro-
nounced, marking a principle, perhaps, for the ISCM’s
second century: the more fixed and specific a composi-
tion or repertoire is, the less amenable it is to adaptation,
improvisation, and flexible re-arrangement. It risks fail-
ing to recognise the contemporaneity and unrepeatability
of its own moment. Music that assumes greater degrees
of abstraction is more likely to suffer the specificity of

its public context. Increasingly, composers are crafting
pieces that can be responsive to their environment and in
which they can construct a recognisable world in sound.
This is a welcome shift. It is also a challenge, perhaps, for
programming selections based on conventions of score-
based works as fixed musical objects existing somehow
independently of the performances in which they are

presented.

Three Festivals in One

These were not the only suppositions of “contemporary
music” that became apparent. This was evident in the
programme strategy. As the Festival is centred around
selected pieces from the call for works, with each ISCM
section guaranteed at least one piece as well as associated
and affiliate members, 53 pieces - each nominally up to
12 minutes long - formed a bulk of the programme. The
challenges this presents have long been acknowledged
(often in previous WNMD reflections), not least among
them that of creating a coherent musical proposition
rather than an experience more akin to a conveyor belt
with pieces following one another in more-or-less arbi-
trary sequence. In South Africa, this approach raised a
distinctive problem. Rather than the historic concern
that each section should be represented, it risked drawing
significant attention to those parts of the world that are
not members and so not represented. Of the ISCM’s

48 sections, 13 full associate and three allied associate
members, only one - NMSA - is African.’ It would be
shameful for a Festival of contemporary music in Africa
— the first WNMD on the continent - to include only
one “local” work, especially when the Festival hosts are
expected to raise the funds and build the partnerships
to present this programme. As if to balance the ISCM
works, then, a comparable amount of music - even more
heterogeneous — was linked with the African continent.

Whilst this offered a semblance of equality, it also

compounded the inherited difficulties of the format:
the practical and financial challenges of presenting an
event of this scale; the futility of attempting a truly
“representative” sample of all contemporary music
practices; and the near-impossibility of curating the
programme as a meaningful whole.

There is an English nursery rhyme of an old woman
who swallows an inflationary sequence of unlikely
creatures in order to address the original problem of
having ingested a fly.* Having gulped down a spider “to
catch the fly” and a bird to catch the spider, a cat for the
bird, a dog, a goat, and a cow in turn, her attempt to
“swallow” a horse kills her. Whilst NMSA has survived
this adventure, the Festival’s third strand - the bird to
catch the spider - certainly stretched its modest institu-
tional capacity to breaking point. This comprised events
specifically designed to address the glaring problem of
how to make the programme musically significant in this
context, and so was also the most successful aspect of the
programme, at least in terms of quality and coherence.
Alongside the supplement of repertoire from the ISCM’s
first century, this part of the festival was curated in part-
nership with others, notably Oluzayo (Zulu for “the way
ahead”), a festival also held earlier in Cologne, produced
with Thomas Glifler;” the Galician ensemble vertixe
sonora;® and programmes with Ensemble Modern, also
part of Oluzayo, both building on and departing from
the programme and experience of their Afro-Modernism
in Contemporary Music initiative curated by George
Lewis.’

At a simple level, such an extraordinary undertaking
needed more resources, more organisational capacity, and
more time - both to produce and to listen. I’ve attended
100+ performances of new music each year for over 20
years so am used to listening to a lot of new work, but
even I felt overwhelmed by the amount of music offered.
There simply wasn’t time to process each piece. It was not
just the nearly 6o hours of live performance in 10 days
that was exhausting, but more specifically a question of
form on two levels

First, the breadth of “contemporary music” now being
created would have been inconceivable to the ISCM’s
founders, many linked to the circle around Schoenberg.
Even if it was still possible to entertain the notion of a
single tradition, the parade of styles, genres, concepts,
instrumental practices, technologies, cultural forms, and
compositional strategies subsequently adopted would de-
feat any attempt to treat it as a norm for evaluating par-
ticular pieces. Contemporaneity is no longer referenced

by idiom or technique alone (or even predominantly).
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This was apparent considering the African music
alone. Some pieces were internationalist in their ex-
perimentalism, or schooled in contemporary Western
techniques. In their pleasing harmonies and orchestra-
tion, others seemed to be wearing their “Sunday best”
and polite behaviour, giving the sense of a “lactified”
music - to borrow Frantz Fanon’s term for a black sub-
jectivity constructed by the desire for white approval.?®
Amongst the most compelling, however, were William
Chapman Nyaho’s performances of pieces from Fred
Onovwerosuoke’s 24 Studies in African Rhythm, remind-
ing those of us who may have forgotten (in Johannes
Fabian’s sense) that African music is intensely lyrical
and melodic, as well as having rhythmic complexity."
These “Africanise” piano idioms; they swing but are not
“chamber jazz”

The festival’s opening night was indicative, both stylis-
tically plural and symbolically rich. The Mzansi National
Philharmonic, conducted by Brandon Phillips, opened
with two movements from Jeanne Zaidel-Rudolph’s
Tempus Fugir. Its combination of grand gestures from
mid-century modernism and film music were reminiscent
of Leonard Bernstein, “energized by driving and some-
times relentless rhythmic patterns” drawn significantly
from African musics. The first female South African
composer to receive a PhD, following studies in Europe
(including Gyérgy Ligeti), Zaidel-Rudolph is also cele-
brated for arranging the country’s national anthem and
adding its final verse. An ISCM-selected work followed,
Veronika Voetmann’s Frostbitten, its spacious and contin-
uous melodic line shaped by spectral harmonics and icy
textures, somewhat akin to Giya Kancheli’s writing but
resonant of Nordic folk music. The synaesthetic transla-
tion of visual art in Colour Sketches by (NMSA delegate)
Chesney Palmer ranged from cinematic technicolor to
post-Impressionistic gouache of rhythmically-inflected
textural blocks. In this company, Michael Moerane’s
Fatse La Heso (My Country) didn’t come across as dated as
its 1941 composition might imply. The first symphonic
poem by a black South African - and uncle to Thabo
Mbeki, Mandela’s successor as President — it channelled
folk song within an idiomatic tone poem akin to popu-
list works by Copland. Lukas Ligeti’s Suize for Burkina
Electric and Symphony Orchestra (2016) completed this
programme (its repeat performance closed the Festival in
Cape Town). A heterodyne combination of his “African
electronica” band with orchestra, it staged not a contest
of wills or battle of traditions - despite the opening
movement’s theatrics, in which one of two bravura male

dancers “competes” with the conductor for musical
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control - so much as a repertoire of possibilities for co-
habiting - coevally - the same musical space. Effecting a
reversal of the call for unity as harmony in Beethoven’s
gth Symphony, the Suite seemed to imply that differences
should not be erased in a universal ideal but accepted as
co-existing, however inconvenient that might appear.
Moving on to Untitled Basement for the first Oluzayo
Club Night, we were then treated to a stunning solo

set of jazz-inflected experimental improvisation by Siya
Makuzeni on vocals, trombone and electronics, followed
by Nonku Phiri’s band channelling vintage Afropop,
avant-garde electronics, and soul.

This thumbnail sketch barely scratches the surface.
The issue was not simply the varieties of music presented.
Rather, their idioms often demanded different ways
of listening, both individually and collectively. They
shaped time in incongruent ways, raising the precarious
question of compositional form. Cage formulated the
problematic already in 1956: “Anything goes. However,
not everything is attempted.” I’ve elaborated that
elsewhere,'? but the key is in the second part - when
anything is possible, when music as a contemporary art
is not bounded by a definition, singular heritage or tradi-
tion, the challenge becomes how to find necessity within
the limitations (“not everything”) adopted. The art is in
finding form within this chaotic abundance.

The most successful performances in this mode
were those that emerged through collaboration with
the performing musicians; electroacoustic pieces that
propagated a single sound source; choral works that
drew on the idiomatic possibilities of unaccompanied
voices; and compositions that crafted a time of their
own either by reaching for that trembling, precarious
line between musical tone and timbre - for example
by exploiting thresholds of silence and technique that
trouble the production of tone - or by orchestrating
a meta-instrument through clustering of sounds that
mutate through the movement of parts whilst holding a
basic shape. Highlights of the “repertoire” pieces for this
listener included: Phillip Nangle’s Chipembere 8/9 (based
on mbira patterns); Kayode Ibaiyo’s tkoko (using inter-
penetrating modes); Soosan Lolavar’s I am the Spring,
You are the Earth (a collaboration with a fantastic pick-up
band of South African musicians); Paul SanGregory’s
Blue Shimmer; Lee Cheng’s Shanshui; Michael Blake’s
Ukukhalisa Umrhube; Juta Pranulyte’s Harmonic Islands;
Madli Marje Gildemann’s Osmosis (winner of the Young
Composer Award); Andile Khumalo’s Invisible Self;
Hans Zender’s Modelle; Ondtej Stochl’s 1l sogno fragile;
Rufus Isabel Elliott’s A piece of horizon has been arching



ur back; Rucsanda Popescu’s Konstellation I1; Fabian
Svensson’s Nothing Happens; Engelhardt Unaeb’s Onga
Johorongo; Christine Onyeji’s Ero Muo; Ana Horvat’s M7,
Deirdre McKay’s Sable qui glisse; Nathan James Dearden’s
1 Breathe; Matteo Rigotti’s ...three constant panic rooms;
Pascal Gaigne’s Dialogues pour la nuit (a real standout
piece); and Felipe Pinto d’Aguiar’s Ambientes.

The second aspect of form that this epic programme
highlighted concerns the temporal envelope of music.
Listening to ten pieces with barely a pause between
them (largely unprepared by information about works
or composers) can be like listening to ten poems, each
in a different language. No single piece is afforded air
to breathe. To craft a musical world requires more time
than the duration of a score’s performance. It needs to
resonate in the non-silences around it, to shape and be
shaped by listeners’ memories and attention. The selected
works were not really granted that opportunity, but much
of the third “curated” strand was. They also benefitted
from spaces that were accessible to wider audiences,
generating that expectant energy in which improvisers
take flight. The sets by Siya Makuzeni, Ancient Voices,
Nonku Phiri, and Jonathan Crossley’s Inzhale project
achieved this, breathing airs of enchantment, grooved
and polyrhythmic, an acrobatic sense of risk, excess, and
suspended time. My personal favourite, however, came
at The Centre for the Less Good Idea - a bohemian hub
founded by the artist William Kentridge - with Victor
Gama’s Tombwa, a video-cum-documentary opera weav-
ing a story of the work and mysterious death of Augusto
Zita N’gongwenho, a young Angolan anthropologist.
Improvising on his sculpturally-complex, self-made
instruments - the Acrux (a multi-layered lamellophone)
followed by Toha (totem harp) - Gama provided its live
soundtrack, both rhythmically complex and lyrical.

Whilst offering a wealth of musical experiences, then,
this WNMD highlighted structural problems with the
festival’s composition and assumptions. The notion that
a musical work exists separately from its performance
implies a bracketing of the latter’s context, a premise that
I propose is no longer credible. Rather like the problem
of ethnography, it privileges a practice of writing over
the time of encounter. Massing works together, it invites
competition and comparison according to which piece
(and nation) is more progressive and which more con-
servative. Furthermore, ISCM’s model becomes a victim
of its own ambition. If it was truly “international”, with
members from all 195 states, the current festival format
with works from each section would be impractical. Yet

the current membership - stable for decades at c.50 coun-

tries — can in no way be considered comprehensive. Can it
continue strategically to fail meeting its internationalist
goals? Lastly, if the notion of a single tradition is over
and a vast ocean of possibilities is now open to composers,
how might the ISCM’s second century address this abun-

dance without drowning?

Ways Ahead?

The ISCM has often been compared with the League
of Nations or UN and with the Olympic Games. Its
founding in 1922-23 occurred not only in the wake of
the “Great War” as a more peaceful means of contesting
national value, but also within the course of a paradigm
of international competition for artistic prestige based
on a (contested) “progressive” notion of quality.” In
this light, the Venice Biennale - also compared with
the UN and Olympics - makes a more accurate model
for the WNMD in staging internationalism and con-
temporaneity.*

A rapid sketch of its history is instructive. Founded
in 1895 (a year before the first modern Olympics), the
Biennale provided a platform for the recently-unified
Italian state to stake its claim amongst the advanced
and “civilised great powers” by hosting an international
exhibition. This format was not itself novel, but part
of a world shaped for the first time by an international
concept of time - agreed at the 1884 Prime Meridian
Conference in Washington DC - and by the ability to
enforce this modernist invention through colonialism.
Italian adventurism took off after annexing the port
of Massawa in Eritrea in 1886 (the same year that gold
was “discovered” in Johannesburg, catalysing mining
interests of both the Boers and English to extract this
wealth). This was a race to be the first among unequals.

Providing space for all the participating countries
created problems of available land and costs as the exhi-
bition expanded, prompting the construction of national
“pavilions”, each with relative autonomy for what it pre-
sented, from 1905. The post-W W2 emergence of large-
scale biennials (and quinquennials such as Documenta,
from 1955) shifted emphasis from the relative modernism
of these national presentations towards a global Zeitgeist
defined by curatorial themes. The ensuing tension be-
tween curator and nation was provisionally settled only
in the 1990s — as the Biennale marked its centenary -
with greater collaboration based on the recognition that
artist identities were increasingly transnational and that
their contemporaneity (and art history itself) was not sin-

gular but a product of crossings, migration, and transit
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“between styles, genres, media, temporalities and diverse
cultures”.’

The beginning of ISCM’s second century provides
the opportunity to address the structural problems I
noted in this reflection, echoed in this summary of the
Venice Bienniale. The problems of hosting an expanded
programme of music - of time, organisational capacity,
cost, and coherence - are consequences of situating the
“contemporary” within the “international”. Indeed,
many commentators have noted a sense of stagnation as
the ISCM struggled to respond to its own “Documenta”
moment, with the more curatorial models of large
international festivals such as Darmstadt.’ The South
African experience showed not only that this model no
longer functions effectively, but also touched on possible
solutions. First, this necessarily involves rethinking
contemporaneity as the articulation of time experienced
collectively in the present, referenced neither to an exter-
nal ideal nor avant-gardist competition. As the South
African philosopher Michael Onyebuchi Eze noted of the
post-Apartheid period, “restoration of...shared tempora-
lity is, in the most minimalist and bizarre simplification,
what constitutes justice - the process of reconstituting
the broken social order.”?

Second, as an ingénue for the ISCM General Assembly,
I proposed that the ISCM could consider a “pavilion”
structure for future festivals. These would be organised
collaboratively and transnationally, sharing expertise,
capacity, and costs. The art of this approach would be
to compose — or curate — each as a whole and coherent
experience, a way of articulating time that is sensitive to
context and to the historical moment. It would involve
negotiating worlds in which differences are not erased
but co-exist (a process that Eze aligns with the African
concept of Ubuntu). Who knows, it might even provide
a template for the United Nations in an age when the
competitive model is threatening the world itself with

destruction.
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Between Norway and Iceland,
Tonality and Atonality

?4/ rervo \/e/i/s wiociree _~

Between Norway and Iceland

To understand the musical offering of the 2024 ISCM
World New Music Days (WNMD), you need to know the
place and the people. It would be a mistake to think of
this 11-day music marathon as an abstract contemporary
music festival; everything here has its own shape and feel,
given by the welcoming nature, tolerance, quirky humour
and, in a way, provincialism of the Faroese. Provincialism
is also about the good things, such as pride in one’s
music, composers and players, because they belong to
their island. We really appreciated that ISCM delegates,
composers, players had the opportunity to get to know
the unique nature, the local culture and through that the
warm hospitality of the islanders.

The Faroe Islands are an autonomous province of
Denmark, an archipelago of islands located about half-
way between Norway, Scotland, and Iceland. They have
about 50 ooo inhabitants, about the same number as the
Latvian city Jelgava. The Faroe Islands are not part of the
European Union, but there are no border controls when
travelling between the Faroe Islands and any Schengen
country. The Faroese archipelago consists of 18 islands,

17 of which are inhabited. Streymoy Island is home to the
archipelago’s capital, Térshavn, which is also the largest
city. Its name is linked to the great Norse god Thor, after
whom the harbour was named - Térshavn (kavz — harbour).

Most areas are managed autonomously by the Faroese;
defense, police, justice, money, and foreign affairs being
the sectors that Denmark looks after. The Faroes have

their own Minister for Culture, whom we met at the

opening concert. Her extended speech was proportionate
to the generous support for culture, including the ISCM
festival.

Someone mentioned that there is no prison on
the island, but there is a hill-top cottage with three
well-appointed rooms, because a person who has done
something wrong is most likely unwell himself, so he
must be provided with comfort and well-being, at least
for a few days. This happens only a few times a year, and
those who are incarcerated are transported to Denmark.
In addition, all kinds of events are covered in detail on
the local radio - important news, quarrels, and WNMD
festival concerts.

Since the Faroe Islands are not in the European Union,
they do not have to comply with European regulations,
especially as regards to fishing quotas. In the local towns
we were introduced to fishery statistics. The catches
and profits are impressive; in figures with very many
zeros in Faroese or Danish kroner, the value is the same.
Although with restrictions, whaling is also allowed, and
here and there the historic wide concrete tracks with rails
in the middle were still visible.

Winds sweep the island from all sides, the salty
Atlantic air settles on shoes. Meadows full of tricolour
cuckoo flowers swirl out of the cracks in the asphalt.
Nature is like a fairy tale. It seemed that a gloomy spirit
or devil was about to emerge from the green turf of a
small cemetery. The Faroese ballads and the circle dance
added to the pristine and mysterious feeling. The sun is

low and never disappears at night, as it does in the north.
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The old wooden church in the village of Funningur, which dates back to 1847, was one of many extraordinary venues where concerts were performed
during the 2025 ISCM World New Music Days. Photo: Anna Veismane

The light is soft and ghostly, something I only realized
later on the way home when the Copenhagen sun bit my
eyes. But although the sun was with us all the time, the
islands were mostly rainy and foggy.

Between tonality and atonality

This festival should not be seen as an up-to-date and
comprehensive reflection of global contemporary music.
Perhaps the best way to try and generalize is to think of
it as a portrait of contemporary music from the unique
perspective of the Faroe Islands. In fact, the function of
the ISCM is to unite and bring together different musical
aesthetics, which is exactly what we have seen. Composer
and journalist Simon Cummings has expressed similar
thoughts about the festival in his blog 5:4.

The concert programmes were interwoven with
themes important to the Faroese themselves: language,
national belonging, diverse cultures. Contrary to the
usual globalization trends, the artistic director selected
at least 30 works by local composers out of the 140 that
were programmed (from the 400 submitted). Many other
details of the festival - lanyards woven from local sheep’s
wool yarn for the delegates, specially designed concert
programmes with artists’ drawings — were characteristic
of a careful homespun attitude. Here we should mention
that the most famous Faroese writer, composer, and artist,

William Heinesen (1900 - 1991), whose works are on
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display in the Térshavn Museum, remains a major source
of inspiration for the islanders.

The music scene is characterised by two trends - timbre
colouring and tonal-harmonic thinking, which coexist
quite organically in contemporary music. The music of
Faroese composers strikes a balance between the tonal
and the semi-improvised. More complex expressions
- dissonances in harmony, rhythmic variety, or timbral
games - is rather like an exotic polystylistic spice, some-
times harmonized with the main course, but sometimes
in a very strange juxtaposition. The works that were
most effective were those in which there was an artless
naivety and which also contained elements of folk music.
However, it is worth bearing in mind that art music,

i.e. non-functional original music, only began to spread
in the Faroe Islands in the 1980s. The first professional
composer was Sunleif Rasmussen, and in his music we see
both the professional school and the mastery of combin-
ing roughness, laconic wit, and genre-juxtaposition with
a precise Nordic expression.

The musical aesthetic of the neighbouring Baltic
composers took us back to the 21st century. We heard
music by three Lithuanian composers, Rata Vitkauskaite,
Kristupas Bubnelis and Raimonda Ziiikait¢, as well
as Estonian Marianna Liik. I regretfully did not hear
Rata Vitkauskaite’s Oracle of May Winds, composed for
an ‘open’ ensemble and with audience participation.

Rata likes to create interactive compositions and also



to provide space for the players’ interpretation. She
currently lives in Scotland and is a lecturer at the Royal
Conservatoire of Scotland.

A memorable concert was the festival concert on 23
June at the Nordic House, featuring the Caput Ensemble
from Iceland. I was looking forward to Kristupas
Bubnelis* piece spliz seconds, shifting sand... ,in which
the subtle, rich textures painted a beautiful, inspiring,
and also precisely structured picture. The presence of
harmony, a sense of fragile beauty, and unerring profes-
sionalism resonated in my senses with the sound pattern
of Krists Auznieks. The playing of the Caput Ensemble is
to be commended - the ensemble sounded different in
each piece, which shows understanding and insight into
the music. In mixed ensembles (where there is one of
cach instrument), it is interesting to see how each com-
poser seeks his own overall sound and how the ensemble
represents it. It is great that a large contemporary music
ensemble was created at the Latvian New Music Days fes-
tival with musicians from the Sinfonietta Riga chamber
orchestra, as such ensembles have been almost mandatory
at contemporary music festivals for decades.

The musical highlight for me was the Lapland String
Orchestra concert on 24 June with Jonas Storgards con-
ducting. All the pieces literally “grabbed” you hard and
held you in their power with expression and very high
professional quality, and - last but not least — with the
very strong involvement of the musicians. For example,
the third musician of the second violins was as active as
the concertmaster of the orchestra, the cellists and the
double bassist were outstanding. There was a perfectly or-
ganic interplay between orchestra and conductor. Special
mention should be made of works by Serbian composer
Natasha Bogojevic, Polish composer Maciej Kabza, and
Portuguese composer Carlos Brito Dias. But I am espe-
cially happy for the Lithuanian composer Raimonda
Zitakaité, whose piece 1000 Mouths almost spatially ex-
panded the orchestra; its spectral harmonies and powerful
expression took us into a spectacular spherical world.

Marianna Liik’s Out of breath for violin, cello, and elec-
tronics was marked by a nuanced and highly elaborated
pattern of relationships between the three lines, a signifi-
cant and refreshing contemporary accent in the concert pro-
gramme. Indra Ri$e’s Procession with Bells opened organist
Hans Hellsten’s concert at the Hoivikar Church in Térshavn
on the morning of June 29th in a grand and solemn manner.
It was also the composer’s idea to create an uplifting
opening opus dedicated to the organist Ligita Sneibe.

I will definitely remember the singer Birita Poulsen,

who lives and studies in Berlin, but was born in the Faroe

Islands. It was a touching idea to include songs in diffe-
rent languages and dialects of the world in the concert
“Poetry & Music in Small Languages”. I followed Birit
Poulsen’s voice with great interest, especially the nuances
and expressive facial expressions in the piece for solo
voice baff in the Palatine German dialect (Pfilzisch) by
the German composer Charlotte Seither.

As a morning ritual throughout the week, the ISCM
General Assembly brought together representatives of
the 50 local sections: mostly from Europe, the Northern
region well represented this time, quite a few delegates
from Asia, one each from America and New Zealand. We
discussed the organisation’s strategy and future festivals.
The most productive, as always, were the coffee breaks,
where we got to know each other better and looked for
points of contact for further cooperation.

The day was far from over with the last concert at
opm, but continued with late-night conversations over
super-expensive glasses of beer (which is the cheapest
drink in the pub). The days were long because the day
itself is so long in the Faroe Islands, and if even the
birds sleep and live with the rhythm of light to sing and
experience summer to the full, so do the festival guests
experience every moment of togetherness.

One of the central concert venues, the Nordic House
or Nordurlandahusid, with a grass roof, like many build-
ings in the Faroe Islands, is literally built into a rock.
The Térshavn Music School is a comfortable building
equipped with new instruments. There was also a new
concert hall, Varpid, in Klaksvik on Bordoy island. There
were also more unconventional concert venues like mini-
ature wooden churches, jazz bars and clubs. The concerts
were not only indoors but also outdoors, which I was
doubtful about at first because we know that the Faroe
Islands have at least 270 rainy days a year, but we were
very lucky to have a sound walk in Térshavn Park and
a concert in Gjogv rock grotto without rain. I felt that
the park played a key role in the sound walks, especially
the trees, which sometimes resembled plants from our
latitudes, sometimes Arctic wildflowers, and sometimes,
like from an exotic island, huge fuchsia bushes. This is
the advantage of such performances dispersed in space -
attention flows in and out.

The tunnel under the Atlantic Ocean to the island of
Sandoy was a very peculiar and exotic concert venue. In
the Faroe Islands there are many tunnels connecting the
islands under the ocean, and in one of these tunnels a
sound installation by Sunleif Rasmussen was played, or
more accurately, background music, which was broadcast

on certain radio frequencies in a car, in our case a bus.
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So, as we drove through this particular tunnel at 70 km
per hour, there was music, the sound quality of the bus
was quite variable, but the process was unique.

We didn’t get to hear the acoustics of the tunnel, but
we did see colourfully illuminated art objects, one of
which is in a circle, which is a rarity in tunnels. Plus vodka
was served before entering the tunnel, along with a story
by Sunleif Rasmussen about its special recipe. The tunnel
excavation revealed a water reservoir deep under the
ocean floor. Since this water is rich in minerals and has an

unusual taste, it was decided to make vodka from it.

Kristian Black
and Concerto Grotto

Kristian Blak is the heart and soul of Faroese culture and
musical life. Kristian is a jazz pianist, composer, head of
TUTL Records and artistic director of the Summarténar
festival. He plays a wide variety of folk instruments, col-
laborates with many musicians, as well as ethnomusicians
from all over the world. It was he who came up with the
idea of bringing the WNMD festival to the Faroe Islands,
and at the last minute, two years ago. Membership in the
ISCM has given Faroese music a much wider global expo-
sure. Kristian Black’s music was heard several times at
the festival, both his own improvisations with the band
Yggdrasil and classically composed originals that seemed
very Faroese — harmonically dense and sometimes senti-
mental

I went to Kristian’s house in the old town of Térshavn,
tucked into a hilltop and covered with rocks. The cosy
study is home to a myriad of musical instruments, a testa-
ment to musical friendships across continents. The door
of the house is unlikely to be locked, as this has not been
a necessity in the Faroe Islands, except perhaps in recent
years. If a traveller knocks on the door, shelter, warmth
and food are offered without a word, a historical tradi-
tion because of the harsh climate. This custom is deeply
rooted in people’s attitudes, traditions and unexaggerated

kindness.

ANNA VEISMANE: How long have you lived in the
Faroe Islands, and why did you move here from Denmark?

KRISTIAN BLACK: I have lived in this house since 1975.
I lived in one room for the first year, but it was difficult

to play and compose, so I looked for a house. We found it
here in the old town. It was quite cheap, because it didn’t
seem special or modern at the time. Later we extended the

old house, just this studio with a piano and instruments.
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AV: Why the Faroe Islands? Is this where you met your

love?

KB: My wife? She’s in the next room, but no, she

was born in America, and later we met through music.

I immediately organised a band here and started teaching
at the high school. It wasn’t like I was looking for a job,
because I had been teaching music in Denmark, and I was

also involved in sailing and shipbuilding.
AV: Really?

KB: Yes, I had a schooner. Music wasn’t my only occupa-
tion, but also athletics at national level. I wanted to
change my environment and it was so interesting here!
Lots of ideas and lots of fun. I could expand musically. So
I stayed. I came with my knowledge of music, my interest
in jazz, which was not at all common in the islands, and

I felt that I could expand the musical life here in different
ways. I wasn’t that big of a jazz specialist, but when I was
studying in Aarhus, Denmark I was always interested in
jazz, I went to concerts regularly. In the first years we
started a trio — a guitarist, a bass player and me at the
piano. After a few years there was already a big group of
musicians to play with. There were musicians here before,

but they played folk music, not jazz.

AV: The folk music tradition is still very strong. In almost
every work by a Faroese composer I hear a direct or indi-
rect reference to folk music, sometimes it’s a sense of har-
mony or a wistful sentiment. Is there something unique

in this expression, do you think?

KB: Yes, it is. In my music I’ve always been drawn to
the classical tradition and folk music, world music and of
course jazz, and that’s because I play in different bands.
Soon I will celebrate my soth anniversary in music with
concerts here in Denmark and in Italy. I was originally

a musician, a pianist; composing came later when the
jazz club opened. I started to write jazz compositions in
a Nordic style, thinking about nature, also using modal
harmony that is typical of Faroese music. In my band
Ygrdrassil I decided to include rock guitar and musicians
from all over the world. It was difficult at first to mix dif-
ferent styles in one vessel, but after a few years it became
homogeneous. I know that at first the musicians didn’t

feel so comfortable.



AV: Was there a tradition of playing concerts in grottoes,
caves? Did you discover these venues because of the special

acoustics?

K B: No, there was nothing like that before. It started

as an experiment, but later it was a very important dis-
covery. Forty years ago we had the first concert in the
Faroese caves; it was very difficult to organise. The first
experiment was composing with pre-recorded sounds of
wind, water, ocean and birds, but playing and listening
to the ocean and wind on the spot - in nature - is a
completely different thing. It’s even more spectacular!
Because we don’t talk when we listen to music, hearing is
sharpened for any kind of sound. Remember the concert
in Gjogv? We were listening to music, the ocean, and the
wind at the same time.

Once a captain took us to one of these places, but he said
there were much bigger grottoes, and he showed us a cave
in Hestur as big as a cathedral, 200 metres deep, 50 metres
high. There is a very long echo. Unfortunately, such

trips have become very expensive. There used to be two
concerts a week, and at least 20,000 people attended these
cave concerts, or ‘Concerto Grotto’, as we call it.

AV: I've been thinking about how improvisation happens,

is it more intuition or thinking and experience?

KB: It’s very interesting because every time the process
is different. Sometimes I improvise in one tuning and
suddenly I feel - enough! I'm tired! Even if others keep
playing the same thing, I prefer a different direction, but

I never plan it. It is important to stay focused.
AV: Is harmony important in your music?

KB: Yes, and different scales, modality. But even more
the chords, chord sequences, shifts, major or minor

chords, so one tonality doesn’t exist anymore.
AV: And singing? As an expressive expression?

KB: Yes, yes! I had forgotten about singing! I was listen-
ing to some recordings with Vera [Kondrateva] the other
day and I remembered how I used to imitate barking
dogs. Now at the concert I thought I should do some-
thing like that again. A spontaneous idea and the joy of
creation!

Sunleif Rasmussen.
First professional Faroese composer

Knowing that I would be meeting Sunleif Rasmussen in
the Faroe Islands, composer Indra Rise, who once studied
with him at the same time at the Royal Danish Academy,
added that they both have the “farmer gene”: “Sunleif
tends his own flock of sheep on Sandoy, while I plant a
forest! Is there another composer in Latvia who plants a
forest?” Obviously, planting trees (which more than one
composer and musician does) and planting a forest are

two different things, but let’s talk about sheep later.

Sunleif Rasmussen received his initial musical training
in Norway and later studied composition at the Royal
Danish Academy of Music in Copenhagen with Ib
Norholm and electronic music with Ivar Frounberg. He
has received numerous international awards, including
the Nordic Council Music Prize for his Symphony No.1
Oceanic Days and the Faroese Cultural Honorary Award.
Sunleif Rasmussen is the Artistic Director of the 2024
ISCM World New Music Days, so we met at the cross-
roads of the festival - the Nordic House.

ANNA VEISMANE: How did you choose the works for
the ISCM World New Music Days?

SUNLAIF RASMUSSEN: I programme concerts accor-
ding to my experience - for example, I don’t like long
concerts, so I do so-minute concerts without an intermis-
sion. I like to combine different genres, different aesthetics,
otherwise it gets boring. And, as I’ve heard from the local

audience, people really like it.
AV: Were musicians involved in the selection process?

SR: Yes, but first I selected the pieces myself, and in this
case I did it alone because the community of musicians
in the islands is small, I chose about 70 minutes of music
- that’s more than the concert needs - and the musicians
decided on their favourites. So yes, they were involved in
the programming, the ensembles like to think about the

concept of the concert as well.

AV: You’ve probably been asked many times if Faroese
composers have a common identity. I noticed that there is

a strong presence of folk music, also a certain sentiment.
SR: Yes, indeed! (laughs)! I am a teacher of many

Faroese composers at the Térshavn School of Music, at

the secondary school, before going to conservatoire in
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Denmark or elsewhere abroad, which would be the next
level. I never try to point anyone in a particular direction
- everyone has to find their own voice. On the contrary,
I try to encourage you to find who you are. That’s how

I was brought up at the Royal Danish Academy of Music.
Ib Norholm and Ivar Frounberg were teachers who never
showed their music as an example. I would never want
one of my pupils to be Sunleif Rasmussen I or Sunleif

Rasmussen II.
AV: Did you meet Indra Ri$e in Copenhagen?
SR: Yes, we studied at the same time.

AV: You were born on the island of Sandoy, how did you

become a musician and later a composer?

SR: Nobody in my family was a musician. My mother’s
family were farmers since the Middle Ages (laughs), on
my father’s side - fishermen. My grandmother’s brother
was a well-known writer in the Faroe Islands and became
my mentor. Despite the two-generation difference, we
had fruitful discussions about art. When I was initiated
at the age of 14, I received gifts as one does on such
occasions and I bought myself a piano. I started to edu-
cate myself, met young aspiring musicians like me, and
we formed a rock band. When I bought the piano, my
grandmother, whose grandfather was a writer, confessed
that she used to study organ in Térshavn and she had

an organ book in Swedish, of chorales. I couldn’t read
Swedish, but I tried to play the notes. At the age of 18,

I went to Norway where I studied theory and proper
piano playing. I practised a lot, even 12 hours a day for

a whole year.
AV: When you compose, do you still play the piano?

SR: Before composing, yes, when I’'m looking for some

musical material. But once I really start writing, definite-

ly not. Then the piano gets in the way of the imagination.
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AV: If you could freely choose what to write and for

whom, what would it be?

SR: If you’re a composer, you have to love all the instru-
ments, otherwise it’s difficult. When I get a commission,
it’s a pleasure to discover something new every time, to
discover new sounds, new colours of instruments. In that
sense I’ve been lucky, because I’ve had many commissions
and performances. But if I think about it, I would like to

write an opera.

AV: Is it important for you to do different things -
compose, play, organise, teach? How can you combine
these different activities? Most composers are introverted
people.

SR: I have both sides. I like to be with myself, but 'm
also quite extroverted. And living in a small society like
the Faroe Islands, you can’t just do one thing - then
nothing happens. As the first professional Faroese com-
poser, I feel a responsibility to share my knowledge, so

I teach. That was the reason why I took on the WNMD
festival - to bring contemporary music from all over the

world to the local community, including musicians.

AV: You have a flock of sheep. Do you know any other

composers in the world who have sheep?

SR: No, I don’t! (laughs) I’ve had the idea for a long time
to record sheep voices and include them in a piece. When
I was with the recorder player Michala Petri, we rented

a house by the ocean: when she practised, the birds sang
along and even the seals responded from the ocean!
That’s the beauty of the islands.



The Faroese Daily Dish

Trcdy O

June 19 — Rain, Waterfalls, Sheep!

Whoa - 32° C in New York City; 7° C at the Vagar
Airport in the Faroe Islands. That was quite a shock to
the system, not to mention the really bumpy landing
because of the wind and our small Turboprop plane (let’s
not talk about the fact that I couldn’t see anything outside
my seat window, and that it took rwo landing attempts to
get us onto the ground...). All of that initial discomfort
fizzled as our taxi rode into Térshavn. My stars! It was
mesmerizing - the starkly majestic fjord landscape, the
numerous waterfalls from the rain, the sheep on the steep
slopes (LOTS of sheep), the colorful Nordic houses in the
villages and the distant farmhouse. I knew I was in for a
treat. But first, lunch, check-in, rest, dinner, and sleep, in
that order. Gotta get into the zone before all the festivi-

ties begin!

June 20 — Jetlag is a beast...

Cannot be more thankful for the chaise lounge in the hotel
room; the perfect thing to hop onto when - yawn - jetlag
called... Also, finally sampled the very delicious sunchoke
soup from the hotel restaurant, Hallartdn at the Hilton
Garden Inn (yes, but a completely different experience
than their American counterpart!). It’s a local delicacy, and
it also serves as the prelude to soup...lots of soup during
the festival. (I love soup, give me soup.) Oh, and most
importantly, I got my badge with a hand-woven lanyard
made of Faroese wool. The badge was our festival pass, so

I made sure it looked festive and appropriate. (Baa.)

June 21 — More Rain, An Unofficial Opening,
and Getting Familiar with Térshavn

The evening of the unofficial festival opening concert
was also our first venture into the old town center of
Torshavn. We were quite a bit wet from the rain, almost
got lost figuring out which winding path was the correct
way downtown, azd had a little trouble initially finding a
place for dinner. But we found it - slurp! - a cute ramen
joint called Suppugardurin; just the right place at that
time when we needed something hot to warm us up from
the damp and chilly weather. (It’s the soup thing again,
have you detected a pattern yet?)

We enjoyed our first taste of local Faroese music life
at Reinsariio, a cool and cozy concert hall with a bar
attached. This seems to be the go-to downtown venue for
all genres of music. It’s a fitting venue for the festival, one
that presents all genres of music (I mean, we got yoik and
contemporary classical and all that jazz), with engaging
and dedicated performances from a wonderful mix of the
multi-talented Faroese musicians and guest artists from
Iceland, Denmark, Finland, and the UK.

The Faroese jazz band, Nordurgl4d, lead by bassist
Arnold Ludvig with a line-up of fabulous local talents
Leivur Thomsen (guitar), Jakup Térgard (piano), Hedin
Z. Davidsen (guitar), Kristina T. Johansen (saxophone),
and Régvi 4 Rogvu (drums) (who will all make repeated
appearances throughout the festival) opened the single-
set concert with Gary Daley’s Hunger (2019), a submission
from the ISCM Australian Section. The rest of the set

were four original compositions by Ludvig.
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The concert clocked just at 30 minutes, which left us

ample time to head back to our up-the-hill hotel with a
late evening detour around the sleepy neighborhoods, as
we enjoyed glimpses of Faroese city homes side by side
with farmhouses and free-roaming sheep. (This would
also mark the beginning of my quest in taking a proper
sheep photo. That night’s count? Sheep: 1, Trudy: o)

June 22 — Pre-festival Events Continue in
Térshavn and Rituvik, The Composers Collider,
and Back to Reinsariid

The morning concert at the beautiful historic Térshavn
Cathedral presented 6 works for solo cello and/or solo vi-
olin, performed by cellist Zoé Martlew from the United
Kingdom, and violinist Sdmal Petersen from the Faroe
Islands. The program included two submissions from
the ISCM 2024 Host Section-Faroe Islands by Edvard
Nyholm Debess and Atli K. Petersen, and four other
works by Isabel Urrutia (Basque Country), Zoé Martlew
(England), George-Ioan Pais (Romania), and Eloise
Gynn (Wales). I must say, Zoé Martlew, fantastic player
and composer as she is (I quite enjoyed her G lude which
closed the program), also has such a great stage presence.
Her cheerful and enthusiastic introductions before each
work expertly guided the listeners what to expect in the

following minutes with anticipation. Bravo!
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It was wonderful to interact
with Rosalie Grankull’s
installation Music for Strings
& Silk. Photo: Trudy Chan

And, oh, I got an assignment! I was really happy to be
invited to be one of the three judges for the ISCM Young
Composers Award, and I was bright and ready for the
first piece on the program (coffee can make that happen),
Giant robots in a picnic basker by George-loan Piis, which
I have to admit might be one of the more-intriguingly
titled works that I’d encountered!

We found our way to a local café (Kafhihusid) for a
quick repast before we took a walk towards the harbor,
where we would catch the coach to go to Rituvik for our
next concert, by way of the Eysturoyartunnilin. (More on
that soon.) It was so delightful to get up close and person-
al with the charming historic homes with their signature
grass roofs. As we gathered towards the harbor, this was
also the first time that we saw many of our newly arrived
delegates, looking rather windswept but nevertheless
excited about the upcoming adventures (of all kinds).

The story of the Eysturoyartunnilin, the 12-km subsea
tunnel and the largest one in the world with a roundabout
was enough to pique my interest. I was also looking
forward to hearing the work /£dr by the Faroese com-
poser Jens L. Thomsen, commissioned especially for the
tunnel. Alas, that was not meant to be, as the rather loud
ambient noise from the bus almost drowned the whole
piece out. Bummer. My ears were disappointed, but my
eyes popped up by the installation (complete with custom
lighting) surrounding the roundabout by the Faroese



artist Trondur Patursson. The installed cutout silhouettes
represented the traditional dancers of Faroe Islands, and
it was fascinating to circle a roundabout under the sea.

We arrived at the quaint seaside Rituvikar Kirkja, on
the island of Esturoy, for the concert performed by the
Caput Ensemble string quartet. We listened to 6 pieces
again (seemed like the magic number of pieces for every
concert, quite nice, actually!), with Caroline Bordignon’s
Incandescence (individual submission from UK)as the
standout of the program. I was also quite intrigued by
Kenneth Li’s Singing Our Swan Song of Serenity (Speaking of
Satire) (ISCM Hong Kong Section), which was supposed
to be capturing the sounds of animated Cantonese lan-
guage and reprocessing those sounds through the string
instruments. It was certainly not an everyday occurrence
to hear reminiscence of the language you grew up with
incorporated into a contemporary string quartet work in
such a remote corner of the world!

We were treated to an official welcoming reception
(the first of quite a few!) inside the offices of Visit
Runavik as we were hit by the cold rain again. This was
special as we got to taste one of the most traditional dishes
of Faroese Cuisine: fermented lamb. During the short
welcoming speech, we were given a heads-up about the
texture and the taste so that we were all prepared. I defi-
nitely tried it—kinda beelined towards it, actually—and it
was definitely an acquired taste, but with a little glass of
wine, it was an experience to remember. The welcoming
festivities continued as Térbjorn Jacobsen, the mayor of
Runavik, showed us a Powerpoint presentation of the
local history, sprinkled with colorful comments. It was
interesting to learn about your host country, even when
the presentation itself bordered on indulgence...

Once we returned to Térshavn and sorted dinner, we
headed to Finsen for the Composer Collider, which is
always a fun event to meet the composers attending the
festival, and to find out what they do. And, of course, it’s
a really nice event to meet new friends, which is part of
what ISCM WNMDs are all about! During this year’s
iteration (which was organized by David Pay from Music
on Main in Vancouver, Deborah Keyser from Ty Cerdd in
Wales, and Magnus Bunnskog from the ISCM Swedish
Section), we enjoyed the usual meet and greet and the
get-to-know-your-new-friends-and-introduce-them-to-
others (a.k.a. the essence of the collider!), all over crunchy
snacks and drinks, including some interesting local brews
from OY Brewing, such as the like-it-or-hate-it Svart
Salt, which is a licorice porter. (In case you are interested
to know - I like it!) And good times were had by all.

We returned to Reinsariidfor the final concert of

the day, presented by Flytifélk, a Faroese band with a
Klezmer-Balkan bent—(Daniel Rye (clarinet), Anna
Hiidepohl (accordion), Torleik Mortensen (bass), James
Goodwin (percussion)—presenting an “official” set of
four works. A recent work called Now and Then (for Igor
Stravinsky), by clarinettist Daniel Rye, incorporated ex-
cerpts of Stravinsky pieces that had been presented during
the first ISCM festival in an improvisational format.
Meanwhile, Oracle of May Winds by Rata Vitkauskaité
(ISCM Lithuanian Section) easily transported me to a re-
mote, windy landscape, which was actually the inspiration
for the composer, who spent time in Scotland and was
fascinated by the winds that she encountered there. It was
certainly a bonus to hear her describing the work herself!
Just as we thought the evening concluded after the
piece, we were told to sit tight, as there was a surprise
second set waiting for us. And what a pleasant surprise
that was! The band presented a “quasi-cabaret” as
musical treats after the “main” portion of the concert,
with really cool arrangements from works by composers
whose music had been performed during the 1924 ISCM
festival: Erik Satie and Kurt Weill. It was so fun!! I would
also be remiss not to mention how mesmerizing it was
to watch the contrabassist Torleik Mortensen perform!
He embodied the music in such an infectious way, and it
made you want to hop onto the stage and perform with
him. (Well, no, I did not. Chicken.)

June 23 — The Official Festival Opening Day:
Vidarlundin Park, “Small” Languages, and Yoik!

Exciting day as it was the official festival opening! The
morning was slow, and I took the opportunity to enjoy
the scrumptious breakfast offered at the hotel-because
I’d soon need all that energy to make that trek from the
hotel to Nordic House, where the festival opening concert
was going to take place. But first, the wind. OMG, the
wind!! Yes, we were warned by the weather forecast that
the wind would be ferocious, but I wasn’t quite prepared
for that level of wind blowing while I was trying to walk
that relatively short distance through the open air. A few
times I had to stop and hang onto a lamppost or some-
thing to let a particularly strong gust pass through. I was
so thankful to finally get indoors. (I was not as windproof
as the hardy sheep who were just munching and strolling
leisurely as ever. Yeah, yeah, I know they are used to it.
And, no, I definitely didn’t take a picture.)

The opening concert took place in the main concert
hall. Before the music began, there were several wel-

coming speeches for the festival delegates as well as the
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Faroese ticket holders. Speeches were given by Faroese
officials as well as ISCM President Glenda Keam, and we
were introduced to the full co-artistic directing team for
the 2024 World New Music Days. After we were all pro-
perly welcomed, Faroese pianist Mathias Kapnas began
the concert with an excerpt of Reflections of South Africa by
Chesney Palmer (ISCM South Africa Section). (We will
get to hear the piece in its entirety later in the festival.)

The Caput Ensemble took over the stage and began
the concert of seven works for chamber orchestra. The
concert opened with festival co-artistic director Sunleif
Rasmussen’s Surrounded, followed by chamber orchestra
works submitted from the ISCM sections representing
Shanghai, Slovakia, Nanning, Lithuania, and Norway,
as well as a submission from the Prague Spring Festival.
Blast by Zhong Juncheng (ISCM Nanning Section) and
Ouroboros by Martyna Kosecka (ISCM Norway) left the
deepest impression on me.

We then got to stretch our legs for the outdoor por-
tion of the day. We walked towards Vidarlundin Park, a
lovely respite from the more bustling parts of Térshavn,
which also housed the compact but well-curated National
Gallery of the Faroe Islands on one end of the park. The
open-air concert featured four composer-performers in
three different locations as we walked through the park.
ISCM Faroe Island Section’s Hedin Ziska Davidsen,
wearing his composer hat, presented a 6-channel sound
installation entitled Ringar ¢ Vatni (Rings in Water) (we’ll
get to see the many faces of Hedin throughout the festival)
by the memorial statue as we were guided towards it
by Kelvin King Fung Ng (individual submission from
the UK), who performed his Brief Version of Seoljanggu -
o, I, II directly outside the art museum and then led the
way.

We continued to walk through the park, passing by
the duck pond with its highly amusing inhabitants, to
the lawn by the other end of the park, a piece called 7zd
skeiva stykkid i Pisu for trumpet, trombone, and elec-
tronics, written and performed by Johan Hentze and
Andras Olsen (ISCM Faroe Islands Section). Open-air
installations were present throughout the festival with
several works set up in various locations around Térshavn
for specific periods of time. We stopped by the Gallari
Havnari to hear a brief introduction to the installa-
tion by Stéphanie LaForce (ISCM Wallonia-Brussels
Federation Section) called EOLIEN-SONORE - The
sound of the wind, a very apt title for the strong winds
that day. We continued our journey down to enjoy a local
catered meal of Faroese dishes, with roasted salmon and

roast pork loin being the double stars of the meal.
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After the warming hearty meal, the next concert was
right across the street at the Tjédpallur Foroya, with a
program of works featuring texts in “small languages”
(languages with only a small number of speakers or
which risk extinction). Before getting to my seat, I had
a chance to visit one of the installations, Music for
PlayStation by Jesse Austin-Stewart (submitted by the
ISCM New Zealand Section). (I think I might have
been the first person to interact with the installation at
this location!) The installation is triggered through a
PlayStation DualSense controller. The composer writes:
“These tracks can only be felt, not heard. This music has
been designed so that audiences of all types of hearing,
whether hearing, hard of hearing, or d/Deaf, can engage
with the music on equal terms.” I tried hitting all the
different buttons and focused on “listening” through the
tactile motions while contemplating the rationale behind
the work.

Charlotte Seither’s baff (ISCM German Section)
opened the program, an athletic vocal work with sounds
and syllables emulating the Pfilzisch dialect, was ex-
pertly performed by Berlin-based Faroese soprano Birita
Poulsen. Sunleif Rasmussen came on stage to speak after
the piece, informing us the sad news that the composer
for the next piece, Bjarni Restorff, passed away recently.
We all observed a minute of silence in memory of his un-
timely death before Birita Poulsen returned to the stage
with guitarist Olavur Jakobsen to perform Gittarin for
soprano and guitar with text by Federico Garcia Lorca
(ISCM Faroe Islands Section). The program continued
with works by Unn Paturson (Wicked fysikk, another
host section submission), Chiu-Yu Chou (Ocean Sailing;
ISCM Taipei Section), and Amble Skuse (Chapels with
Splendid Glass Windows, Scottish Music Centre submis-
sion). Skuse’s piece, a string quartet inspired by a text in
middle Welsh which was recited before the performance,
was the only work on the program that did not involve
singers. The final piece was a joint commission by the
ISCM WNMD Faroe Islands and the Nordic Music
Days Scotland. Unfortunately, the composer of the piece
(Annilaanganeq qilammit nakkaalavoq), Arnannguaq
Janna Porsborg Gerstrom from Greenland, was unable to
travel to Faroe Islands for the concert because of illness.
At least we could experience the beautiful performance of
the work. A shoutout to Esther 4 Fjallinum who recited
all the texts before the start of each work.

It was a long day, but we had one more show to attend.
Thankfully it was right next door, back at Reinsariio, this
time for WNMD 2024 co-director, Faroese composer
Kristian Blak’s own group, Yggdrasil: Angelika Hansen



(violin), Hedin Ziska Davidsen (guitar), Kristian Blak
(piano), Mikael Blak (bass), Per Ingvaldur Hojgaard
Petersen (drums). Yggdrasil is a Faroese jazz ensemble
inspired by folk music from the Faroe Islands, Greenland,
Sépmi, and many other places. The band presented
Kristian Blak’s Porkerisvatn, a suite in eight parts that
was commissioned by the National Gallery of the Faroe
Islands to create music for one of the paintings in their
permanent collection of the same name by the Faroese
poet and painter William Heinesen. Let me tell ya, that
was an electrifying concert! The music, juxtaposing folk,
jazz, progressive rock, and yoik, definitely brought the
house down. I was a tired but happy little clam as we
made our way back to the hotel for the much-needed
sleep. (A night cap with friends will have to wait.)

June 24 — The First YCA Jury Meeting,
Torshavn Music School, An Excursion to Sandoy

My day of music didn’t begin until after lunch on June
24, so I took some time after breakfast to catch up on
some work in my cozy hotel room. I was also excited

to have my first official meeting with my fellow YCA
judges—Magnus Bunnskog (Sweden) and Deborah Keyser
(Wales). We had already listened to a few picces, and it
was good to check in as a group to talk about the works,
and also to set some parameters that would inform the
rest of our panel meetings. We gathered at the Nordic
House before the 3pm concert. The meeting went
without a glitch, and we were extremely happy to find
ourselves working very harmoniously as a group while
still maintaining our “independence” as individual panel
judges. We certainly started our official YCA duties on
our collective right foot!

We were ushered into Klingran, a bright and semi-
open performance space for a concert of chamber music.
The program opened with young Faroese composer
Bjarni Blaasvaer’s La Follia, inspired by the well-known
tune of La Folia, followed by a solo clarinet work, Within
the Fairy Ring and Out of It, by Per Norgard (ISCM
Honorary Member), Out of Breath, a sonorically interest-
ing work for violin, cello and electronics by Marianna
Liik (ISCM Estonia Section), a concise work for Seitara
Shibaro entitled A letzer from Grandchild, and Svetlana
Savic’s Temporal Variations (ISCM Serbian Section). But
the piece that stood out for me the most was the final
work on the program, Lyre, for violin, cello and piano by
Victoria Kelly (ISCM New Zealand Section). The beauti-
fully contemplative work gave a satisfying conclusion

to the concert, before we made our next move across

town for the Lapland Chamber Orchestra concert at the
Térshavn Music School.

The day remained rainy as we arrived, with ample time
to find our seats inside the sleck-looking performance
hall. The program again featured six works, performed
by the string section of the Lapland Chamber Orchestra,
led by music director John Storgards. It was an intense-
ly beautiful concert with all shades of musical colors
imaginable. The performance began with two works for
smaller string ensembles, Eric Egan’s iz some or other Oasis
| (i en eller annen Oase) (ISCM-Irish Section) and Vel op for
dag by Pauli i Sandagerdi (ISCM Faroe Islands Section).
The next four pieces were scored for a string orchestra,
beginning with Dissolvenza by Natasa Bogojevi¢ (ISCM-
Serbian Section), and followed by three other works that
were on the YCA listening list: The Infinite Mirror II by
Maciej Kabza (ISCM-Poland Section), was birgst du so
bang dein Gesicht? By Carlos Brito Dias (ISCM-Portugal
Section), and the last piece on the program, Raimonda
Ziukaité’s 1000 Mouths (ISCM-Lithuania Section). It was
impossible to rate which one I enjoyed the most, and it
would not be fair to the composers at all. So, all I can say
is that this concert was probably at the top of my list for
the festival!

We hopped back onto the bus for our excursion of
the day/evening, a trip to the island of Sandoy for an
intimate concert at the Sandur Art Museum. But not
before passing through another subsea tunnel first, to
be serenaded by Sunleif Rasmussen’s composition for
car radio and tunnel, commissioned especially for the
Sandoyartunnilin. There was yet another fun surprise
while we were en route to the tunnel, this time in the
form of vodka. Running between the two buses that
were carrying all of us to our next destination, Sunleif
introduced to us to Dénial Hoydal of the Faroe Isles
Distillery, who in turn shared with us the intriguing
story behind their prize-winning North Atlantic Subsea
Vodka, distilled with the pure subsea level water tapped
from a secret access somewhere in the subsea tunnel. We
all got to sample it as we listened to the story. The vodka
warmed us up as we were driven through the tunnel,
enjoying Sunleif’s piece

We were told that they would split us into two groups
because of the intimate size of the Sandur Art Museum.
As the first group headed towards the music, we were
ushered into a community hall to enjoy a delicious meal
of baked cod, a fixture of the local cuisine which would
continue to make numerous appearances as our festival
continued. It was lovely to sit down and chat with our

friends as we enjoyed the appealingly rustic dinner. As
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we wrapped up our meal (literally speaking, the fish was

baked in parchment paper), it was our turn to experience
the music as the first group trickled in, no doubt looking
forward to a well-anticipated dinner.

The two-level Sandur Art Museum was compact, and
it was clear as we walked in why we were split into two
groups. We were able to study some of the artwork on the
wall before the concert began. It was a short concert of
four works, the first being a reprise of Chesney Palmer’s
Reflections of South Africa, this time in its entirety and
performed again by Mattias Kapnas. Kapnas continued
with a performance of the 2nd movement of Kristian
Blak’s Piano Concerto (co-composed with Kapnas), joined
by percussionist Jan Runi Poulsen. The two composer-
performers finished the program with two short works

for piano and percussion, Bei and Budapest.

June 25 — A Stroll Into Town,
A Multi-Channel Speaker Concert,
and Another Late-Night Club Show

My first activity out of the hotel today was to roll into
town for lunch. Wanting to explore a different route
downtown, I took a new route that led me past Hotel
Brandon, where some of our delegates were staying, and a
generally faster route downtown. I passed by some farm-
houses on the road, swatted away one too many midges,
and there was nary a sheep in sight. (Boo.) Lunch was a
delight at the lovely Scandinavian restaurant Bitin (which
reminded me of IKEA - sorry, can’t help it), with their
nice selection of modern Nordic smorrebrod and yummy
lemonade. It was also just a few minutes away from Finsen,
the concert venue for the multi-media concert, which I was
heading towards for the first of the two shows.

Again, there were six works on the program, including
a number of pieces on my YCA listening list: Alexander
Tillegreen’s Phantom Streams (in s movements zyklus I) for 6
channel audio (ISCM Denmark Section), Bekah Simms’s
Jubilant Phantoms (individual submission from the UK;
the sound of the just-intonation accordion reminded
me of the sheng, the Chinese mouth organ), and Anuj
Bhutani’s East wind melts the ice (a Florida International
University submission). It was also nice to learn about
Libby Fabricatore’s Midnight Observations ar Central Sound
Buoy (an individual submission from the United States).
There wasn’t any rain that afternoon, so it was a good
opportunity to take a walk back to the hotel for a break
before the evening activities began.

We returned to the Nordic House for the second in-

stallment of music by the Lapland Chamber Orchestra,
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this time with the full band. John Storgards was at the
helm again, conducting another 6 chamber orchestra
works, including the world premiere of Sunleif Rasmus-
sen’s Chorals and Dances, a compact piano concerto by
Victoria Frances Young (individually submitted from
the United States), with Anna Laakso as the soloist,
Cardboard by Tom Irvine who also doubled as a vocal so-
loist (Scottish Music Centre), as well as works by Haimoni
Balgava (ISCM Slovakia Section), Janco Verdain (ISCM
Netherlands Section), and Kristian Blak. A big round of
applause for the band for such high-level performances!

It wouldn’t be a proper World New Music Days
without late-evening shows at cool clubs. We moved
back downtown to Blabar to attend the first of the three
shows.

With a glass of wine in my hand, we settled in snugly
at our table for the two short sets performed by The
Network Ensemble. Electronics and multi-media works
were the features of this show. I was particularly struck
by Andreja Andri¢’s Concert for Smartphone Network (indi-
vidually submitted from Denmark) with its eye-catching
accompanying video, and Lauren Sarah Hayes’ The
Accusations That Are Confessions (submitted by Florida
International University) with the composer performing
the live electronics, which concluded the music events for
the day. But wait! My evening ended much, much later, as
we proceeded to spend some really lovely time catching
up with friends at the hotel lobby while the sky turned
from low-light gray to deep-blue as we chatted into the

wee hours.

June 26 — More Eysturoy Adventures,
Back to Blabar

June 26 was a very, very memorable day as we travelled
back to Esturoy. I’ve attended several ISCM World New
Music Days festivals, but this might be the first one
where sightseeing was deliberately built into the day.
And I can totally see why! Who wouldn’t want to see the
breathtaking landscapes as we traveled to various venues
to continue on our music journey? My quest for a perfect
sheep picture (no, sorry, ovine count to date: Sheep: Still
1, Trudy: Still o) was replaced by how fast I could click
my phone camera to capture that perfect angle where the
fjords interlocked. It was quite amusing to see my fellow
travelers were all doing the same thing. Nature wins.

On our way to the first concert, our buses stopped in
the middle of a mountain, and we were all told to get off
the bus. It was misty and quite cold, but that didn’t damp

our excitement as we all took turns making our snapshots



and posing with friends for selfies. Alas, we had a schedule
to keep so after several minutes of oohs and aahs, we
were back on the buses and off we went for our next stop:
Gjogv.

The village of Gjogyv is situated on the northeast tip of
Esturoy. We only had a few minutes to admire the view
looking out from the bottom of the fjord before we were
guided uphill to what looked to be an opening to some-
where. Well, that somewhere led us to a flight of stairs,
rather treacherous I might say, until we arrived at the
bottom of a narrow ravine. The stunning scenery served
as the beautiful background for an improvisatory concert
for various horns (trumpets, saxophone, trombones) with
electronics.

The breeze carried the sound of the horns, amplified
by the natural acoustics of the ravine, resonating gently
around us during the short set. It was magical. Much too
soon, the set was over and we traced our steps back to our
bus, with me chanting quietly internally: “OMG, OMG,
do not fall flat on my face and make a spectacle of my-
self” as I climbed gingerly up the slightly slippery steps.

We continued our journey on our buses with more
spectacular scenery along the winding country roads (and
prancing sheep on steep cliffs, a curious sight to behold),
until we arrived at the village of Funningur, on the
northwest side of Esturoy. This was yet another charming
little village with the hallmark look of colorful paints
and grass roofs. We were heading towards the Funningur
Kirkja, famous for its wooden etching interior. The
church was tiny; our entire group easily filled up the
space. We were treated to a wonderful concert of mostly
Faroese traditional instrumental and vocal music featur-
ing the fabulous Kari Sverrisson (voice) and Alvi Joensen
(guitar), as well as D[] Hlng Quan’s The Sound of the Jungle
for 3 flutists (a Vietnam Contemporary Music Centre
submission), performed by the Floytu Trio. It was a lovely
concert showcasing the more “traditional” offerings of
this festival, beautifully enhanced by the perfect acoustics
of the venue.

Nature called after the performance as several of
us were trying to find the facilities. As we located the
much-needed space (phew, and oh, the line, hahaha), we
didn’t realize we actually arrived at our next destination,
a little community center where some of the luckier ones
among us got to witness and participate in a traditional
dance demonstration. It was just too small a space for
too many of us; some of us with longer arms stuck their
phones through the window to make videos of it. (Spoiler
alert: I did not.) My slight disappointment was soon
alleviated as we filed into two school rooms that doubled

as tea rooms, as we gratefully sipped a restorative cup of
hot tea and nibbled on a couple cookies as a pick-me-up.
And then, well, time to get back to Térshavn for a little
dinner break before our gpm concert at Bldbar. What a
wonderful day.

I have to admit I was quite a bit tired as I walked
into Blabar, but I was excited when we found our seats
very close to the stage, so that we could observe the duo
Hettarher in close action. That was extremely welcoming
as I was excited to see Torleik Mortensen on stage again
(fan girl, fan girl), this time also wearing his composer
hat, performing his own composition, Unizy of Opposites,
which he co-wrote with cellist Andreas Restorff. It was
great to hear Andreas Restorff perform again too after
the chamber music concert at the Nordic House a couple
of days ago. He performed several works for solo cello
and electronics, including Shades of Light by Anneliese
Von Parys, a work initially submitted by the ISCM-
Flemish Section for the 2023 WNMD edition which was
finally played at this festival. It was nice to be back at this
cool club this evening, but the bed was really calling after
a long day with lots of excitement and excursions, so off
to the hotel we went to get some much-needed rest and
see what the next day might bring.

June 27 — More Music at Nordic House,
Sondheim and the Organ in Eysturoy

The YCA judges met again before the first concert of

the day at the Nordic House. We remain an extremely
harmonious and efficient group; sharing our opinions on
each of the works that we have listened to so far, evalu-
ating our own comments as we compare them with the
ones from the rest of the group. If only all judging panels
worked so seamlessly! We finished our discussions with
a few minutes to spare as we ambled back downstairs to
join our friends for another chamber music concert at
the Kligran, this time performed by EKA from the Faroe
Islands: Kristina Thede (saxophone), Aksel Remmel
(piano), Ernst Remmel (trumpet). Pianist Askel Remmel
opened the concert with Kvdldtdnar (Sounds of evening)
by Gisli Magnusson (ISCM Icelandic Section), a short
five-movement piece that was sparse and haunting,
followed by another piano solo work by Teitur Lassen,

Y Arpeggios, offering a completely different sound world
of - yes, you guessed it - reverberating arpeggios. The
program continued with a work by Ukrainian composer
Valentin Silvestrov entitled The Messenger, Anna Katrin
Q Egilstrod’s Vidljod, and In ignota terra by Andras
Ellendersen, all submissions by the Host Section.
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Not a moment to spare as soon as the concert was
drawn to a close, as we boarded the buses waiting right
outside of the Nordic House to take us back to Eysturoy,
this time to the eastern village of Fuglafjardar. Before
the official concert, we were invited to another reception
for a welcoming glass of bubblies, and an endearing local
group consisting of a singer joined by her brother on
contrabass and a friend on piano performing renditions
of American musical numbers, including Dot’s aria from
Stephen Sondheim’s Sunday in the Park with George.

After the utterly delightful performance, we moved
towards a nearby hall to enjoy another locally catered
dinner. We sampled another noted dish of Faroese cui-
sine, the Faroese fish soup. It was warm and delicious and
much needed as it was yet another damp day. We also
enjoyed another local vocal talent serenading us during
our dinner.

We trekked uphill after dinner for the evening’s main
event, a concert of solo organ music at the Fuglafjardar
Kirkja. Hans Hellsten, the organ soloist of the evening,
performed a program of 6 works, with three of them
submitted by the Host Section and written by Eli Tausen
4 Lava and Kristian Blak, and the rest of the program
were Das Wiedersehen/The Review by Ana Szilagyi (sub-
mitted by ARFA, Romania), Magma by Samuel Hvozdik
(ISCM-Slovak Section), and Ezude 7 by S. Andrew Lloyd
(submitted by Stephen F. Austin State University). It was
an interesting concert to say the least; its significance
will become apparent sometime later...

We had another opportunity to ride through the
Eysturoyartunnilin and checked out the roundabout
and the installation again as we were en route back to
Toérshavn. As we got off the bus by the Hotel Brandon,

I had a choice of walking back downtown for the third
and last installment of concerts at Blabar, or to take some
time to chat with friends whom I haven’t had much of a
chance to connect with during the festival. The people
factor won as I settled around a table, glass of wine in
hand, chatting merrily with friends while reminding my-
self that I've heard half of the program several nights ago

at the unofhcial opening concert at Reinsarfio.

June 28 — Art and Installations, The Penultimate
Concert at the Nordic House, Klasvik

In the morning, there was finally some time to check
out the National Gallery of Faroe Islands. We only took
a glimpse at the gallery when we were attending the
open-air concert several days ago, but now we had a

little time to explore the museum. It was small but quite
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well curated, with a permanent collection of paintings
and sculptures spanning across several rooms. There
were, of course, quite a number of art works by William
Heinenen (including the one that Kristian Blak created
music for), but there were also other works by other
Faroese and Nordic artists. On the other side of the gal-
lery are a couple of special exhibitions of contemporary
Faroese artists, including a fascinating one called “Body”,
with artworks examining the body in familiar and new
ways. It was time well spent!

I decided to make some time to check out the other
installations as we took a nice walk through Vidarlundin
(such a lovely park!). But first, I had a mission—I need
to go find a cookbook, as I collect and cook from them.
(Those who know me well would know that I LOVE to
cook and to explore different cuisines all over the world
as it is such a wonderful way to learn about different cul-
tures!) I was able to pick up the one cookbook available in
HN Jacobsens Bokahandil. Of course it is only in Faroese.
Well, at least there is Tradukka.com! Another exciting
culinary adventure awaits

I was able to check out two other installations before
they closed: Muted Tefillah Interactive Video by Laura
Puras (individually submitted from USA) and Music
for Strings & Silk by Rosali Grankull (ISCM-Gotland
Section). Muted Tefillah Interactive Video was inside the
same concert hall in Tj6dpallur Foroya where we listened
to the concert of works set to and inspired by various
texts. The audience members are the performers as well
as the listeners. I followed the instructions on screen and
“performed” the prayer as I contemplated the composer’s
intention for the work to be a piece that challenges the
transmission of a prayer beyond the usual oral and writ-
ten traditions.

I moved on to Rosalie Grankull’s Music for Strings &
Silk, which was installed inside Perlan, a gallery space
adjacent to Reinsar{id. As a keyboard player, I thought
this was a very captivating installation, and it was a
very tactile one, too! I got to interact with the strings;
plucking, sliding, and gently pulling them according to
the instructions. I listened carefully to the various sounds
ranging from extreme nuance coming from the interac-
tion with the piano strings, to the powerful resonances
generated by the electric guitar strings. I enjoyed moving
around this installation quite a bit and kept making var-
ious sounds.

I returned to my role as a listener as I settled into my
seat once again at Klingran, this time for another cham-
ber music concert featuring music for horn, trumpet, and

piano with electronics, performed by Séren Hermansson



(horn) Jikup Térgard (piano), Ernst Remmel (trumpet),
with Hedin Ziska Davidsen on the electronics. Manuel
Rodriguez Valenzuela’s <41> for apprehension machines
and elecrronics was the most fascinating work on the
program. What is an apprehension machine anyway?
According to the composer, he built and redesigned these
machines based on the original model by the Canadian
composer Mark Korven. In the composer’s own words:
“The ‘apprehension engine’ is basically a resonant
wooden body to which are added many different sound
objects that are amplified by contact microphones. These
amplified sounds are in turn transformed by live digital
effects. Some of these sound objects are, for example, a
kind of hurdy gurdy, a kind of 3-string electric, a.guitar, a
reverb tank, various springs, music boxes, metal rods that
bounce in different rhythms, etc.” I learned something
new today!

As soon as the concert ended we gathered again onto
our buses to travel to the island of Bordoy for the next
performance in Klasvik. The island was one of the north-
ern-most islands of the Faroe Islands, and it was cold and
windy when we arrived. I was hoping to get closer to the
waters to #ry to see the town around the stunning inlet
of the fjord (as I saw on the postcards and pictures on the
internet), but alas, it was not meant to be. Instead, we
gathered inside Varpid, a new cultural destination in the
town, first for a much-needed warming cup of tea, then
to a bigger space on the ground floor for our welcoming
dinner reception. More speeches and more delicious fish
soup followed. (I gotta learn how to make this soup.)

As the dinner came to a close, we went upstairs to
find our seats for the next concert of works for chamber
orchestra, to be performed by the Faroese group, the
Aldubédran Chamber Ensemble, along with their con-
ductor Bernhardur Wilkinson. The concert hall was a
two-story space that was airy and modern, and I was
lucky to have a good vantage point smack in the middle
of the front row on the balcony. The concert featured five
works, including submissions from the ICSM Icelandic
and Chengdu sections, an individually submitted work
from Canada, as well as two selections from the Host
Section. It was heartwarming to see the locals attending
the concert to cheer on the Faroese composer Simona
Eivinnsdéttir, who was born and raised in Klasvik.

After all, one of music’s biggest roles is its connection to
people!

As we passed through the Eysturoyartunnilin one
more time, we were driven around the roundabout
again for a couple of rounds, enough for everyone to

take as many pictures and videos to their hearts’ con-

tent. I happily joined in and managed to take a series of
photos of the entire installation around the structure.
Such a memorable moment

We returned to Térshavn and promptly found seats
at the lobby bar at the Hotel Brandon, as we had to in-
evitably begin the process of saying goodbye to some of
our delegate friends as they prepared to head back home.
It is always a sad part of the festival, but we always look
forward to the next time that we gather together, maybe
at the festival, maybe somewhere else around the world.
Enough of the melancholy for now as we still have two
more action-packed days to go.

June 29 — More Organ, A Metal Sheet,
The Big YCA Jury Meeting, and OY Brewing

My second Saturday morning of the festival took me to
the Hoyvikar Kirkja for another concert of organ music
performed by Hans Hellsten. Indra Rise’s Procession with
Bells (ISCM Latvian Section) was an aptly rousing piece
to keep us awake after several days of intense activities.
Joined by a horn, the program continued with Pall
Solstein’s Kom andin halgi which was reminiscent of the
composer Alan Hovhaness, and offering a more plaintive
sound. Three other works followed, written by Kristian
Blak, Madeleine Isaksson (ISCM Swedish Section), and
Louis Karchin (ISCM USA Section) to wrap up the pro-
gram.

From music for (largely) solo organ, we traveled back
to the Térshavn Music School, this time for a concert
performed by the RWCMD Percussion Quartet from
the United Kingdom. The sound world could not be
more different as we are now largely in the land of the
non-pitched instruments. It is always exciting to see per-
cussion performances though; the energy, the different
colors and nuances, and all the cool sounds and rhythms,
love them all. The quartet performed 5 of the 6 works:
Laura Manolache’s Colour Combinations (ARFA), Manuel
Zwerger’s OHNE TITEL (ISCM Austrian Section),
ARTISTN by Leandro A. Martin (COSIMTE) for two
players on a marimba (with backward-facing mallets),
Olof Cornéer’s Three Sisters for solo percussion (ISCM
Gotland Section), as well as David Biedenbender’s
Ferrum for percussion quartet (Michigan Technological
University), which I personally quite enjoyed (Okay,
true confession time - I always enjoy the music of David
Biedenbender. There, I said it.) In the middle of the pro-
gram, composer Dario Buccino performed his own work,
Mi nasco. Per lamiera HN. N° 1 (individually submitted
from Italy). Copies of the score were passed along to the
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audience, but our eyes and ears became glued to what was
actively happening. It was a very physical work where
the composer became progressively, ahem, intimate with
a life-size steel sheet, complete with highly suggestive
movements and sounds. No matter what your thoughts
are about this work, it is undeniable that the piece is rather
unforgettable.

We took a pleasant walk downhill towards the city
center of Térshavn. Although it was a little drizzly, we
had all acclimated to the Faroese weather at this point,
so we just continued to stroll into the direction we were
heading towards, in search of some light fare before the
next concert. I was happy to be finally able to enjoy a
light meal at the adorable and friendly Paname Cafe.
Our cheese and charcuterie board was very delectable
too0, just the right food to tide us over for the next few
hours. It would also be enough to keep me perked up for
the final concert at the Nordic House, as well as the big
YCA meeting right after.

Before we began the final concert at the Nordic House,
featuring works for chamber choir performed by Ars
Nova Copenhagen with music director Graham Ross,
ISCM President Glenda Keam came to the stage to offer
a few rounds of gratitude towards the various local orga-
nizers who helped make the 2024 ISCM WNMD such a
successful and pleasurable experience.

The music soon followed. The vocal ensemble
performed 8 works by Mette Nielsen (ISCM Danish
Section), Sarah Rimkus (Michigan Technological
University), Rhona Clarke (ISCM Irish Section), Kari
Bxk (ISCM WNMD Faroe Islands Section), Levente
Gyongyosi (ISCM Hungarian Section), Tsung- Jen Hsich
(ISCM Taipei Section), James Robinson (individually
submitted from the UK), as well as Tag des Jahrs by Kaija
Saariaho. Saariaho has been an honorary member of the
ISCM since 2012, and it was performed in memory of her
passing in 2023 as a closing work to the program. The
vocal ensemble gave lovely and convincing performances;
I was glad to have heard them live!

While most of our delegates leisurely returned to their
respective hotels for a break before the show at the OY
Brewing nearby, we YCA judges headed to work, hudd-
ling in the same room that we have been using for our
various meetings. The meeting would be a big one today
as all the eligible YCA works were all presented. It was
time for us to share our notes, to tally the final scores,
and to select the winner. We gathered all the results, and
worked through our list. While we all had our favorites,
we were, once again, able to work amicably together as

we narrowed down our choices, and eventually selected
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our winner. That was a joyful moment to be had! We also
agreed that we would finalize the speaking order at the
award presentation, as we should all have a chance to talk
briefly before we announce the lucky winner at the final
event on the next evening.

Our final event of the day was a performance of Don’ts
for Dancers, co-written by Supervisjon and Tréondur
Bogason, who also performed the work. But first, we
squeezed into our seats in the very crowded but convivial
taproom for a scrumptious dinner of pulled pork burgers
and French fries, along with our OY beer(s) of choice to
wash down the food. The atmosphere was festive, but our
fatigue was finally catching up on us after an exception-
ally busy day. We all said our “see you tomorrow” as we
returned to the hotel, only to find ourselves going back to
the lobby bar for a round of night cap as we bid farewell
to a few more friends who were departing the next mor-

ning. Ah, one more day to go...

June 30 — A Boat Ride to Suduroy, SALT, and the
Unveiling of the 2024 ISCM WNMD YCA Winner!

We received strict instructions to be on time for our ferry
to Suduroy, a two-hour ride to the Southernmost island
of the Faroe Islands, so we didn’t linger at breakfast and
as soon as we were done we started our trek downhill
towards the harbor for our boat ride. We were supremely
lucky to have the most beautiful weather as we set sail.

I am talking about the sun, gentle clouds, and blue skies.

Of course, my phone camera worked overtime trying
to capture the scenic views of the fjords and clear blue
water. What a gorgeous day for another excursion! (I was
also adamant to break my goose egg; I gotta get a decent
sheep photo by hook or by crook.)

We were all happy to be on land after the ride as it
had just started to get a bit choppy as we sailed further
towards open water. We were directed to board a bus as
we traveled to Hvalba for a welcoming seaside concert.
As I surveyed the szeep way down the hill to the landing,
I soon realized that we all needed to walk down in single
file along a narrow path. We were walking slowly as the
lower we got the more treacherous the path became.

(I was very determined to avoid a face plant at all costs...
my mind went to some questionable places of what-if
scenarios which I quickly shut down. NOPE.)

A local brass band welcomed us with a short set of
music, which was admittedly a little hard to hear some-
times as it was windy and the space was wide open. That
all said, it was still a sweet sight as the local musicians

serenaded us against a backdrop of an island which we



were told was only inhabited by a whole bunch of sheep
that are tended by local from other islanders who visit
them just a handful of times per year. Interesting

As we applauded the musicians and made our way
carefully back up to our bus, we headed towards our next
concert of 6 works by string quartet, performed by the
Aldubaran String Quartet. The venue, SALT - Sound
Art & Live Theatre, was named after its previous incar-
nation, a salt barn. It was renovated and turned into a
cultural space for the island of Suduroy. The standout
piece of this concert was Ig Henneman’s Outside the Rain
Has Stopped (ISCM Netherlands Section), bar none.

We also heard works by Mao Zhu (ISCM Chengdu
Section), Yvet Soul Zisso (ISCM Israel Section), Tomaz
Svete (ISCM Slovenian Section), Eli Tausen 4 Lava
(ISCM Faroese Section), as well as a work submitted in-
dividually from Brazil by Harry Crowl

We had only a short window to get back to our ferry,
so we were all focused towards the ferry pier as we left
the venue.

It was just a few more hours before we announced our
YCA winner. We three judges found a quiet(er) table on
the boat as we finalized our little speech and our order
of presentation, and once again reiterated what a fabu-
lous experience we all had working together. A round of
cheers was in merry order as we raised our glasses for a
group congratulation toast.

We arrived at the Hotel Hafnia Panorama Suite with
a bit of time to rest up before the final event of the day.
The weather continued to be lovely, and the panoramic
view was spectacular with all the lovely colors and crystal
blue skies in the evening’s slowly setting sun.

What a perfect background for our upcoming impor-
tant announcement! For the music portion of the evening,
Ig Henneman and her performance partner, Ab Baars
(Duo Baars-Henneman) performed a set of improvisa-
tions, followed by Hedin Ziska Davidsen as he returned to
the stage with his band one more time for a set of instru-
mental improvisations based on Faroese vocal practices.
But before all that, it was time to unveil the winner of the
YCA 2024 edition. Drumroll please! Magnus Bunnskog,
our democratically elected award announcer of our trio,
declared Samuel Hvozdik’s Magma for solo organ (ISCM
Slovak Section) was the winner of the Young Composer
Award. We were all impressed by the innovative and
fresh sounds written for the organ in his work, and it was
ultimately a unanimous decision. Let’s have a big round of
applause for Samuel Hvozdik!

The end of the concert also marked the end of the

festival for me, as we were set to return to New York

City the next day. Shoutouts again to our dear friends

on the intrepid artistic and festival team of the ISCM
Faroese Section, who were not only fantastic hosts but
were formidable composers and performers as well. We
were grateful for their hospitality and warm friendship,
and we all look forward to meeting them again. Shoutout
also to Lasse Thorning Jeger for the awesome intro to

all the videos. It was so cleverly designed! And I would
be very remiss not to offer my personal thank yous to

the wonderful Sharon Weiss, who not only offered some
practical help for all of us, but also shared her delicious
Faroese Fish Soup recipe for those of us who love to cook.

See you all in Portugal!
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Authors’ Short Biographies

Miguel Azguime is a composer, per-
former and poet whose practice continually
expands the boundaries between music,
text and drama. Co-founder, with Paula
Azguime, of the Miso Ensemble — a land-
mark of Portuguese contemporary music —
his creations have been performed world-
wide at major festivals. He is also a leading
promoter of Portuguese new music through
Miso Music Portugal, the Musica Viva
Festival, Miso Records, the Portuguese
Music Research & Information Centre and
the Sond’Ar-te Electric Ensemble. DAAD
composer-in-residence in 2006, he created
Salt Itinerary, awarded by UNESCO in 2008.

Glenda Keam

lives in Auckland, New Zealand. She has
many roles in music, including composer,
arranger, analyst, author, editor, lecturer,
performer, and festival director. Glenda
was the President of the ISCM from 2019
until 2025, and Director of the ISCM2022
World New Music Days in Auckland and
Christchurch, NZ. From 2013—2020

she was Head of Music and Associate
Professor at the University of Canterbury
in Christchurch. Her music has been
performed in many countries, and she is
a strong advocate for the power of music
to offer intercultural relational experiences
that are richly meaningful.
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Frank J. Oteri is a composer, musicol-
ogist, journalist, and educator whose
syncretic compositional style has been
described as “distinctive” in The Grove
Dictionary of American Music. His composi-
tions, which combine emotional directness
with an obsession for formal processes,
range from ensemble works, frequently in
alternate tunings, to the Fluxus-inspired
performance oratorio MACHUNAS created
with Lucio Pozzi, staged in Lithuania in
2005. Oteri is President of the International
Society for Contemporary Music and
Assistant Professor of Musicology at The
New School in New York City. From 1999
until 2023, Oteri was Editor of the web
magazine NewMusicBox.

Pedro Prista (Lisbon, 1955) is an Anthro-
pologist with a PhD from ISCTE (1994).
Associate Researcher at the Institute of
Social Sciences of the University of Lisbon,
he was an Assistant Professor in the
Department of Anthropology at ISCTE-
University Institute of Lisbon from 1984 to
2023,

Manuel Pedro Ferreira (1959-) studied
Music and Philosophy in Lisbon and earned
his PhD from Princeton University (1997).
He is a Professor of Musicology at NOVA
University, Lisbon, and served as the chair
of a research institute on music, CESEM,

from 2005 to 2023. He has published

over 200 scholarly papers, primarily on
medieval music; authored or edited more
than 20 books; and directed eight CDs with
the early music ensemble Vozes Alfonsinas,
which he founded in 1995. He has also
been active as a music critic, poet, and
COMPOSer.

Ana Telles, Portuguese pianist, studied
in Lisbon, New York and Paris, having
obtained her doctorate from the University
of Paris IV — Sorbonne (France). Full
Professor and Vice-Rector for Culture and
Community at the University of Evora, she
was Dean of the School of Arts between
2017 and 2024. She is a member of the
Board of Representatives and the Executive
Group of ELIA — European League of
Institutes of the Arts.

Antonio Ferreira is a Portuguese com-
poser working in the field of electroacoustic
music. He creates pieces that blend and
explore the boundaries between recorded
acoustic sound and generated electronic
sound.



Breves biografias das autoras e dos autores

Miguel Azguime ¢ compositor, performer
e poeta, cuja pratica expande continua-
mente os limites entre musica, texto e
drama. Cofundador, com Paula Azguime,
do Miso Ensemble — marco da msica
contemporanea portuguesa — as suas
criagdes tém sido apresentadas em festi-
vais internacionais de referéncia. £ também
um dos principais dinamizadores da nova
musica em Portugal através da Miso Music
Portugal, do Festival Musica Viva, da Miso
Records, do Centro de Investigacao &
Informagdo da Msica Portuguesa e do
Sond'Ar-te Electric Ensemble. Compositor
residente do DAAD em 2006, criou
Itinerdrio do Sal, distinguido pela UNESCO
em 2008.

Glenda Keam reside em Auckland, na
Nova Zelandia. Desempenha varias fun¢ées
na area da musica, nomeadamente as

de compositora, arranjadora, analista,
autora, editora, conferencista, intérprete
e diretora de festivais. Entre 2019 e 2025,
Glenda Keam foi Presidente da ISCM,
tendo ainda sido Diretora do ISCM2022
World New Music Days, que decorreu em
Auckland e em Christchurch, na Nova
Zelandia. Entre 2013 e 2020, foi Diretora
do Departamento de Musica e Professora
Associada na Universidade de Canterbury,
em Christchurch. A sua musica tem sido
apresentada em muitos paises. Glenda

Keam é uma defensora convicta do poder
da musica para proporcionar experiéncias
relacionais interculturais que sdo ricamente
significativas.

Frank J. Oteri é um compositor, musicé-
logo, jornalista e educador cujo estilo
composicional sincrético foi descrito como
«distinto» no The Grove Dictionary of
American Music. As suas composicdes, que
combinam franqueza emocional com uma
obsessdo por processos formais, variam
entre obras para ensemble, frequentemente
em afinagbes alternativas, e o oratério per-
formativo MACHUNAS, inspirado no Fluxus
e criado em colaboragdo com Lucio Pozz,
tendo sido encenado na Lituania em 2005.
Frank J. Oteri é presidente da Sociedade
Internacional para Musica Contemporénea
e professor assistente de Musicologia na
The New School, em Nova lorque. Entre
1999 e 2023, foi editor da revista online
NewMusicBox.

Pedro Prista (Lisboa, 1955) Antropdlogo
(PhD, ISCTE 1994) Investigador Associado
no Instituto de Ciéncias Sociais da
Universidade de Lisboa, foi Professor
Auxiliar no Departamento de Antropologia
do ISCTE-Instituto Universitario de Lisboa
(1984-2023).

Manuel Pedro Ferreira (1959-) estudou
Musica e Filosofia em Lisboa e doutorou-se
em Musicologia na Universidade de
Princeton (1997). Professor Catedratico

na Universidade Nova de Lisboa, dirigiu
também, entre 2005 e 2023, o Centro de
Estudos de Sociologia e Estética Musical
(CESEM). Tem-se dedicado sobretudo

ao ensino e a investigagdo da musica
medieval, sem descurar a interpretagdo
musical (fundou em 1995 o grupo

Vozes Alfonsinas, com o qual gravou oito
(Ds). Publicou mais de duzentos trabalhos
cientificos em livros e revistas, escreveu

ou coordenou mais de vinte livros. Tem-se
também dedicado a composicdo, a poesia
e a critica musical.

Ana Telles, a pianista estudou em Lisboa,
Nova lorque e Paris, tendo-se doutorado
na Universidade de Paris IV — Sorbonne
(Franca). Professora Catedratica e Vice-
Reitora para a Cultura e Comunidade da
Universidade de Evora, foi Directora da
respectiva Escola de Artes entre 2017 e
2024. Integra o Board of Representatives
e o Executive Group da ELIA — European
League of Institutes of the Arts.
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Jakub Szczypa (1982) is a musicologist
and the coordinator of the Portuguese
Music Research and Information Centre
(MIC.PT), who also works as a production
assistant at Miso Music Portugal. He com-
pleted a master’s degree in Musicology at
the University of Warsaw, Poland, in 2006.

Pedro Boléo was born in Lisbon in 1975
and holds a degree in Music Sciences from
FCSH-UNL. He is a musician, musicologist
and music critic for the journal Pdblico (since
2006). As a researcher, he has published
works on music and cinema, art and poli-
tics, musical aesthetics, and contemporary
music. He collaborates with Miso Music
Portugal on the Antena 2 radio programme
Mdsica de Invengdo e Pesquisa and the
Espaco Critica para a Nova Mdsica project.

Filipa Magalhaes is a researcher at
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