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El Congreso Internacional de Meaeesica paradojas. Los individuos del SCA se
Contemportneapersigue unir el mundo sorprenden ante las entidades o los eventos
creativo de la composici—n con el mundo dejue contradicen el orden conocido y que
la investigaci—n cient’fica en torno al hechoviven en el I'mite del caos (4). ElI SCA, tras
sonoro. TambiZn tiene como objetivo inspeccionar su entorno y detectar los
primordial reflexionar acerca de la eventos en el 'mite del caos, conjetura una
naturaleza de la relaci—n dinfmica que sposible explicaci—n, que formaliza en un
establece entre la obra sonora, losOesquemaO. El SCA despliega el esquema
intZrpretes y el oyente, as’ commmovery  sobre el mundo y comprueba su eficacia
difundir la importante actividad creativa que para comprender l0s nuevos eventos y para
estt siendo realizada por los compositors énhacer predicciones que le ayuden a actuar.
intZrpretes gallegos contemporineos. El SCA es capaz de modificar el esquema un
El Congreso Internacional de Mcesica neemero infinito de veces para adaptarlo al
Contemporinease articula en torno a dos entorno (2). Algunos ejemplos de SCA que
temas que estfn estrechamente relacionadosian sido estudiados son la diversidad y
complejidad de las formas de vida, la

a) Lo simple y lo complejo. dintmica de las civilizaciones, la evoluci—n
b) La relaci—n entre el lenguaje natural yde la cultura, la adquisici—n del lenguaje
el lenguaje musical. natural, la evoluci—n del lenguaje humano.

Dada la gran variedad de sistemas que

Para el concepto de lo simple y lo poseen propiedades de un SCA, su estudio
complejo partimos del modelo de ha sido multidisciplinario.
complejidad dinfmica de los Sistemas El mundo de la meesica posee una red
Complejos Adaptativos (SCA) propuesto de relaciones dintmicas extremadamente
por Murray Gell-mann (2) y John Holland rica que muestra las propiedades de los
(3). Un sistema complejo es aquel formadoSCA. Los agentes de esta red son el
por un noemero finito de elementos simplesompositor, la obra, el intZrprete, el oyente,
gque se combinan siguiendo algunael propio sonido y el mundo en el que se
modalidad del principio de recursividad. El produce. Pero, a su vez, tambiZn estos
principio de recursividad da cuenta de laagentes actoean como un SCA.
capacidad que tienen los individuos simples El lenguaje humano, en su modalidad
para recombinarse y formar un noemeraatural y musical, se comporta como un
potencialmente infinito de sistemas SCA. El lenguaje humano emplea la
complejos. Un Sistema Complejo recursividad como procedimiento creativo.
Adaptativo es un sistema complejo Las operaciones recursivas nos permiten
dinfmico, formado por individuos que formar un noemero potencialmente infinito
interactoean simultfneamente, en paralelo, ge oraciones a partir de un ncemero finito de
evolucionan en el tiempo, como respuestaunidades, as’ como entender oraciones que
adaptativa a las acciones de otros individuosnunca antes hab’amos o’do.
del sistema. La interacci—n de los En el Congreso Internacional de
individuos-agentes da lugar a propiedadesMcesica Contemporineg presentan obras
emergentes que no son pose’das por lagn donde se investigan los siguientes
partes (4). problemas de la relaci—n lenguaje natural-

AQuZ mueve a los individuos de unlenguaje musical:
SCA a evolucionar? La fuerza que parece AC—mo se puede poner moesica a una
activar la evoluci—n del SCA son laslengua tonal, que ya posee melod’a como



parte de su estructura grammatical y 1Zxica?
(Ancient Voicg Referencias

ACutles son los I'mites de los sonidosl. Darwin, Charles (1871yhe Descent of
fonZticamente posibles para la voz humanaMan, and Selection in Relation to SEx
(Anaphorg vols.) Londres. Murray.

AQuZ tienen en comeoen las antforas dél Gell-mann, Murray (1994)he Quark
lenguaje natural y del lenguaje musical? and the Jaguar. Adventures in the Simple
(Anaphorg and the ComplexNew York Freeman and

AEs posible traducir la modalidad Co.
natural del lenguaje humano a la modalidad3. Holland, John Henry (197%daptation
musical o viceversa? A favor de la in Natural and Artificial Systemdhe MIT
posibilidad de traducci—n entre modalidade®ress,1992.
se presenta la composiciFe Descent of 4. Holland, John Henry (199&mergence:
Man (El origen del ser humano), que se From Chaos to Order.Addison-Wesley;
construye como una simulaci—n s—nic#also Oxford Press.)
expresada por la voz de un viol'n, de lo que5. Mithen, Steven (2006)The singing
pudo haber sido el lenguaje de losNeanderthal Harvard Univ. Press.
hom’nidos f—siles. Cambridge. MA.

AQuZ tiene en comecen la estructur®. Schaeffer, Pierre (1966JraitZ des
dintmica del ditlogo en el lenguaje musical Objects Musicau¥d. du Seuil.

y en el lenguaje del drama? AC—mo s@allin, Nils, Bjsrn Merker and Steven
ensambla el lenguaje natural y el lenguajeBrown (2000) The Origin of Music The
musical en el diflogo del drama? EsteMIT Press. Cambridge. MA.

aspecto lo ilustra la opefivinas Palabras

de Ant—n Garc’a Abril.

AC—mo se manifiesta el esp’ritu de la
galleguidad en las dos modalidades,
lingY’'stica y musical? Este aspecto es
tratado erBSete canci—ns populares galegas

Los dos temas del congreso son
estudiados en profundidad en dos ponencias
plenarias pronunciadas por expertos
internacionales:

La ponencia plenaria del prestigioso
lingYista Bernard ComrieEvolving
Linguistic Complexity se centra en ambos
temas del congreso. En esta ponencia el
profesor Comrie estudia la evoluci—n de la
complejidad en el lenguaje de la especie
humana a partir déelomo sapiens sapiens

La ponencia plenaria del brillante
compositor Tomfis MarcoCompleja
simplicidad, simple complejidadcaborda el
tema de lo simple y lo complejo desde el
interior de la propia composici—n musical.
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Programa
Domingo 25 de abril La metamorfosi del cristallde Edmond
12:00-12:30 Bienvenida Buharaja

12:30-13ensemble s21
Vicente L—pez Puig, clarinete

Jorge Montes, viol'n Florian Vlashi, viol'n
Carlos Garc’a Amigo, violonchelo Rediana Lukasi, violonchelo
Julio Mourenza, piano Todd Williamson, contrabajo
Alejandro Sanz, percusi—n Manuel Moya, trompa

. JosZ Belmonte, percusi—n
Interpretan

Aparici—mle Fernando Buide Interpretan

Makassarde Jeff Myers Mcesica para un poema desconocidduan
Montagede loannis Papadopoulos Vara
13:10Almuerzo Intermedio

Almut Kuehne, soprano

20:30 GISXX/ Florian Vlashi interpreta

Rafael Mu—oz, viol'n
Ruslana Prokopenko, violonchelo

Claudia Walker, flauta

Ivin Mar'n, clarinete

Vera Pavlova, piano
JosZ Belmonte, percusi—n interpreta

interpretan Omaggio a lannis Xenakde Nicola
Straffelini

Anaphorade Michael Edgerton

Todd Williamson, contrabajo

Trackde Kyong Mee Choi

Claudia Walker, flauta Florian Viashi, viol'n

interpreta
The Descent of Madle Helena Palma

interpreta

Tintinnio de Olli Koskelin

Clara Jelihovschi Pana, soprano
Florian Vlashi, viol'n
Rafael Mu—oz, viol'n
Raymond Arteaga, viola
Rediana Lukaei, violonchelo

Florian Vlashiyviol'n
Rediana Lukasei, violonchelo
Ivin Mar'n,clarinete
Vera Pavlova, piano

interpretan )
interpretan



Ancient Voicale Xiao Hu

Florian Vlashi, viol'n

Lunes 26 de abril

9:20-10:000Iga Veselina/oicing and
Features of Natural Language as Sources
for Contemporary Instrumental Chamber
Music (by example of the violonchello duo
genre)

interpreta

Cadenzale Haig Zacharian

Florian Vlashi, viol'n
Rafael Mu—oz, viol'n
Arben Llozi, viola
Raymond Arteaga, viola
Ruslana Prokopenko, violonchelo
Rediana Lukasei, violonchelo

10:00-10:40Santiago Barro y BelZn
TorrenteThe Sound Wave of the Virtual
Harpsichord: Adventures in the Simple and

the Complex.
interpretan

10:40-11:20David GilMusic and The Thinking Machinde Oscar Colomina
Language: Commonalities and Differences

11:20-11:50pausa para cafZ

11:50-12:30Carlos DuquéCaos, creaci—n 'y
orden en la 4» sinfon'a de R. Gerhard:
Anilisis de la dinfmica del sistema.

Intermedio
Claudia Walker, flauta;
Florian Vlashi, viol'n
Rediana Lukasei, violonchelo

_ _ JosZ Noe—ez, piano
12:30-13-10Bernard Comridvolving

Linguistic Complexity interpretan
And all my senses suyspendedluraj Kojs
13:10AImuerzo

19:30-20:10Encuentro con el director Florian Vlashi viol'n
V’ctor Pablo y el compositor Ant—n Garc’a JosZ Nce—ez piano
Abril.

interpretan

20:10-20:30pausa Chimerade Yuko Ohara

20:30 GISXX/ Florian Vlashi
Todd Williamson contrabajo
Vera Pavlova piano

Carmen Durfn, soprano
Floran Vlashi, viol'n
Rafael Mu—oz, viol'n

Arben Llozi, viola

Fantasy from stellde Jakub Polaczyk Ruslana Prokopenko, violonchelo

Todd Williamson, contrabajo

interpreta

o interpretan
Arben Llozi, viola

Ruslana Prokopenko, violonchelo Sete canci—ns populares galetmsuan

. Durfn
interpretan

Scintillation 1l de Anthony Green




Martes 27 de abril

10:00-10:40Vadim LarchikovThe Sound
Lexicon of XXst Century Violoncello as
Complex Adaptative System

10:40-11:20BelZn Torrente y Santiago
BarroThe Language of Music. Comparative
Survey of the Evolution of Musical
Instruments.

11:50-12:30Fernando Buidéa
articulaci—n de lo simple en un lenguaje
complejo: musica popular y contexto
coposicional en la obra de R. Gerhard

12:30-13:10Tom¥s MarcdCompleja
simplicidad, simple complejidad

13:10almuerzo

16:00-16:40Florian Vlashi: clase magistral
de violin.

20:30ensemble s21
Mateo Arntiz, guitarra

interpreta

Tristia de Vadim Larchikov

Carlos Garc’a Amigo, volonchelo
Julio Mourenza, piano

interpretan
El jard’n de Kinkode Ram—n Humet

Vicente L—pez Puig, clarinete
Jorge Montes, viol'n;
Carlos Garc’a Amigo, violonchelo
Julio Mourenza, piano

interpretan

Another Tygede Matthew Barnson

Vicente L—pez Puig, clarinete

Jorge Montes, viol'n
Carlos Garc’a Amigo, violonchelo
Julio Mourenza, piano

interpretan

Cinco Fantas’as. Op. 17de Paulino
Pereiro

Intermedio
Vicente L—pez Puig, clarinete
Jorge Montes, viol'n
Carlos Garc’a Amigo, violonchelo

interpretan

The Islandde Moon Young Ha

Jorge Montes, viol'n
Carlos Garc’a Amigo, violonchelo;
Julio Mourenza, piano

interpretan

Sulla morte e la foliale Sergio Blardony

Jorge Montes, viol'n
Carlos Garc’a Amigo, violonchelo
Julio Mourenza, piano

interpretan
The Road is Alle Ingrid StSlzel

Vicente L—pez Puig, clarinete
Carlos Garc’a Amigo, violonchelo
Julio Mourenza, piano

interpretan

Toemulo de la Mariposte JosZ Luis Turina



The Sound Wave and the Virtual the western flute. In that sense, unstoppable

Harpsichord: Adventures in the advances in IT technologies are called to
Simple and the Complex or How to revolutionize our relationship with music.
Explore Human Perception of Music However, these advances are accepted very

through Audio Synthesis slowly by contemporary musicians, most

likely due to their prejudices and
o reconceptions about the contribution of
"#$%&&'()*+,-#/'BelZn Torrente pre 2P :
s science in music [5]. On the other hand, the
Torrente"$0'&&-10-()*+,-# . . .
conception of knowledge as a universal
Department of Electronics and Systems B phenomenon has a growing presence in our
University of A Coru-a society. There are important scientific

Perception is one of the most important theories that show reality as a one complex
supports of music, and thus, any well- entity built from simpler elements highly
defined model about musical phenomenoninterrelated, instead of having several
must include not only the musicians and complex entities with lower interrelation,
their instruments, but also the spectatorlike OscienceO and OartsO, as we were taught
perception. Over the last years, there was ar@t the school. Thus, a multidisciplinary
increasing interest on evaluating the humanbackground is very important to study and
perception of music by both scientist and understand successfully the phenomenon
composers, because it helps to increase thBeyond music [6].
knowledge of the brain, as well as acquire  This article is mainly focused on the
new resources to create contemporaryStudy of the human perception of sound,
music. using a scientific and artistic approach. The
The technological advances of recentauthors propose the use of sound synthesis
years increasingly suggest us the need of 4echniques to create virtual custom
new music paradigm [1, 2], in which it instruments by computer, which are based
makes no sense to talk about notes as basien the simplex and complex principle [7, 8],
unite of sound anymore. The signal theorythat is, using simple rules describing
[3] tell us that sound is compounded by bothindividual sounds to build up an arbitrarily
harmonics and partials [4], or just sound complex entity, the virtual instrument (ex. a
waves, for sake of simplicity. Using these Virtual Harpsichord), a piece of software
small components, sound waves, thethat can act as a musician, playing scores or
sonorous university available to musicians interacting with other musicians in real time.
and composers is greatly enriched, as théPespite of being an article on sound
resulting sounds could be arbitrarily technology, its main contribution is a
complex, unlike the traditional instruments, Proposal of a new methodology based on
which are tied to the laws of acoustics andSynthesis techniques, which can be used by
physics. researchers to perform tests on human
Science always played an important Perception. This approach intent to be
role in music throughout history. The state innovative respect to existing investigations,
of technology at every time was crucial to @s it uses well-known technologies in a new
supply new resources of musical expressiondnd creative way.
to musicians, who exploited them with The article is structured in five parts.
vividly passion, as happened with The first part introduces the general points

Beethoven and the invention of the piano, orabout human perception of music, and the
Theobald B3hm and his improvements of interest of researchers and musicians in this

Santiago J. Barro Torres!



subject. The second part uses the basics afateriales folcl—ricos simples dentro de los
signal theory to explain the most important crecientemente complejos lenguajes
synthesis techniques, including references tacomposicionales que abraz— a lo largo de su
software currently available. The third part carrera. Su tercerca sinfon’a epitomiza el
is where the methodology is exposed,uso de entidades simples Bdiat—nicas, de
following the fourth part dedicated to origen popular, transmitido oralmente-
experiment validation. Finally, the fifth part dentro de un contexto donde todos los
deals with conclusions and future work. parfmetros musicales articulan una
compleja red de relaciones, muchas de las
cuales preceden a la propia composici—n de

|234!OI5_’!67+8°/|°&*!9"&'{!:?<':'1O#!'>(5 | la obra. Particularmente, la adecuaci—n de
I 7'=@)0-&19)#7+A!B&-1C+-DE%<</'3FF(G iy 05 folcl—ricos dentro de la serie

2H4! 97<<-&!B)+I-J-/1:K8-IK8-'&L!%1"! dodecaf—nica de la sinfon’a ofrece un vivo

b RABIIM)-I>L<A0& L7HONH THAINEG < lo de la articulaci—n de elementos
O+7-1CP+IB)$<7#871Q!?',1BO-,IR0* HGEE P

|
i T&Y6UI06V9%7<0$<-18-& WIBJ@WXX simples en un esquema precomposicional de
! +&+%,)+#*,-*)XY:#@X0-+817M)-#XVG,@95@5'; ng]n?fg?:gi. n entre la tercera
" @*> —

224?[<%1!\!]@@_18-7:/![<%1!o'!N7<<#||_/@]fon’a y otras dos obras de Gerhard Pel
I E%=7*1"%_%$/!:07Q1%<#1%1*I0L#0-=#allet Alegrasy su Concierto para clave,

' B-%&#'1!;*)+%C'1/'3FF, orquesta de cuerda y percusi-efrece una

2a4! 9%&C1LI6)##/!:0")1*I0OL108-#7#!%1*! panorimica de los diferentes marcos
I O%=@<71QA/I!5'+%<!B&-##/'HGGF,, composicionales que sirvieron de veh'culo a
2b4! c-&%N<*L#I-<71/R7-#9LI9)M#7+!IK-%+8-démentos musicales de origen popular:
K'<*19-WIQ)#7+!IK8-'&L!>'&!c&’_1)@#A! desde la cita de fragmentos populares
!‘ dlﬁ'@'1:'10!8)$!‘3&')@/!HGG'\1 pricticamente inalterados en el ballet
|2 4 7R1+1?’g‘#§|fg_‘%/ff);lgg);#gﬁe%<g#' Alegr'asa las complejas transformaciones y
2541 9)&&Y6LIc-<<D9%11/!:K8-1h)%6&!1%61%! glgii'ggf; %Zr:‘CﬁZf:rzr:L”;:?aad;%ngﬂjio
I 08-i%Q)%&,'[*V-10)&-#171108-107=@<-! : ’
061*1108-17=@<-jA M- If&II5&--=%11%1+ Y Percusi—n de cuerdaomo un

References

| 7' /13FFa acercamiento compositivo a medio camino.
2k4! i'81!E-1&L!E'<<%1*/!Z;:-&Q-1+-W!5&':! El celtimo movimiento deConcierto
| 28%'#10'&*-&A, |[**7#'1DN-#<-L/! para clave, orquesta de cuerda y percusi—n
3FFKk, arranca con una cita del preludio de la
2F4! O0-V-1!9708-1/!:K8-1071Q71Q! zarzueld_a Revoltosage Ruperto Chap’. La
I A-061*&08%<A,'E%&V%&*IL7V-&#70LB&H#lica de la melod’'a y las figuraciones
' HGGb, del perfil r'tmico de esta cita constituyen los
elementos btsicos que Gerhard desarrolla en
La articulaci—n de lo simple en un el movimiento (a lo largo del movimiento
lenguaje complejo: maesica popular y aparecerfn mis citas musicales que a su vez
contexto composicional en la obra de proporcionarfn nuevos elementos para
R. Gerhard elaborar el discurso musical). Los rasgos

distintivos de la melod’a popular de Chap’
se abstrayen y dan lugar a diferentes dise—o0s
(Conservatorio de Vigo) musicales. En el ball&tlegrasla presencia

ge material folcl—rico se reduce a citas
aisladas y perfectamente reconocibles; sin

Fernando Buide del Real

Una de las constantes de la obra de Robert
Gerhard fue el intento por integrar



embargo, su uso no trasciende a otros Los escas’simos bocetos conservados
niveles de la obra. En el concierto para clavede la tercera sinfon'a muestran la serie
la cita proporciona los elementos dodecaf—nica que constituye el OesqueletoO
compositivos bisicos del tejido musical, de la obra. Gerhard indica una divisi—n de la
integrfndose dentro de la narrativa musicalserie en dos hexacordos, a la manera de su
de la obra. maestro Arnold Schoenberg:

A pesar de que cualquier generalizaci—i

siempre omite detalles importantes, podra [ -~ et le = a
afirmarse que el uso del tetracorco frigio ' )

[0,1,3,5F y el uso de ritmos anapZsticos se TR L e —— s
encuentran entre los mis frecuentes rasgos . ) o

que en la mcesica de Gerhard hacer?!" embargo, esta divisi—n no se
referencia a la maesica popular espa—ol£O'résponde con la manera c—mo se
Aunque en una obra no encontremos cita@rticulan los gestos o ideas musicales de la
tomadas de otros autores o melod’asSinfon'a; es el agrupamiento en tetracordos
populares concretas, estos elementod® 12 serie lo que origina la gran mayor'a de

establecertn una conexi—n con la herencRf9mentos musicales bisicos (parimetros

popular, algo que sera particularmente ©©MO eI_rltmo, la altura, dinfmica, tw_nbre,
significativo en las composiciones que &'ticulaci—n, etc. hacen que percibamos
hacen uso de una tZcnica serial como unidos o separados los sonidos

El testimonio del compositor Jan Bach, SUCesivos de la serie). As’ pues,
alumno de Gerhard en Tanglewood propondremos la siguiente divisi—n bisica

confirma la conexi—n entre la tZcnica seriafl€ 1 Serie dodecai—nica:
y elementos populares en la moesica de 13
compositor catal®n Narra c—mo durante la 4 3 e s
composici—n del Noneto Gerhard se ' :

esforzaba por intentar derivar la serie 0.424] 0124

dodecaf—nica, que gobernaba |a obra, de U¥ta divisi—n permite observar como el

melod’a popular que ten’a en su cabeza. Es . i
'a pop q < . tricordio [0,1,3], que forma parte del
cuestionable hasta quZ punto la serie

. . . __tetracordo [0,1,3,5] antes mencionado, se
dodecaf—nica, elemento precomposicional

. g ) . ¢onvierte en elemento distintivo.
gobierna y condiciona la percepci—n final de . . ,
La manipulaci—n de este material

una obra; en otras palabras, saber si la

) . ) simple da lugar a complejas
articulaci—n de los diferentes parimetro? P . 9 piel ,
. . ransformaciones a lo largo de la sinfon’a,
musicales, que articulan gestos y frases

. . . donde no siempre el contexto referencial
musicales, coinciden con el despliegue de : .
. folcl—rico estt claro. De hecho, de las siete
los procesos seriales. Con todo, podemos . . ,
: . . secciones que componen la sinfon’a
afirmar que el dise-o de la serie

. solamente la quinta remite sin ambigYedad a
dodecaf—nica de una obra revela rasgos

L . . este contextobla textura musical subraya el
distintivos de la misma DBparticularmente la . . : .
. o : uso del tricordio [0,1,3] articulado en ritmos
idiosincracia intervilica.

provenientes de la maesica tradicional.

1 Empleo la nomeclatura de Allen Forém The Structure of Atonal Music (New Haven: Yale
University Press, 1973).

2 Jan Bach, OReminiscences by Two American Composers,O The Anglo-Catalan Society Occasional
Publications (Townbridge: The Cromwell Press, 2000): 115-116



Puesto que toda la sinfon’a desarrolla lathe articulations that produce the phonemes,
misma serie dodecaf—nica, esta obra ilustrdne latter has an immobile, inarticulable
fantfsticamente la capacidad deresonator system. In short, a VT produces
transformaci—n de elementos musicalesoice and phonemesa MI produces only
simples dentro de procesos compositivos devoice(Carmo Jr, 2007).

gran complejidad. This can be observed quite clearly in
the wind instruments. In these, the energetic
Melodic phonology: Some notes on system that generates the voice is
the kinship between music and constituted by the tongue of the
language instrumentalist and the mouthpiece of the
5 instrument, while the resonator system
JosZ Roberto do Carmo Jr. consists of the metal tube and the bell. The
University of S<o Paulo only moving part is the tongue of the

instrumentalist. The resonator (tube / bell)
has the task of amplifying the vibrations
produced by the energetic system (tongue /
. nipple). There are no moving parts in the
instruments (henceforth MI). After bple) g parts )
o : resonator that can affect these vibrations (in
describing properties common to both VT L
fact, the keys of modern wind instruments

and MI, we present a hypothesis about the
. . ) only change the fundamental frequency).
relationship between the phonological and :
Thus, the resonator system of a wind

melodic categories. This comparison sheds. :
. : . __Instrument behaves as a vocal tract with no
light on the evolution - at the same time

. mobile parts. For this reason, wind
parallel and opposite - between natural and. :

. instruments produce sounds with supra-
musical languages.

The functioning of the VT is well segmental differences (height, duration and

L . intensity) but not with segmental
known by linguists. It is composed of three . . .
: : differences. This feature is present not only
systems that play different roles in the o .
: . on wind instruments, which are structurally
phonatory process: (i) the respiratory system . . :
. . . very similar to VT, but also in any melodic
(lung), (ii) the energetic system (glottis) and N . : .
. musical instrument, including the family of
(i) the resonator system (oral cavity, nasal _ .
. : strings and keyboards.
cavity, tongue, lips, teeth, palate, etc.). A .
: . While the supra-segmental system of
coordinated action of these three systems . .
Hatural languages is comparatively small,
produces segments (consonants, vowels an

. OthuaIIy with categories of two members
glides) and supra-segments (tones and, . i

(high vs. low; stress vs. unstress, long
accents).

. ..shor nes, 1 , the melodi m
A MI presents some similarities with a vs..short) (Jones, 1950), the melodic syste

) ) . is usually large, with categories up to 128
VT. First of all, both produce voice. A Ml is y ‘arg g P

: : , 2 A I
also constituted by a energetic system.members (Carmo Jr, 2009). A good example

. is the modern piano with its 88 different
(strings, blocks of wood, reeds of cane, . . )
tones. This comparison between melodic

metal etc.) and by a resonator system

. . and phonological categories, based on
(cameras, boxes and tubes in many different,. . .~ . .

. e : distributional criteria, can help us to
shapes and sizes, built with the most diverse

i ) i . understand the similarities and the
materials). But there is a crucial difference .
) differences between the vocal tract and the
between a VT and any MI: while the

- _melodic instruments and their different
resonator system of the former has mobile .
. : . functions.
parts (jaw, tongue) which are responsible for

In this study we compare some
characteristics of the human vocal tract
(henceforth VT) and of the melodic musical

10



We know that the VT has three Chaos, creation and order in the 4
functions: digestive, phonatory and musical. Symphony of Roberto Gerhard.
Either from a phylogenetic or a ontogenetic ~ Analysis of the dynamic of the
standpoint, VT is primarily an instrument of System
digestion, secondarily an instrument of

phonation. Although the VT is the oldest Carlos Duque

musical instrument, this function is clearly City University, London

accessory. On the other side, the production  For ten years, paint bamboo. Then, become
of musical sounds is the single function of bamboo. Finally, paint
any MI. The history of MI shows an without thinking of bambooO.

i Roberto Gerhardlhe music and muse todéhy962
evolution towards a larger range of drhe musi u E@062)

suprasegmental categories, ie height’The Spanish composer Roberto Gerhard

duration and intensity, relatively little (1896-1970), who was part of the Second
explored by phonology of natural language. \;ennese School, inherited an enthusiasm

These considerations lead us to c:onS|derfor ethnomusicology from his teacher

music and language as _semiotic SYSt€M$peqrell and from Joan AmadZs. Gerhard
that,_ even though  possibly a ComMON pimself is one of the key links between 19th
starting point, have evolved in opposite century tradition and modernity, and is,
ways. according to some academics, one of the

important names in the development of
References

Carmo Jr, J.R. (200Mlelodia & Pros—dia: Sernalismin Europe.
um modelo para a interface meesica- The 4th Symphony is his last orchestral
fala a partir da antlise comparada do work, and shows the culmination of his

aparelho fonador e dos instrumentos t€chnical evolution applied to a big
musicais reais e virtuaisS«o Paulo: Instrumental group. In this work he

FELCH-USP. tese de doutorado. combined his theory about proportions,
Jones. D. (1950,)|'he phoneme: its nature applied to variables. He included -pitch time
ar’1d use Cambridge: W. Heffer & Sons. set- and created complex systems that

Carmo Jr, J. R.(2009) OProthsses, interface®roduce both turbulence and coherence at

et Znonciation musicale®. In Driss the same time. In words of Richard Steinitz:

Ablali; SZmir Badir. (Org.)Analytiques OWhat Ioc_)ks like random_ behavior may,
du sensible pour Claude Zilberberg. 1 from a different perspective, reveal an

ed. Paris/Limoges: fditions Lambert- €Xquisitely fine structure.O
Lucas, p. 141-158. Gerhard applied a newly developed

Lehiste, I. (2003). OProsodic change inmethod for dealing with complex system_s.
progress: from quantity language to He used the early stages of a developing

accent languageO. In Paula Fikkert and€rminology of complexity in his own

Haike Jacobs (eds.pevelopment of articles. Indeed, the quotation in the
Prosodic SystemsBerlin, New York: beginning of this abstract, is a metaphor that
Mouton de Gruyter. 47-6,5. John H. Holland explained 26 years later, in

his book Emergence: From Chaos to Order
(pp. 211-2): Only when you are so familiar

3 Richard Steinitz, OMusic, Maths and Cahba@ical Times137 (Mar. 1996), p. 17.
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with the elements of your discipline that you music history), but rather by simultaneous
no longer have to think about how they are appearance and coexistence of numerous
combined, do you enter the creative phase. diverse new lingual and semantic systems of
In this paper | will explore the elements musical expression. Thus, the situation in
that Gerhard used in his 4th Symphony, bothXX - XXIst centuries differs fundamentally
ontological and epistemological, and | will from any of previous epochs: instead of
demonstrate how in this work diachronic unified complex of common expressive
and synchronic emergence are very clearmeans, confined by certain code of rules and
and originate from the numerical technique standards, we state currently simultaneous
of Gerhard (from the proportions technique existence of conglomeration of numerous
and from the -pitch time set-). Significantly differently-directed autonomous systems,
the definition of adaptive agents that interactand our epochOs lexicon in whole is
in the Symphony and its translation in assembled today as complex multivariate
graphics are generated with StarLogo (aand adaptive meta-system.
programmable modelling environment for If to imagine the Oclassical® musical
exploring the workings of decentralized phonemics as the three-dimensional system:
Systems, by MIT). | will explore as well, the pitch - length - loudness, the intonational-
use of different agents, which take the sonoristic paradigm of contemporary music
listener to a multilevel complexity sound appears the four-dimensional one, adding
experience, arising from the ambiguity and the timbre-articulation parameters of sound
the hypothesis created in the listener byas the equipollent coordinate; timbre-

himself. articulation gains in importance of
independent paramount differentiating
The sound lexicon of XXIst century criterion. The model of musical sound
violoncello as complex adaptative broadens immense, getting all noise
system phenomena to the sphere of aesthetic. The
mankind comes to the concept of infinity of
Vadim Larchikov the timbre resources and sound capabilities

National Music Academy of Ukraine-Kiev Of the musical expression.

, r time is th h @hromatisation
In 1965, Xenakis wrotéNomos Alphathe Our time is the epoch @hro "."“S"f‘“o
. . of all used sound parameters, which is based
cello solo composition which made the

: ) - on strong, constantly deepening
bomb-explosion effect signalising real . .. . 2 ~
. . . : ~ _individualization of the composerOs style
revolution in the lexicon of violoncelloOs

: . and language. This applies to any musical
expressive and technical capabilities. . . = .
: : instrument, violoncello isnOt the exception.
Exceptional enrichment and .
N . During the XXth century, cello turned from
complication of the musical vocabulary, . . . .
. . 7’ its predominantly cantilena emploi of XIXth
appearance of multitude of innovative . . :
. " o c. into the bearer of exceedingly rich palette
expressive means, composition principles,

. ... of intonational and sonoristic colours.
play techniques are the most Spec'f'C’Contemporar cello could provide
significant features of the XXth century. At y

: : . . incredible amount of timbre & articulation
that, this process is determined not simply .
o nuances. If to count the options of use the
by the abundant neologisation afngle

. . __bow only (not taking into account crowds of
somehow closed in geography and time . o
. . . versatile combinations because of usage of
lexicon (what was typical for preceding

4 John H- Holland. OEmergence: From Chaos to Order.O (OUP, Oxford, 2000) pp. 211-2.
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the left hand in different ways, a.o.), we non-verbal sounds for the vocal part. Many
come to the unbelievable number of 253.440pieces use elements from both these
theoretically possible dissimilar techniques.
articulations/strokes. But, all those vast The former can be accomplished by
thousands of options may be systematizedcombinations of such techniques as
as the complex of derivations of only nine distorting the language either by using
different simple parameters of bowing! extended techniques in the vocal writing so
The aim of this paper is to present the that listener cannot discern the words (as in
extended structural typology, created by theworks likeLe marteau sans ma’tley Pierre
author probably for the first time in the Boulez or Cage'#ria), by distorting the
world, of the contemporary violoncelloOs words through electronic manipulation (as
expressive means and technical capabilitiesBerio did to Cathy Berberian's voice in
which form the CAS of its nowadays Thema (Omaggio a Joyc&) 1958 as well

lexicon. as in many of his later works), or, finally, by
fragmenting the text being set to music so
The Song of Babel: Verbal that the performers are being asked to sing
Incomprehensibility as Musical the individual syllables or phonemes
Utterance comprising the text (often jumbled-up)
rather than enunciating entire words clearly
Evangelia Rigaki (as is the case in BeridxKing).
(Ph.D.Composer) The second technique (the use of non-

. inauisti | : I
The use of language in contemporary operamgwstIC vocal sounds) is exemplified by

. . such seminal works as Luciano Berio's
and experimental music theatre has long , . -
. - Sequenzdll for woman's voice or GySrgy
extended far beyond traditional singing.

. .. Ligeti's Aventuresand Nouvelles Aventures
Under the dual influence of scat singing and g ¢

: >, both of which revel in constructing musical
Roy Hart, twentieth-century vocal writing g

texture and melodic progression out of
has expanded the concept of song to Prog

. I!1nart|culate mumblings, shouts, sobs, hisses,
encompass extended vocal techniques such , .
: . whispers, grunts and random phonemes.
as screaming, growling, vocal fry and non-

LS . However, it also includes the use of
Western singing styles, leading to works as.

: . . invented language and nonsense words (or
diverse as SchoenbergRierrot Lunaire . :
A - even real words in non-grammatical
Cage's Aria and Maxwell-Davies'skEight . -
. sequential repetition), as featured
Songs for a Mad KingAs had been the case : :
. : . extensively in many of the works of
in literature and the visual arts, Modernism , < L
: ... Georges Aperghis, most notalRRy citations
also led to a preoccupation with

- . o This paper will offer an overview of
undermining fixed objectivity and what
. o fragmented speech, phonemes, non-verbal
nineteenth-century Romanticism had

o _— . utterances and nonsense words/invented
understood as "meaning”. In vocal music

. : . "language being used for musical effect in
this inevitably led to the deliberate : . :
: . Twentieth and Twenty-first Century music,
obfuscation of verbal meaning.

. Lo with particular emphasis on the works
Verbal incomprehensibility in vocal . . .
. which have been most influential to the
music therefore dates from the early

i . evolution of my own compositional style.
Twentieth Century and can be accomplished my: ov P y
. . My presentation will subsequently offer an
in one of two methods: by rendering the

. . overview of the use of incomprehensibility
language impossible to understand by means

. ) in the vocal music in my own works; the
of the musical setting, or through the use of y
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purpose and manner of its use in each of mythe dancer/percussionist's utterances, thus
compositions; and the manner in which it placing them into a condition of
draws upon, extends and develops theidentification with the singer's character. His
techniqgues employed by the composersgradual decline into incomprehensibility is
which have been most influential in my own therefore more deeply affecting for the
musical development. audience members. It shall therefore be

Special attention will be given to the argued and demonstrated through both
use of incomprehensibility in one of my analysis and audio examples that the
most recent works, the short opdritle technique of using incomprehensible
Instruments of Apprehensiqudeveloped in  utterances as music, which the composers
collaboration with the poet W. N. Herbert who pioneered it have mostly used for
and the choreographer Darren Ellis andmusical effect, is, inLittle Instruments
premiered at the Tete-"-Tete Opera Festival transformed into a dramatic effect, yet
in London, August 2009), in which nevertheless remaining integral to the
incomprehensibility is used not only for musical structure of the piece.
musical effect, but glso as an integral part OfReferences:
the opera's dramatic action. The opera's two .
main actors, a singer and a dancer/APerghis, GeorgeRZcitation{1978)
percussionist, are juxtaposed in terms bothBoulez, Pierre Le marteau sans ma’tre
of their behaviour and the delivery of their (1955)
vocal material in order to embody the Berio, Luciano,Thema (Omaggio a Joyce)
central conflict of the opera: the binary (1959
opposition between disease and healthBerio, LucianoO King (1967)
sanity and madness, hypochondria andBerio, LucianoSinfonia(1968)
normality. The dancer/percussionist's lines Bero, LucianoSequenza 11(1966)
consist of blocks of verbal material in a Cage, JohmAria (1958)
large variety of languages (which the Ligeti, GySrgy,Aventureg1962)
librettist, W. N. Herbert, has called "swarms Lig€ti, GySrgy,Nouvelles Aventurgd 965)
of words") delivered in a rapid-fire sequence Maxwell-Davies, Peter, Eight Songs for a
of words so as to be incomprehensible to theMad King(1968)
audience. The singer's lines, by contrast, arechoenberg, ArnoldRierrot Lunairg op. 21
written in English and delivered in a (1912)
conventionally-sung manner. As the opera
progresses, however, the behaviour of the The Language of Music. A
dancer/percussionist gradually "infects" the comparative survey of the evolution
singer, resulting in him interspersing non- Of musical instruments and notation
verbal utterances such as hisses and clicks systems
of the tongue into his singing as well as to
employ more extended techniques in his
singing, thus sliding gradually towards
incomprehensibility.

The conceptual ramifications of the use
of multilingual material to render
incomprehensible what are, in fact, simple
meanings, constitutes for the audience an
open invitation into the game of decoding Music is inherent in human nature. Every

BelZn Torrente
Torrente(btorrente@udc.es),

Santiago J. Barro Torres
(sbarro@udc.es)

Department of Electronics and Systems -
University of A Coru—a
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culture, however primitive, possessesdifferent kinds of music notation, such as
unigue musical manifestations. It is an the quqin tablature already present in Tang
innate form of human communication, Dynasty China, and the Greek letter pitch
sharing most characteristics with natural notation used in the Delphic Hymns (around
languages. A simile could be drawn betweenthe 2nd century B.C).
music and speech. As a matter of fact, the Among the advantages of using
sixteen design features of human languagewritten notations is the fact that written
formulated by Charles F. Hockett and Stuartrecords guarantee the persistence of music,
A. Altmann [1] hold true for the language of avoiding its disappearance or further
music. This also proves that the productionchanges caused by orality, providing every
of sounds has an expressive powersingle work with a fixed form. Furthermore,
comparable to that of verbal codes ofitis a learning aid for those mastering the
communication. Besides, vocal particular notation used (to a degree, the
performances can make use of humanpresence of an instructor is not needed).
languages, thus enriching meaning. Staff notation has its roots in the
Despite Spanish scholar Isidore of neumatic notation used for Gregorian Chant
Seville's claim that sounds cannot be writtenin Mediaeval Europe [5]. If initially neumes
down [2], the development of notation had no lines, lines were progressively added
systems has gone hand in hand with theto indicate pitch in a more precise way. For
appearance of literate civilisations and theinstance, Hucbald (c.840-930) introduced an
increasing complexity of musical improvement where two-lines were used to
instruments and compositions. separate fifths, while Guido D'Arezzo (c.
Apart from the human voice 991-1033), considered by many the father of
(considered to be the first instrument), staff notation, proposed a tetragram. The
archaeological evidence suggests that thdive-line staff we use today was adopted in
earliest instruments were rattles, drums andl6th century France.
flutes. Until relatively recently, music This type of notation is particularly
production relied exclusively upon orality. appropriate for the so-called common
Several causes have led to the introductionpractice music (also referred to as classical
of music notation, and the sine qua non
condition appears to be the previous
development of literacy, representing a step
beyond "standard" literacy. An increase of
the complexity of music instrument appears
to play an important role that should not be

music), that spans from the o the early

20th century. However, it has transcended
both historical and geographical boundaries,
being the most widely used nowadays for all
kinds of music. Alternate systems have
survived mainly as a means of notating

overlooked. ditional :
The first writing system (cuneiform) traditional music.
emerged in Sumeria around 3500 B.C. [3], The 26" century saw the appearance

no wonder the earliest known musical of analog synthesizers as well as electric
notation was found in the ancient instruments, such as the theremin or the
Mesopotamian city of Nippur (modern Iraq) electric guitar [6], extending the possibilities
[4], which dates back to around 2000 B.C.. for musical creation.

At the same time, Sumerian instruments Indeed, thanks to synthesis, sound is
(such as harps and lyres) had achieved amo longer constrained by the physics of
important degree of sophistication. Over thevibrating bodies, thus opening new
years, different cultures have given rise todirections for composers as well as
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designers of musical interfaces to explore. This article deals with two aspects of
This has become especially evident since themusic notation: firstly, the concept of music
advent of digital technology. Different as a human language and musical notation
timbres and instruments can be freely as the Owritten formO for the language of
combined. At the same time, new music; secondly, the close relationship
approaches to modeling the language ofbetween the evolution of musical
music in formal ways have been fosteredinstruments and the different notation
[7]. That is, music can be representedsystems throughout human history, with a
parametrically. special emphasis on the latest developments.
Instrument communication and control In addition, possible future lines of
protocols such as MIDI (Musical Instrument exploration are presented.
Digital Interface) [8] or OSC (Open Sound
Control) [9] are now widely used standards. References[1] C. F. Hockett, C. F., S. A. Altmann,
in formats such as Standard MIDI File, (2% Anote on cesin featuree, i T, o, Sepeok
music is structured as a series of trackspress. | [2] Isidore of Seville, OEtymologiarum sive

containing several events, in a way that it originum_libri xxO. | [3] Peter Daniels; William
b | d back b t Bright. OThe World's Writing SystemsO. Oxford
can be played back by a computer or ayniversity Press, 1996. | [4] A. D. Kilmer, R. L.

compatible instrument. The popularity of Crocker, "The Fragmentary Music Text from

sequencing has increased significantly in theNiPpur", Iraq 46, 1984. | [5] Richard Rastall, OThe
q 9 9 y Notation of Western Music: An IntroductionO, St

last few decades, to the point that expressiVeyartins Pr, 1998. | [6] Timothy D. Taylor, OStrange
sequencing allows for the interchangeability Sounds: Music, Technology, and CultureO,

between live performers and automatedRoutiedge, 2001 | [7] Francisco C. Pereira, OA
Structured Framework for Representing Time in a

systems. Generative Composition System,O Time, pp.168, 4th
Unfortunately, most music International Workshop on Temporal Representation

" C and Reasoning (TIME '97), 1997 | [8] MIDI
composition applications do not go beyond Manufacturers Association, "The Complete MIDI 1.0

piano roll or staff notation, which represents Detailed Specification, Document Version 96.1". Los
an important constraint. Angeles, CA, 1996. | [9] M. Wright, "Implementation

Efforts t q it | and Performance Issues with Open Sound Control".
) orts towards heW compo§| ional Proceedings of the 1998 International Computer
environments are leading to graphic tools Music Conference, 1998. | [10] Miller S. Puckette,

nd lan h MAX/MSP. PureQThe Theory and Technigue of Electronic MusicO.
and languages such as IMSP, Pu eWorld Scientific Publishing Company , 2006 | [11]

Data [10], and innovative multimedia Guy E. Garnett, Kyong Mee Choi, Timothy Johnson,
interfaces, as is the case of the Virtual ScoreOMapping Sound Synthesis in a Virtual ScoreO.

Project [11). Analogously, the design of (YSITE Commir Musle Conerenes 2000, |
novel electronic musical interfaces has proceedings of the 2005 Conference on New
become a field of growing interest [12]. By Interfaces for Musical Expression (NIME-05)",

using the term musical interface, we put ancouver BC, Canada, 2005.

emphasis on the broadening of the concept
of instrument. New interfaces have changed
the way we understand music composition
and performance. The magic behind this
new notion resides on the ease of
implementation. Designing a controller is

only bound by the imagination, and possible Olga Veselina
mappings between controller events and
sound patterns are virtually endless.

Voicing and features of natural
language as sources for
contemporary instrumental chamber
music (by example of the violoncello
duo genre)

National Music Academy of Ukraine-Kiev
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Broadening of the sources and palette ofthrough the cello so that the voice and
expressive means in use is one of the mosbvertones mix with the sound and overtones
spectacular general features of musicof the cello, projecting them out together as
creation after the Second World War. one rich soundO).

The aim of the proposed paper is Contemporary violoncello duo
endeavour to investigate and systematizecreations give us quite a lot of examples of
diverse ways and forms of manifestation of incorporation of some literary text
voicing or vocality, as well as different ways pronounced by performers during their
of application of a literary text, phonemes playing. In most of those cases, such text is
and gestures of natural language in theused as a simple quotation (with the aims to
creations written during the last half-century expose some concrete composition program,
in the genre of violoncello duo. or to direct the recipientOs imagination in

Pieces written for two cellos by some specific way, etc.). But sometimes we
composers from both Ukraine (Larchikov, discover the text very organically implanted
Polyova, Yurina, Zazhitko) and world-wide in the universe of instrumental composition
(Anthin, Arnaoudov, Dinescu, Globokar, which appears therefore as synthetic one.
Haubenstock-Ramati, Jasenka, SharafyanAmong the most spectacular examples of
a.0.) are to be considered on the matter. this kind are OParamatmaO®, 1991 by

We can discover two principal ways of Lithuanian Antanas Jasenka and
usage of the vocality and / or voice potential ODistanzierungO, 1996 by Ukrainian
of a performer (cellist in our study) in Liudmila Yurina.
instrumental composition: evident or Further, we have to study here the cases
hidden. As for the cases hearable for theof application of space and theatric means
audience, there might be either singing ofsuch as moving of the cellists during the
performer simultaneously with his performance, their acting play (text
instrument playing (f.e. like in OAmen, Hayr pronouncing or mimic gestures), etc. These
SurbO, 2006 by Vache Sharafyan, Armeniagxtra-musical means explore either literary
or OIn Memoriam: Simple Chains of Sweettexts or non-verbal meaning resources
SorrowsO, 2005 by Ramon Anthin, Sweden)which transfer piece written in the
or the use of pronounced phonemes, loudvioloncello duo genre to synthetic
breathing in and outward as a part of multimedia composition. Some of the best
musical material in composition examples (all of clear Post-Modern nature)
(OMultiple 10 by Roman Haubenstock-are CKoexistenzE, 1976 by Vinko Globokar,
Ramati, 1969). Unusual way of hidden CSzeneE, 1969 by Erhard Karkoschka, or
vocality is created in cello duo OThe VoiceOfrom Ukrainian music OThe Fifth Corner.
2005 by Ukrainian composer Victoria Delight from aimless search (audioclip)O,
Polyova: in fact, we find here the pure 2005 by Volodymyr Runchak.
instrumental piece in terms of sounding The group of chamber compositions
result, but its every pitch is grounded on St.most indirectly connected to the current
SilouanOs Psalm as if OvocalisingO on cellotepic of our study but still based however on
so, this piece requires to use typically vocalthe idea of natural language resources use
logic in bowing, articulation and phrasing.  are those pieces where the composer tries to

The above mentioned material gives usexpress by pure instrumental means the
also possibility to examine the theory of image of some philosophic or even
Japanese-American cellist Kumi Kondo scientific (verbal in its nature!) concept.
(OWhen the cellist sings, the voice resonatesiere the semantic and symbolic means of
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both natural and music languages are of the
primary importance. That group is quite
large in number and it gives us sometimes
very interesting source for investigations.
Among the composersO names to be
mentioned on the matter (in the framework
of the cello duo genre) are Violeta Dinescu
(Oon doit briser le moi pour devenir soiEQ,
2000), Peter Schuback (OSpeculatioO, 1992),
Vadim Larchikov (Olnter Lacrimas et
LuctumO, 1995, and the other OessaysO as
the composer calls his own creations), etc.

As we could conclude, contemporary
instrumental chamber music presents the
full range palette of the vocality / voicing
and the means of natural language usage
ways, and in many cases such kind of
expressive means became the very
immanent feature of composition in the
genre of our study.
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Another Tyger Institute by Robb Patterson, clarinet;
Eugenia Cheng, cello; and Amy Yang, piano

Matthew Barnson on April 17, 2005. In its revised form, Jon
Yale Univ. Troy, clarinet; Jee-hee Ju, cello and Jessica
Osborne gave the premiere at Sprague Hall

No one writes for the E-flat clarinet ) )
at Yale University on December 13, 2007.

anymore. It is the most underestimated of
the clarinets and its confined repertoire,
while brightly hued, is basically
monochromatic. 1tOs not just a witchOs
cackle, or Richard StraussO urchinOs terrified -
scream; it can be supple, dynamic, virtuosic Sulla morte e la follifOSobre la muerte y la
and dramatic. locuraO) bpara viol'n, violonchelo y piano-

| composed Another Tiger, a two- €stf escrita como homenaje a Carlo
movement trio with violoncello and piano, Gesualdo OPrincipe di VenosaO (c.1560-c.
for the E-flat clarinet and attempted to write 1613). Partiendo del madrigal OSe la mia
a virtuosic, glittering, hard-edged, but lyrical morte bramiO perteneciente $gsto Libro
music with bright-hued OWest CoastOdei Madrigali a cinque voc{1613), la obra
harmonies. The episodic first movement trabaja sobre una serie de planos
alternates between hushed lyricism, conceptuales simb—licos que, a travZs de una
aggressive, forward-thrusting rhythms and serie de procedimientos, dan lugar a los
highly-charged, suspended stasis that endgnateriales que la forman. Por ejemplo, se
exhausted and still; the second movementN utiliza la aparici—n progresiva del total
a Oslow movement® based on a tremoléromittico en la obra de Gesualdo como
transition midway through first movement- sustrato subliminal que OconduceO la obra.
liquid-like, builds towards a single, El resto de sonidos se mueven, bien como
hammered climax that echoes, fades andmasas o clusters, bien en forma de
like the first movement, ends in exhaustedaproximaci—n/alejamiento de estas notas-
fragmentation. gu'a. No se produce una percepci—n

But Another Tigerdoes not depict a Mmel—dica clara ya que se las I'neas que se
tiger. | took the title from Jorge Luis dan en la obra original como voces muy
Borges® poem OThe Other Tiger.O Borge€éfinidas quedan descontextualizadas al ser
description of writing and creation, introducidas sobre valores muy largos o
OAnother tiger, the beast not found infragmentados. Otros aspectos, como las
verse,O described my own compositionalProporciones temporales o los tempi de las
concerns as | synthesized disparate formatres secciones de la pieza, estfn
and stylistic elements: Othe tiger addressedleterminados tambiZn por el material
in my poem is a shadowy beast, a tiger oforiginal, mediante diferentes asociaciones
symbols/And scraps picked up at randomsimb—licas organizadas de manera
out of books,/A string of labored tropes that coherente. Otro aspecto que juega un papel
have no life,/And not the fated tiger, the importante en la obra es la utilizaci—n del
deadly jewel/That under sun or stars orantlisis fonZtico sobre el texto original del
changing moon/Goes on in Bengal or madrigal de Gesualdo como referente
Sumatra fulfilling/lts rounds of love and simb—lico a la creaci—n de una estructura
indolence and death.O® t'mbrica y articulatoria. Por ejemplo, se

Another Tigerin its original form, was ~establecen correspondencias entre la
premiered at Field Hall at the Curtis fonZtica del italiano y diferentes tZcnicas

Sulla morte e la follia

Sergio Blardony
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instrumentales, que resultan coherentes cormonferendogli normalmente una forma
la realidad accestica de Zstas. geometrica poliedrica. € questa struttura
En un sentido mts amplio, Sulla morte interna perfetta ma invisibile del OcristalloO
e la follia es una pieza que intenta Bcomo yahe ha fatto da metafora per il titolo della
he pretendido en otras ocasiones-composizione.
OreinterpretarO una visi—n del pasado que Il OcristalloO « presentato
representa a su vez un paso hacia nuestrsimbolicamente da una serie di note:
tiempo, sin caer en la regresi—n que supone
un planteamiento restaurador de modelo 2| 1b ] c 9]
neoclisico. Se trata de trabajar sobre e B-Ces-Des-C-E-D-Es-Fis-F-G-Gis-A.
material de la tradici—n como un sustrato, - _ o
como una realidad que nos sustenta pero LOestensione delle cellule a=3 semitoni;
que, al mismo tiempo, nos obliga a b=4 semitoni; q:3 semltonl; d:25em|ton‘|. )
establecer una dialZctica que necesariamente? Cellula OdO proviene da quella OaO
debe situarnos en un mundo sonoro propio y'ducendo anche il secondo intervallo in
perteneciente a nuestro tiempo. Gran parte€Mitono, invece la cellula OcO « proviene
de la obra de Gesualdo Ocamina® hacia Bg!la ObO riducendo tutte due gli intervalli di

modernidad y esta pieza trabaja para buscaf S€mitono. y _
las claves de ese encuentro. | quattro OatomiO a - b - ¢ - d (ciascuno

costituito di tre note) della serie originale,
scambiando posto, danno origine ad altre tre
OsottoserieO che hanno come primo OatomoO
uno di essi suddividendo cos” formalmente
_ _la struttura formale dellOopera (che viene
Compo;ta nel 1992, * stata dedicata a Fe'msegnata proprio da quelle lettere).

Ibrahimi, suo zio, ma soprattutto suo Dunque abbiamo una forma divisibile
professore di composizione (marzo 1982 -;, quattro sezioni con le seguenti
giugno 1987) e suonata una sola volta iNxyatamorfosi del cristalloO:

prima mondiale nel 1993 nella CNotte della

Musica Moderna albaneseE organizzatoSeziOne Aa-b-c-d lasere viene

dallo stesso Ibrahimi. , o presentata dal clarinetto;
Composta per clarinetto, violino, gezione Bb - aR* - d - ¢, presentata dal

violoncello e pianoforte, cios una clarinetto (gli OatomiO procedono in
formazione utilizzata da Messiaen nel suo senso antiorario come per altro tutto

Quatour pour la fin du monde, ¢, altres”, un IGuniverso);
omaggio al grande maestro del Novecentogg,,ione €(cl** - d - a - b, presentata dal
che lo ha influenzato moltissimo soprattutto mano destra del pianoforte (gli

con 1 suor prinCipt ‘ma hon con il suo OatomiO procedono in senso orario) in
linguaggio (come si pu” ben evidenziare Ocontrappunto seriale® con la mano
dallOascolto dellOopera). sinistra che presenta la serie:a-d - c -

Non « unOopera a programma. Il titolo, b, (gli Oatomi® procedono in senso
Le metamorfosi del cristallo, ¢« puramente antiorario)

formallstlco.. II' OcristalloO, swpbolq .dl Sezione Bd - ¢ - b - a, presentata dal mano
purezza e di bellezza, ha una disposizione destra (gli OatomiO procedono in senso

periodica e ordinata di atomi, dunque antiorario) in Ocontrappunto serialeO
geometricamente regolare, che si ripete con la mano sinistra che presenta la
indefinitamente nelle tre dimensioni spaziali

Le metamorfosi del cristallo

Edmond Buharaja

20



serie: aR - bR - cR - dR (la serie La plantilla instrumental consta de

originale ma ogni OatomoO procede aviol'n, violonchelo, piano, clarinete en si

retrogrado, alias, in senso antiorario). bemol y un percusionista que dispone de

QuestOultima da in senso formalemarimba, vibrifono y tam-tam. La

|Oidea della ripresa. percusi—n sirve de enlace entre el piano y el

resto del ensamble; en ciertos momentos la

Eccetto la sezione C, dove cOemarimba conecta t'mbricamente el piano y
maggiore Olibertad nellOuso delle altezzeles pizzicato de la cuerda, en otros, el
dei microintervalli, rappresentati vibrffono amalgama las I'neas mel—dicas
graficamente ma lasciati al libero arbitrio del clarinete con las sonoridades resonantes
dellOesecutore, le atre tre sezioni sdel piano. El tam-tam aparece en varias
sottopongono alle procedure normali della ocasiones, puntuando los diferentes tramos
musica seriale. de la obra.

La serie originale racchiusa nelldambito Al igual que enTraza Diferencias en
della settima maggiore, volutamente creatael quinteto se desarrollan elementos que se
con pochi intervalli (seconde e terze presentan en los primeros momentos de la
maggiori e minori) e tendenzialmente obra. Sin embargo, esta obra pretende
ascendente, si arricchisce in seguito grazieexplorar mfs exhaustivamente los diferentes
alle Ometamorfosi del cristalloO con tutti glipartmetros que articulan los gestos

intervalli mancanti. musicales que generan la obra: alturas,
Per guanto riguarda le durate < statoritmos, registros, dinfmicas, etc. Cada
preferito il susseguirsi e/o la segmento de la obra cambia la perspectiva

sovrapposizione dei fatti musicali in modo de alguno de estos parimetros, creando en
pie aleatorio dando una sola indicazione cada momento un enfoque diferente del
OmetricaO: 1 cmi 10 accompagnato material que sirve de base a la obra. Por
opportunamente con dei segni grafici perejemplo, los laxos dise—os r'tmicos del
OobbligareO gli eventi sonori alla lorovibrifono al arranque de la obra serin
simultaneit™ oppure distanziarli nel tempo. OcomprimidosO y multiplicados en secciones
Fa eccezione la breve OfugaO della secondsteriores para crear un espacio Sonoro
sezione metricamente misurabile in 4/16, compuesto por mceltiples hilos r'tmicos. O
senza che alluda per” la conformit™ degli los agresivos y concisos gestos del piano
accenti metrici, tipica della musica que abren la obra se convertirtn en I'neas

misurabile. expansivas y fluctuantes en los momentos
centrales del quinteto. La obra se estructura
*Retrogrado. **Inverso como una continua progresi—n hacia el

punto culminante donde concurren

simulttneamente los principales elementos
de la obra. En esta superimposici—n dichos
Fernando Buide del Real elementos son reinterpretados desde
diferentes fngulos. La aparici—n de este
conjunto de gestos musicales constituye la
El estreno dé\paraci—es fruto del encargo (eglizaci—n de la estructura del quinteto.
del Festival Via Stellae 2009 y fue como en un cuadro cubista, es en la
completada ese mismo a—0 durante '05presencia simulttnea de meeltiples

meses de estudio con el compositor Martinperspectivas donde se revela el significado
Bresnick en la universidad de Yale. total del cuadro.

Aparici—n

Conservatorio de Vigo
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Track syntagms creates a new meaning purely
through the combinations of those same
Kyong Mee Choi syntagms, very much as spoken and written
Roosevelt Univ. Chicago language does.
Effectively, before defining the musical
material | had generated a very sophisticated
syntagmatic and semantic modular structure.

Track for flute, clarinet, percussion, piano,
violin and cello, is a OtranscriptionO of the

composerOs life story. There are a total of te[f‘he only thing left to do was to fill the

sections, each of which describes . :
. structure with musical content Bto compose
memorable events or experiences from each

period. On the whole, the piece attempts to:jr:e?/elrgaégrlaers;Z?; q Wgoziﬁge?jmgvh;?] zka)r? q
depict the unfolding of oneQs life in light of bed. p ' ’

: how that modular structure dictated, forcing

constant fluctuation. - :
me to take very unusual decisions in the
process. One cannot but quote Italo Calvino
when he writes OAnd so the author vanishes
b that spoiled child of ignorance b to give
place to a more thoughtful person, a person

Yehudi Menuhin School who will know that the author is a machine,
The present work was conceived and writtenand will know how this machine worksO.

as a concert piece with multiple possible Following on these considerations, |
readings (8!= 8x7x6x5x4x3x2x1 = 40,320). decided that OThe Thinking MachineO should

Heavily influenced by the writings of J.L. be mono-thematic, having a unified thematic
Borges and by Ram—n LIullOs artethet and harmonic material to tie all the
Thinking Machine(13th century) this piece complexities together. | also undertook to
could/should be played in any ordering apartusepivot chordsin the style of Dutilleux to

from the printed one, thus breaking the anchor certain points in the narrative and
syntactical ordering of the musical discoursedraw the listeners directly back to precise

and generating a different meaning for eachemotional areas, while exploring
possible reading. discontinuities in the treatment of the

The Thinking Machineis, thus, a material within the movements by using
syntactic exercise in meta-linear narrative various transformations in what the
that tries to push Henri DutilleuxOs structuralsemioticians call the syntagmatic
findings and conception of time one step (discursive) and the paradigmatic (semantic)
further into Post-Modernity by combining axis: above/below, front/behind, close/
the Medieval thinkersO love for combinatorydistant, left/right, inside/outside, up/down,
and mechanic artefacts and theforeground/background and addition,
contemporary digital culture of Mp3 deletion, substitution, transposition,
readers, PC music libraries and shuffle metonymy (substituting whole through a
modes; all as a way of breaking away from connection) and synecdoche (substituting
the Modern linear conception of time and whole by part).
moving towards a digital, fluid one. The use of memory in the structure is

Those different readings of the work two-fold. Memory is built in by inter-
are so not because the musical syntagmgnovement quotations, variations and
themselves, the sextetOs movements, am@evelopments that when these movements
changed in any way, but because theare syntactically reordered change meaning :
different ordering of those same musical what was a premonition of a main event in

The Thinking Machine

fiscar Colomina i Bosch
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one reading could become a memory of it in populares que estuvieran contrastadas en los
a different sequence; thus generatingmis importantes cancioneros gallegos y
multiple narratives by the reordering of the sobre ellas, mejor dicho, a partir de ellas,
same original group of musical syngtams.  construir un entramado sonoro con la base
Furthermore, | am interested in the de un grupo de cuerda. El resultado se vert,
exploration of cultural memory and cultural pero la propuesta no es nueva y el soberbio
Topoi Hence the choice of titles and forms ciclo de Falla parece gravitar sobre esta
for each of the movements of the sextetpropuesta mia. Es necesario que se diga aqu’
were done keeping this in mind and with a cufles son los cancioneros consultados: El
clear intention of binding the audiences de Mart'nez Torner para el n¥s 2 Cantinela, el
through the shared into the more unusual,n¥s 3 Mui—eira y el n¥s 7 Pandeirada; el de
specially as | believe that the compositional Casto Sampedro para el n¥% 4 Alalt y el de
exploration of certain Borgesian techniques Dorothe Schubarth para el n¥4 5 Foliada y el
(creation as translation, memory, cultural n¥: 6 Berce. S—Ilo el n¥% 1, la Alborada con que
Topoi), which emphasise the shared as muclse inicia el ciclo no corresponde a un
as the individual, could be a very powerful cancionero determinado, simplemente estt
tool of communication with audiences and en la esencia de todo OarranqueO de
could definitely help re-build the divide Alborada que impregna gran parte del
between Contemporary Composition andacervo musical gallego.
Society, and indeed reinforce the continuity Como siempre, el autor busca el
of Europe as a Social, Artistic, and contraste y la variedad; hay, pues, en este

Historical Collective. ciclo tanta diversidad de ritmos como de

emociones dentro de un conjunto propio,

Sete canci—ns populares galegas muy personal, que estf en I'nea con mis
celtimas obras para cuerdas, tal es el caso del

Juan Durfn Divertimento, que en estos d’as previos a

Hace casi treinta a—os que escrib’ para meSteé congreso ha repuesto la OSG.

hermana Carmen mis primeras canciones
sobre textos de Fernando Pessoa que ella, en
1985, estrenar’'a en la Stathalle de
Heidelberg (Alemania) con gran Zxito.
Desde entonces, ella ha dado a conocer
mucha moeesica m’'a. Sin embargo, yo no
hab’a vuelto a dedicarle espec’ficamente una
obra a ella. Este ciclo de canciones que
ahora se presenta tambiZn va dedicado a
Carmen Durtn, pues es ella siempre la voz
gue canta en mi conciencia la maesica que
luego yo escribo en el papel.

Esta vez el estmulo para escribir una
nueva pieza vocal vino de la mano de
Helena Palma, quien me invit— a presentar
una obra original en este congreso. Se
trataba de contribuir a un encuentro en el
gue se iba a tratar sobre mcesica y lenguaje.
Me pareci— cetil trabajar sobre piezas

Juan Durtn, A Coru—a, 12 de abril de 2010
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Anaphora independent control of the left and right

vocal folds. Captured on high speed

Michael Edward Edgerton photography and cinefluorography, the
Univ. lllinois subject demonstrated the capacity to
produce parallel, similar, oblique and
contrary pitch movement at will, otherwise
having a completely normal voice (Ward, et
al 1969). Further, she had the proficiency to
produce such behaviors within different
musical scales and not simply as contour
relationships (Neubauer, Edgerton, Herzel

Anaphora is a study of 56 separate
CLASSES of vocal multiphonics, lasting
20+ minutes. The work explores dynamical
(nonlinear) systems applied directly to
sound production and network theory as
applied to composition. Most rare are the
instances of biphonation produced by the
vocal folds - this is one of the few areas left 2001).

As might be expected, some of these

unexplored by composed music. Particularl . : . . .
P y P yspemal biphonic sonorities are heavily

unique are the instances of the techniquewei hted upon the parameters of production
identified as a whistle produced through the 9 b P P '

. ~ . and as such necessarily emphasizes the
vocal folds - or glottal whistle. This is rocess of setting and searching the neuro
significantly different than the whistle P g g

. ' o muscular framework, so that far more that
register as identified by those of the western : o . :
. o\ . . classical western traditions, this process will
classical tradition. During this glottal

. , : necessarily involves preparation, failure and
whistle, the folds are approximated in sucha_ . : o
: . ... achievement. Therefore, in Anaphora, it is
way as to produce whistle-like sonorities

that often feature multiple tones and which wholly desired that ALL of these elements

) : of the searching process become part of the
are often transient in nature. These are_ . : )
o ) . sonic landscape and MUST be included in
fascinating beasts which are simply

beautiful to hear that often resemble animalsperfc';rcr&aer:jci'o roduction and aesture are
or electronically produced tones. One other P g

: . findings that the parameter space of real-
type of sonority calls for a special type of :
: : . . world phenomena overlap. When applied to
biphonation featuring asymmetrical vocal

fold oscillation in which the left fold YO8 Production, small instabilities in
vibrates at a different frequency than the parameter space lead to bifurcations. During

. . : . excised larynge experiments, Berry, et al. in
right. This may res.ullt n the production .Of 1996 found that asymmetric vocal fold
two clearly identified pitches, that if

combined with a sufficient degree of adduction can lead to a bifurcation from

. , normal phonation to oscillation of a single
proficiency, the performer will have the : . .

- . fold, such as is seen with unilateral vocal
ability to simultaneously produce two

different melodies within clearly identified fold pa_raIyS|s. This gives |mportqnt
. information for those performers who wish
scalar formations.

This type of control is absolutely rare, to voluntarily produce extra-complex

and to my knowledge only one case of a_sonorltles by indicating that the slight

oS increase of adduction to one fold might be
performer featuring independent control of o .
. the critical parameter to emphasize.
the left and right folds has been reported. In_ . S
. : Likewise, in this same study the researchers
an exceptional case study, it was reported

that a teenage subject had the ability tofound -that asymmetry of vocal fold
. . : elongation had a profound effect on the
produce true biphonation featuring two

independent frequencies. This subjectS'gnal - although this was not visible. This

achieved such behaviors through completesugges'[S that not only geometrical properties
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be examined, but also the elastic propertiesScintillation I, for viola and cello,
perform a crucial role in the maintenance of relinquishes complete rhythmic control for
the appropriate glottal signal. In total, thesethe soloistic gestures, which occur for both
bifurcations induce qualitative changes from instruments. The ostinati in the work is
one vibratory pattern to another, and thus asometimes specific, and sometimes
corresponding radiated signal. In Anaphora,incorporates Ofree-ostinatoO notation.
these bifurcations of production are intendedUIltimately, this work is an exploration in
to result in biphonic and irregular, transient, string colors, and a study in transition in an

deterministic chaotic regimes. environment that lacks a hyper-control over
rhythm.
Scintillation 1l My sincere gratitude is extended
toward the performers of GISXX of Florian
Anthony Green Vlashi, and to this years IC[CM].

Univ. Colorado Boulder

My recent compositions have focused on The Island

relinquishing one element of music to

heighten another. | have developed a new
notation to communicate my idea of

relinquishing rhythmic control as a Recently my works have been inspired by
composer, leaving me to focus solely onpersonal experiences. When | started
pitch, color, timbre, structure, and form. composing this piece, I ran into someone |
This notation is called Ofree-ostinato had met two years ago. Since then, | never

notation®, where the interpreter executes aought that | would meet the person again,
musical cell (which can contain from 1 note Put it happened. Probably, to most people,
to an endless amount of notes) in a freethls does not sound very special. However,

rhythm of his or her choosing. The cell is this happening gave me a cha_nce to
L remember the last two years of my life, and
repeated frgely, malnt_alnl_ng the order of thethis piece is based on that remembrance.
pitches, until the music yields movement to
the next cell or musical idea. | have
composed 3 works that feature this idea
abundantly, and 1 work that uses this idea
completely throughout.

After a brief exploration of the
possibilities of Ofree-ostinato notationO (anAncient \oice for soprano and
exploration that will continue throughout string quartet is based on thAéair
my life), | used this same principle in a Maiden, which is the first piece in
work for flute and marimba called ¢ q5qic poetry. The classic poetry is the
Scintillation, but varied its execution. My very fountainhead of Chinese poetry

Scintillation series are works for two . )
. : and the earliest anthology of Chinese
instruments, where one instrument has a

controlled ostinato roll below a soloistic poems._ It Was_ also the important
gesture performed by the remaining COnfucian classics. _

instrument. The roles may or may not Intoning in soprano and rhythmic
interchange throughout the work, and thein strings, both in echoing and setting

ostinato may or may not be always present.Off each other, in the naturally and
glibly musical impression incarnate the

Moon Young Ha
Univ. lllinois Urbana-Champaign

Ancient Voice

Xiao Hu

Sichuan Conservatory of Music
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culture filtering and blending between

oriental and western.
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Afair Maiden

(From tne Classical Poetry B.C. | Ith Century -
B.C. 6th Century)

English translation by Xu Yuanchang

By riverside are cooing

A pair or turtledoves;

A good young man is wooing
A maiden fair he loves.

26

Water flows left and right

Of cresses here and there;

The youth yearns day and night
For the good maiden fair.

His yearning grows so strong
He cannot fall asleep;

He tosses all night long,

So deep in love, so deep!

Now gather left and rhight

The cresses sweet and tender;
O lute, play music bright

For the bride sweet and slender!

Feast friend at left and right

On cresses sooked tender;

O bells and drums, delight

The bride so sweet and slender!

El jard’'n de Kinko

Ramon Humet

El jard’'n de Kinkoes una obra formada por
dos movimientos: Robuki. Memoria de
Shingetsu. El punto de partida de la obra es
la melod’a tradicional japones&hingetsu
procedente del corpus déten Honkyoku
de la escuela Kinko para shakuhachi. Una
traducci—n posible dhingetsupodra ser
OEl esp'ritu de la lunaGshipn Oesp'ritud,
getsuOluna®), s'mbolo de la iluminaci—n de
la mente o perfecci—n del esp'ritu. La
gestualidad de la obra es dintmica en todos
sus partimetros, con inflexiones constantes
del tono y del tiempo, que recuerdan el
bambece cuando se balancea con flexibilidad
debido a la fuerza poderosa del viento. La
armon’a utilizada deriva directamente de los
intervalos de 1 y 4 semitonos, propios del
original Shingetsuy genera un motivo de 4
notas con tratamiento I'quido de las alturas
gue articula el discurso de la obra. La forma
interna de la obra, aparte de los dos
movimientos indicados, es de estructura



circular, con un discurso no direccional que made some simple experiments with my
proporciona una gran rigueza de elementosstudents: | composed D for the computer,
expuestos con coherencia y unidad. Lathat changes would be easier to execute a
complejidad del gesto musical estt short piece for ensemble. | kept complex
alimentado por un uso extendido de lainterval language as the same, but easier
oscilaci—n dinfmica de las alturas, distorsi—examples polyrhythmic situation 8 time. To
del espectro arm—nico, y modulaci—make a rhythmical situation easier means to
mZtrica. make it more and more homophonic.
Esta obra es un encargo del FestivalDifficult interval language is simple because
Nous Sons 2009 y fue estrenada en elthe syntax of the intervals is complicated.
Auditori de Barcelona el 25 de marzo de Music and language: About this topic |
2009 a cargo de Oriol Aymat y S’lvia Vidal, learned much when | was reading
a quienes la obra estf dedicada con toda miHarnoncourtOs texts. We all know how

estima. music imitates spoken language in different
epochs, how many kinds of interactions

And all my Senses suspended rhetoric and music has had during the
different periods of time. But as a composer

Juraj Kojs | always remember: There is no composer,

living or dead, who could say a simple
sentence like Ol like wine.O using his music.
Affects | live alone in this textsTintinnio
includes many qualities that are typical of
modern music. Some of its turning points

Yale Univ.

And All My Senses Suspendéat flute,
violin, cello and piano belongs to a series of
pieces inspired by poetry of St. John of

Cross.  The composition explores g ¢iose to minimalism, in the other hand it
instrumental sonorities that lie on the bordercontains micro intervals and techniques

of hearing. All instruments predominantly yistinctive for flute writing. Tintinnio does
produce colored noise. The concealed pitchy, obey any strict interval system. It is

becomes heard as the color of timbre. more or less a free tonal piece. When
composing it | had to trust and rely on ear to

Tintinnio achieve necessary oneness and also
. ] necessary plurality.
Olli Koskelin OTintinnio® means Oto tinkle®, Oto

Tintinnio is a virtuosic piece with many clinckO, and this could also be the most
lyrical elements. It would be quite a rash or important advice for the player who has to
quick conclusion to claim that fast, be as well a skilful and analytic musician.
virtuosity movements ifintinnio are more  Happiness, virtuosity and swing form the
complex than the lyrical, slow periods. It basis ofTintinnio. Tintinnio was first played
has been written for solo instrument, andat the Viitasaari Contemporary Music
this fact almost totally eliminates B in my Festival 2003 by Mikael Helasvuo.

opinion B the musical element that may be

considered the most important factor Tristia
contributing to complexity in western
music: rhythm. Vadim Larchikov

In Tintinnio there is no possibility to
real polyrhythmic writing. Some quasi
polyrhythms occur, but very seldom. | have

National Music Academy Ukraine-Kiev
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With the title OTristiaO, my composition Philippines (by way of the Celebes Sea)
applies to OThe Sorrows of with the lower Indonesian Island of Java (by
ExileO (OTristia0), the book of elegiesway of the Java Sea). This conduit is a
which Publii Ovidii Nasonis wrote two metaphor for the connection between the
millennia ago, in 8-12 a. Ch. Filipino and Indonesian folk music in this

As it is known, he was exiled by Caesar piece. There is a shadow of the folk music,
on some unclear political reason to live sometimes coming to the fore and other
constantly in Tomis, small Greek town times receding in a very (literally) abstracted
situated on the farthest edge of Romaway. My use of both idioms is distorted by
Empire and populated mainly by Sarmatiansmy compositional techniques; the final
and other barbarian people, where nobodyproduct probably has more to do with my
spoke his native Latin. own tastes than anything else. Makassar

The solitude torn Ovid away not only Strait was written for the ensemble Transit,
from his motherland, but also from the which gave the premiere in 2008.
developed antic civilization. The attitude of

an antic poet to the world always was Chimera
regulating, measuring, clearing. Antic
people felt romantic chaos of elements Yuko Ohara

around him and passionsO chaos inside him
much closer than contemporary man feels,

being separated from it with many walls N Greek mythology, aChimera was a
built by the newest civilization. The arts® 9rotesque beast, a fire-breathing female

role to tame chaos was much stronger inMonster with alion's head, a goat's body and
those past times, and thus the rhetoric® S€rPents tail. The word was later adopted
experience was for Ovid the sole means toPY Piologists who use€himerato signify

overcome that catastrophe, to survive; he2 ©Organism containing a mixture of
must stay the poet to remain a manE and genetically different tissues, formed by

that naturally found its output in appearance Processes including fusion of early embryos.
of his OTristiaO. Chimeraconsists of two main sections,

based on the pitches A (bars 1-69) and on E
(bars 95-141) plus a third, shorter rhythmic
section (bars 70-94) in between. Firstly,

Bruney Univ. West London

That great role of art is still not less
important in our nowadays globalized

world. So, my piece is an expressionistic :
essay on the theme of exile (political or N@mony and the progression of notes were
spiritual), of an artist®s solitude in the cOnsidered. Then came the idea of having

Omechanized® outside world, and odh€ Pitch A as a reference point, often

searches for a way to the Eternal HarmonyMeeting and fusing with notes from the
and Beauty. other sections and, at those points, forming a

musical chimera, or fusion of notes. That
was the genesis of the piece.
| used two strings as the basis for the

Vadim Larchikov

Makassar violin part. From the second bar of the
Jeff Myers piece, | included two types of articulating A

o on the D-string, both long and pizzicato.
Univ Michigan

The A-notes are written in quintuplet for the
Makassar Strait is a body of water which opening bars of the violin part, the distinct
connects the southern part of Mindanao,timbres like twins, genetically different but
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obviously a pair. This is one of the themes out the word OChimeraO. Finally the C-sharp

of the piece. falls to C-natural in the violin part to
The piano part is derived from the indicate the end.
violin part. It too sounds on A and follows The piece was written in 2005 and

the same patterns with the same notes and premiered by violinist Eiichi Chijiwa and
quintuplet structure, but pitched four pianist Junko Yamamoto at the Takefu
octaves lower. The sound is of the plucking Composition Prize 2006 at the Takefu
of the A-string inside the piano. International Music Festival (music director,
Subsequently, the violin part in D-string has Toshio Hosokawa) in Japan.

microtone deviation as it maintains an A- Yuko Ohara
note together with the open! étring. The

violin part becomes increasingly technical  The Descent of Man. Homage to

while the piano part introduces a major Charles Darwin
second around the pitch A in an echo of the
moments preceding the division of a cell. Helena Palma

There then follows a more rhythmic Universidade da Coru-a

section, created from different values of

: . The D(escent of) M(an) is a sonic poem
tuplet for each instrument, quintuplets for ( ) M(an) P

. L depicting the emergence of human language
the piano and septuplets for the violin. They and its evolution. It focuses on the Phonetic

tend to feel like they are going against the .
: and Acoustic aspects of natural language. It
metre and the tuplet values increase more . :
. is composed as a simulation of the sounds
and more during twelve bars. They are

. . . . we assume could have been used as
antimetricfigures, going against the rhythm, . . -
- ~ language by fossil species of hominids. DM
and the sound leaves a OgapO for our ears, .
" . . centers on the world of sounds of 5 species:
The irrational rhythms increase in value

) er. ) : Australopithecus afarensis (4,2-2,6 mill.),
becoming difficult to count until the piano . )
. : . . Homo habilis (2,5-1,6 mill.), Homo ergaster
solo begins using only semidemiquavers.

The piano solo suddenly has ver soft(l’g_l’4 mill.), Homo erectus (1
P! u y y mill.-100.000), Homo antecessor (800.000).
dynamics.

. . ) Australopithecus afarensis uses barks,
The last section begins on E in both the P

. ) : pant hoots, screaming vocalizations to
violin and piano parts. The piano plays . . :

: o express his emotions and to communicate
whole tone scales whilst the violin plays

: . . with fellows. The syntax is holistic and the
with other microtonal scales. It is similar to . L .
. . . sentences are not articulated in simple units.
the first section, but is more complex. The .
. ) .~ The sentences express different types of
violin part incorporates double-stops going

. . .~ emotions: whispers, growls, complaints,
from major second to major seventh. It is
. . : pleasure, acceptance, power, fear, danger
much freer than in the first section and many
. . . : alarm. The scream sentences have 2 peaks
glissandi appear in major sevenths and are :
) . . of frequencies of ca. 2 or 3 octaves.
protracted. In this sectiothe progression of

) \ . : Homo habilis invents tools and
notes adopted in the first section is . .
. ) i .~ develops a technique of hard percussion. We
completely obliterated. This section is

. : represent this specie by simple rhythms.
constructed from the semidemiquaver P P oy P y
: : ) Homo ergaster discovers symmetry and
material for the piano from the previous : .
: : develops a technique for carving stone
rhythmical section. .
: o (Achealense Culture). We represent him by
Thereafter, the piano part insistently plays

. [ ith I tri
C-sharp, B, E flat, and A notes, which spell fﬁ;fhurfgve sound with complex: symmetric
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Homo erectus lives in groups of hunter- alarm calls, hunting, travel, aggression.
gatherers. He discovers melody, and isCrockford and Boesch conclude that chimps
capable of identifying intermediate points learn from experience.
between the extreme frequency peaks of the  Pant hoots are long distant calls. A
scream-Sentences. He utters melodypant hoot comprises to up to 4 phases, with
sentences within a range of 1-2 octaves.a fixed order: (1) the introduction phase (1
Those sentences are not yet articulated iror more tonal elements with a fundamental
syllables. They are uttered as hum- of 300-600 Hz.) (2) The build-up phase with
sentences. up to 25 shorter tonal exhaled elements

Homo antecessor lives in groups of inter-dispersed with broad-band, noisy
hunter-gatherer. They burry the dead. Theyinhaled elements of similar duration. The
develop a more complex melodic-tonal phrase has a rapid, rhythmic quality. The
language, and are capable of holdingfundamental frequency is between 200-500
dialogues and narrating stories. Hz. It rises towards the end. (3) The climax
contains 1 or several screams, with a high
freq 800-2000 Hz, and many harmonics. All
The research for DM, written at Max Planck elements are inter-dispersed with low
Institute for Evolutionary Anthropology, frequency voiced inhaled elements. (4) The
was kindly supported by a grant from Xunta |et-down phase, similar to the built-up but
de Galicia. The DM is based on Charles with fewer elements and with decreasing,
DarwinOs proposal about the musical originrather than a rising pitch.

of human language: b) Auditory capacities of fossil

OLanguage owns its origin to the NOMinids and chimpanzees _

imitation and modification of various 1heré was an increase of the auditory
natural sounds...It is probable that capacities of hominids for intermediate
imitation of musical cries by articulated frequencies in the Pleistocene. Moggi-
sounds may have given rise to words Cecchi &_ Collard (2002)_propose that
expressive of various complex Australopithecus afarensis and Homo

emotions.O (Darwifihe Descent of Man habilis probably had an enhanced ability to

The research underlying DM

1871 chap. 3) detect higher frequencies compared to
modern humans (similar to non-human
What could have been the repertoire of primates). Martinez et al. (2004)

sounds produced by our ancestors? (Pleistocene Hearing): chimpanzee

In our sonic simulation we use two types of audiograms show a W-shaped pattern
data: (a) studies on the voicing of characterized by 2 peaks of high sensibility
chimpanzees and (b) studies on the auditoryat ca. 1000 Hz and at 8000 Hz. They have a
capacity of early hominids. relative loss of sensitivity in the midrange

a) Chimpanzees voicing We follow  freq. between 2000 and 4000 Hz. Species-
the research done by Crockford and Boeschspecific pant-hoots of wild chimps, for
on barks (Crockford and Boesch 2003), andcommunicating with co-species over long
pant hoots (Crockford and Boesch 2004). distant, concentrates the acoustic

Barks are context-specific calls, which information at ca. 1000 Hz. From the
are functionally referential, They convey skeletal data analysis, Martinez et al.
information to fellows about objects and conclude that human audiograms show a
events in the external world. They are high sensibility at ca. 1000 Hz, but they
uttered in the following contexts: predator
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maintain high sensitivity within the Montage

frequency range of 2000 to 4000 Hz.
loannis Papadopoulos

Our proposal
brop Univ. Hamburg

We propose the following stages in the

origin and evolution of human language: The compositiorMontageconsists of many

small parts that focus on a row of tones that
don't vary their tone pitch. But the rhythmic
patterns it contains keep on switching
constantly. New figures develop from this
tones. Figures that constantly build new
The discovery of rhythm semi-finished phrases. Due to the
Rhythmic compositionality could have continuous repetition of these figures,
emerged influenced by tool making completely new images and sound fields are
activities. Rhythm could have originated as created as soon as the figures are positioned
imitation and modification of the sounds in a certain constellation.

heard from the working activity while Every part of the composition contains
making stone tools, or using stones to smastew harmonic and motivic elements, new
plants. First, as hard percussion whenrhythmic patterns, micro-polyphone
striking the stone, after, as periodic recurrentmomentums or new tone colors. In the
patters while flaking the stone core into sequel of the composition a new aspect
symmetrical biface tools. Rhythmic supervenes: one or more instruments take
Complexity would have come from: (a) over the leading part and this changes the
Rhythmic recursion. From reiterated hitting, character of the composition.

which produced recursive rhythms. (b)

Polyphonic rhythmic patters. From Cinco fantasias. Op. 174
simultaneous no synchronized percussive

voices coming from the stone work of many Paulino Pereiro

Screaming > rhythmic compositionality >
melodic quantization > dialogue

people. Hai lugares que nos marcan e fican gravados
The discovery of Melody: From screams na memoriia. Ocorreume iso co Nepal. E esta
to micro-intervals moesica dZbelle moito a eses recordos. Ao
val de Kathmandoe, ¥ visi—n do Himalaia

We suggest that the faculty for melody desde Nagarkot, aos templos de Lalitpur,

could have emerged from a stage of tonal . . .
. . . . aos pobos newari de Kirtipur e Bungamati,
shift of the intermediate intervals between 2 ; . .
. o ro sagrado Bagmati, onde incineran os
peaks of a scream: (a) Screams (2 peaks o ) .
. ... Mortos e, especialmente, I variad'sima xente
3-octaves interval range). (b) Tone shifting al
(glissandi): up, down, complex. (c) Vibrato pal-

(periodic fluctuation of 1/2 tone of 1/4 Esta Z, xa que logo, unha meesica de
tone). sensaci—ns, cinematogrifica, de efectos

integrados no discurso, de paisaxes sonoras.
The performer Nestas fantas’as constru’'n cinco escenas,

DM is the result of the conjoined research of ¢INCO lugares imaxinados e os sentimentos
the composer and the violinst Florian asociados a eles. Procurei retratar as

Vlashi, who invented new techniques sensaci—ns suscitadas polas grandiosas
especially for the piece. paisaxes naturais do Nepal. Cada un dos

cinco lugares, das cinco fantas’as, non se

31



corresponde con exactitude a unha cenicke chemin, cOest tout.O (The end is nothing;
paisaxe ou sentimento sen—n que participathe road is all.)

dunha mextura de sensaci—ns, que Z o mellor Beauty and intelligibility are at the core
retrato da visi—n de Nepal. Como a mesturaf my compositional work. | strive to write
de especias dunha masala nepal’, coci—-emusic that communicates directly and

estas pezas. powerfully with the audience. Much of my
thinking about music and its communicative

Fantasy from stele power has been influenced by the writings

of the philosopher Susanne K. Langer,

Jakub Polaczyk especially her concept of The Musical

Matrix.5 She writes: OThe essence of all
composition B tonal or atonal, vocal or
instrumental, even purely percussive, if you
will B is the semblance of organic
movement, the illusion of an indivisible

Academy of Music in Cracow

Fantasy from stelés my third piece which
refers to the topic of ancient culture, after
my compositionsAncient Book(2006) and
Combinations on Olympug2007). In | tole d

Fantasy from steld am concerned about The organic unfolding in time is at the

depicting the ancient Sumerian culture, haort of The Road is Al The work
which appeared long time ago in the land of ,j,anates from its opening gesture. The

Mesopotamia, in a territory located around yi4,, chords in the upper register are spaced
todays Iraq. The main traits of that ,hen allowing a soundworld to emerge

civilization are still not well known to us. from within. Musical motives surface and
We have known about the existence Sumetyacome vital agents in the auskomponieren

from archeological findings: relieves, stelae
or instrumentsFantasy from stelés some
sort of dialogue between my imagination
and the myth of the Sumerian culture with
their words, scales, and instruments, which
grow into a complex musical structure. This
composition is divided into four dialogues
between the ancient time and today. | would
like to dedicate this piece to the people who
died in the Iraq War.

of melodic, harmonic and rhythmic
potentialities. The musical materials
presented throughout the piece are rather
simple (one such motive is the sixteenth
note and dotted eighth note), yet the journey
through time is a complex one in terms of
rhythmic precision. Langer argues that Othe
essence of rhythm is the preparation of a
new event by the ending of a previous one.
Rhythm is the setting-up of new tensions by
the resolution of former ones.O Similarly in
The Road is All The Road is Allthe rhythmic flow of the
composition is informed by the materials
themselves and their inherent need to stretch
Univ. Missouri-Kansas City and contract in order to create forward
The Road is Altakes its title and inspiration Momentum, in which the ending of one
from a quote by nineteenth-century French movemgrjt mde_ed.sets up -the rise of anot_her.
historian, Jules Michelet: OLe but nOest rien! "€ 9uiding principle behind my rhythmic
language is a sense of direction and
directedness in terms of energy. This

Ingrid Stslzel

5 All quotes from: Susanne K. Langer, OThe Musical Matrix,Begling and Form: A Theory of Art.
New York. Charles ScribnerOs Sons, 1953:120-132.
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rhythmic complexity is, however, not sustituci—n del pol'tico responsable de turno
audible to the listener who will perceive the cuando la empresa estaba acen in progress
unfolding in time as most organic and direct. dio al traste con el segundo proyecto: al
OWhat we hear in listening to soundsparecer, el disco en cuesti—n iba a dar pocos
OmusicallyO is not their specific pitch andvotos, y se prefiri— invertir el presupuesto -
loudness, duration and timbre. What we healo que restaba, tras pagar (eso s’)
iIs what Hanslick has properly described asreligiosamente los encargos- en empresas
Otsnend bewegte FormenONOsounding forntgie reportasen mis beneficios pol'ticos. Las
in motion.O We hear movement and restpbras se quedaron compuestas y sin novio,
swift movement or slow, stop, attack, viZndose obligada cada una de ellas a seguir
direction, parallel and contrary motion, su curso independiente, distinto de aquZl
melody rising or soaring or sinking, para el que hab’an sido concebidas. Dado lo
harmonies crowding or resolving or inhabitual de la plantilla empleada
clashing; moving forms in continuous flux.O (clarinete, violoncello y piano), y en la
In this sense,the tSnened bewegte Forofi descorazonada seguridad de que nac’a
The Road is Allis one that embraces the muerta por ello, decid’ emplear gran parte
journey, the twists and turns, the del material utilizado como base para una
unpredictability that is life, the lingering in obra posterior: en concreto, el celtimo de mis
the space between, and the simple"Tres sonetos", igualmente basado en la

enjoyment of a moment in passing time. poes’a de Quevedo (el soneto "RepresZntase
la brevedad de lo que se vive, y cutn nada
Teemulo de la Mariposa parece lo que se vivi—", interpretados el
pasado mes de marzo en los conciertos del

JosZ Luis Turina CDMC en el C'rculo de Bellas Artes de

Esta obra es consecuencia de la fiebre qudtadrid. Aforunadamente, la obra corr—
aquej— a nuestro pa’s durante el oto—gmejor fortuna, siendo estrenada en marzo de

invierno de 1991, en el delirio colectivo que 1993, en el Instituto Cervantes de Par’s, a

supuso la preparaci—n de los fastos de G290 del Grupo Man—n.

Exposici—n Universal celebrada en Sevilla _La iQea de este Teemulo de la
durante 1992. La Comunidad de Madrid MariposaGurge de la lectura del poema del

acometi—, para su pabel—n, una dobfgismo ttulo de Francisco de Quevedo,

empresa relacionada con la meesicdfimero de sus "Poemas Iricos”, cuya
contemportnea, cuya coordinaci—rpPrimera estrofa bastarf, sin duda, para

encomend— a JosZ Ram—n Encinar: por eﬂnernos en antecedentes de su trasunto:

lado, la publicaci—n de un estudio titulado OYace pintado amante,

OMCESICB. en Madl’ldo, fellzmente ||evad0 a de amores de la |u2, muerta de amores,
cabo, que se cerraba con un amplio cap’tulo, mariposa elegante,
elaborado por JosZ Luis Garc'a del Busto, y que visti— rosas y vol— con flores,

y codicioso el fuego de sus galas

dedicado a los compositores que desarrollan ardi— dos primaveras en sus alas.O

su labor en Madrid, y un disco

conmemorativo, incluyendo obras La sugestiva imagen, tan llena de contrastes,
compuestas para la ocasi—n por mediga sintetizados en el propio t'tulo del
docena de compositores igualmentepoema, del insecto -todo colorido- que halla
relacionados con Madrid, entre los cualessu muerte al ser atrapado por la llama de una
ten’a el honor de contarme. Las obras sevela, sirve, en este caso, de base para una
compusieron, pero lamentablemente laobra estrictamente musical en que, pese a
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ello, estin descritos simb—licamente logexto poZtico conservado en algeen lugar
principales elementos del poema: la quizt inaccesible y desconocido por el autor,
alternanacia entre lo l—brego y sombr’o, pocuyo conocimiento sobre su hipotZtico
un lado, y lo ligero y casi intrascendente, contenido es puramente intuitivo.
configuran una pieza compuesta de un cenico Pensada en un solo movimiento para
movimiento, en la que corre a cargo de lasclarinete (en alternancia con clarinete bajo),
diferentes secciones el asumir los rasgodrompa, percusi—n, viol'n, violoncello y
mis significativos del carfcter de dichoscontrabajo, se basa en una direccionalidad
elementos. inteligible en la que el movimiento
Por consiguiente, en @Tcemulo de la intervilico encuentre puntos peri—dicos de
Mariposa abundan los cambios apoyo, cuidando siempre los nexos, as’
vertiginosos de secciones de corte dramtticawomo el tratamiento de la disonancia sobre
a otras de marcado carfcter "scherzante"un delicado tejido polif—nico que avanza en
todo ello unido a una escritura instrumental valores r'tmicos mayoritariamente largos en
enormemente virtuos'stica, en la que se6/8 y adecuados a las diversas oscilaciones
alterna asimismo el tratamiento de tempo. La funci—n t'mbrica de la
convencional con numerosos pasajes en lopercusi—n ha resultado ser decisiva como
gue se explotan recursos t'mbricos actualesralor sensorial y en lo referente a la
(como la percusi—n directa de las cuerdasonstrucci—n misma.
del piano con manos y con baqueta, o el Ha sido escrita en A Coru—a, entre junio
tamborileo con los dedos y nudillos sobre lay septiembre de 1998. Sin la llegada a esta
caja del violoncello), lo que configura una ciudad del violinista Florian Vlashi, esta
pieza de una enorme dificultad, tanto en loobra nunca habr’a visto la luz. Juan Vara.
gue se refiere a cada parte individual, como

a la labor de conjuntaci—n, dificultada -o Cadenza
facilitada, segoen se mire- por la ausencia de
indicadores de compis y de I'neas divisorias Haig Zacharian

en todos aquellos pasajes de caricter vivaz,

cuya velocidad celtima ha de estar basada en R . .
las posibilidades de cada uno de IosThe word OcadenzaO names that part in a

ejecutantes. concerto for a soloist and orchestra when the
El OTcemulo de la Mariposagara orchestra stops playing leaving the soloist

clarinete-clarinete bajo, violoncello y piano, Play on his own to emotionally and
fue compuesto en Madrid, en diciembre det€chnically exposing himself while giving
1991. La partitura estt dedicada a JosAN€ best of his art and technique, which is
Ram—n Encinar, y fue estrenada por e1ihus contrgsted with that of the other
Grupo Manon en Par's, en marzo de 1993, Performers in the orchestra.
My composition Cadenza although

JosZ Luis Turina. Madrid, marzo de 1994 conceived as a solo piece, and not as an
orchestral work, combines both the features
of the original cadenza-form, and the traits
of a solo virtuoso work, in which the
Juan Vara musical material and the instrumental
demands on the performer are unique.

| didnOt even think before about writing

Mecesica para un poema desconocido intentany series of instrumental solos. My solo
establecer posibles analog’as sonoras con un

Academy of Arts of Tirana

Mcesica para un poema desconocido

Conservatorio de Moesica de A Coru-a
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compositions OSolo for viola (1998), or
OCadenzaO, for solo violin (2000) and later
OSolo flute pieceO came about
commissioned by ISCM Albanian Section.
When | recently reviewe@adenzan 2009,

| was able to discover new solo techniques
for the violin, for which | have to thank the
important suggestions of the virtuoso
violinist Florian Vlashi. Writing for solo
instruments, however, is as much a delicate
matter as it is satisfactory.

| believe that what should be felt and
maybe understood, in fact, the sole aspect
that gives unity to the whole work, is the
image of the performerOs figure just starting
at the moment when he picks the violin up
both, violin and performer become one
being creating the magic instant of a
performance. | believe that a work
conceived in such way combined with the
use of contemporary violin techniques
would encourage any violinist to contribute
with his or her own thoughts while playing
the same texture.

All the structures inCadenza are
developed from the basic pattern we can
hear at the beginning of the piece, which is
based on G D A E (the four open strings of
the violin), which is combined with!F C!,
G!,D! andA', E',B", F.

Cadenzadoes not use any of the
traditional musical forms to structure the
piece. It is divided in two main blocks (at
Molto sostenutB.). The subdivisions
usually match with changes in the violin
technique and can thus be easily
distinguished.

The work however begins in calmness
with pizzicatos on string G and proceeds
with a relative growing emotional curve
followed by the fall and return to the
beginning calm on the G, playing normal,
OppO without vibrato. | think, this
conventional trait isnOt unnecessary, on the
contrary helps conceiving the work as
included in a OframeO.
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Matthew Barnson included playing the viola with the Salt
Lake Symphony and, under early music
specialist Paul OODette, EastmanOs
Collegium Musicum. He has sung with the
acclaimed Yale Schola Cantorum as well as
with the VOX Vocal Ensemble, under
George Steel.

His own vocal works have been

Utah-born composer Matthew Barnson has
enjoyed success on either side of the
Atlantic. He has received commissions
from the London-based Arditti String

Quartet and from the JACK Quartet, their
New York counterparts. His music has been

featured at the ISCM World New Music ; db h choi S hic Fi
Days in Stuttgart, at the special invitation of performed Dy SUCh Choirs as Seraphic Fire

Wolfgang Rihm, and at Philip Glass()sand the New York Virtuoso Singers, and by

MATA Festival in Brooklyn: he has taken soloists including Erin Morley, lan Howell,
residencies at the Aspen Music Festival, theanOI celebrated soprano Nicole Cabell.

Centre Acanthes. the Czech Republicégonductors of his instrumental music have
Ostrava Days and June in Buffalo included Sarah Hicks, Peter EStvs (with

At festivals. he has had extensive members of the Orchestre Philharmonique

master classes with Rihm, Kaijja Saariaho@U Luxembourg), and Jacque Mercier
and Toshio Hosokawa. Within the academy, (Qrchestre National de Lorralne). Recently,
he has studied composition at the Eastmar]'S large-scale Percussion Quartet was
School of Music (where his teachers comm|SS|oned_ and premiered by Third
included Christopher Rouse, JosephCoastPercussmn.

Schwantner, Steven Stucky, and Augusta In addition to his quartet for LJACK and
Read Thomas), the University of a new orchestral work, MatthewOs plans for

Pennsylvania (Anna Weezner, Jamestgle ;El_[llljre n;)clude a. p|a(rj10 W\(/)vr_k for Dl:'St'”n
Primrosch), and Yale University (Martin ednill, to be premiered at Wigmore Hall.

Bresnick, Ezra Laderman, Ingram Marshall, He currently resides in New York City.
and David Lang).

BarnsonOs music might be described as
an attempt to negotiate between the currenS€rgio Blardony nace en Madrid en 1965.
American and European schools of musicalHa recibido prestigiosos galardones de
thought, without compromising either. He Composici—n como el Primer Premio SGAE,
uses the challenging language of the €l Primer Premio OCiutat, de TarragonaO o el
European avant-garde as an expressive ond:remio OJoaqu'n TurinaO.
borrowing the dramatic structures, the Su formaci—n compositiva es
pulsing rhythmic energy, and at times the Principalmente autodidacta, aunque asisti— a
tonal references of stateside composers. ~ clases de composici—n y anilisis con

In 2002, at the age of 22, he became thecompositores como Helmutt Lachenmann,
youngest recipient of a Barlow Commission, Luis de Pablo, Enrico Fubini, Heinz-Klaus
and he received a second in 2007. InMetzger, Rainer Riehn o Carmelo Bernaola,
addition, he has been awarded such honorélestacando su especial relaci—n de cuatro
as the Howard Hanson Scho|arship’ the@a—0S con JosZ Luis de Delfs en el Aula de
Charles Ives Scholarship, the Virgil Mcesica de la Universidad de Alcalt de
Thomson Scholarship, the Benjamin Henares.
Franklin Fellowship, and the Aaron Copland Posee un extenso catflogo de mis de
Prize. cincuenta obras, de casi todos los gZneros,

Though he has studied principally as adesde mcesica para un instrumento, hasta
composer, his performing experience hasobras orquestales, corales o de contenido

Sergio Blardony
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escZnico. Sus obras han sido interpretadatratempo finisce anche gli studi
tanto en Espa—a como fuera de ella, porpostuniversitari (1990).
intZrpretes y grupos de la talla de Arturo Si « dedicato alla composizione di
Tamayo, JosZ de Eusebio, Olari Elts, Alexisopere principalmente strumentali e per
Soriano, Nacho de Paz, ¢ngel Gil Ord—nezansamble (Variazione su una serie - per 11
Johnathan Carney, AndrZs Gomis, Patriciaarchi, Eclissi - per 11 archi e poi unOaltra
Rozario, Carlos Bonell, AndrZs Gomis, JosZversione per 34 archi, Scherzo e
M» Ma-ero, Tro Arb—s, LIM, SIGMA Meditazione su un canto popolare - per 10
Project, Ctmara XXI, Ensemble Telemaque, archi, Le metamorfosi del cristallo - per cl.,
Ensemble Pro-Arte, Modern Ensemble, v-no. vc. e pianoforte, Bye, bye Gershwin -
Espai Sonor, Proyecto Gehrard, Saxper pianoforte solo ecc.), per grande
Ensemble, Ensemble DZcadanse, Cimararchestra sinfonica (Meditazione- per
XXI, Orquesta Nacional de Espa-a, orchestra sinfonica, Suite sinfonica - in 4
Orguesta Sinf—nica de Barcelona y Nacionanovimenti, Sinfonia- in 5 movimenti,
de Catalu—a, Orquesta Estatal del ErmitageMirage - musica sinfonica), nonchZ opere
Orquesta de CadaquZs... vocali (Aicuna piange Omero -per soprano e
Casi todas sus obras estrenadas hapianoforte, La madre - ballata per soprano e
sido grabadas por distintas emisorasorchestra), ecc.
radiof—nicas y televisiones (Radio Cltsica- Il suo interesse si ¢ rivolto anche
RNE, Catalunya Radio, RTVE-La 2, Radio allOattivit™ di ricerca e saggi ['La nostalgia
France, DeutschlandFunk K3In...). Su come idillio", Studio sulla figura di Jan
meesica aparece en dos CDs y se encuent@ucuselis,” Mikis Teodoraqis", "Tra i
en preparaci—n un monogrifico. Sussorgenti della psicologia individuale di
composiciones se encuentran publicadas pokexhi Buharaja", studio su Schubert dal
diversas editoriales musicales (Berben titolo "Eppur si wanderer", studio su
Edizioni Musicali, Pygmali—n, Editora de Gershwin, "Le complessit™ delle
Maesica Espa—ola Contemportnea...). interferenze" (studio sulla sonata n. 3 per
Ha recibido encargos de instituciones pianoforte di Prokofiev), ecc.].
como el CDMC (Centro para la Difusi—n de Dal 1992 vive stabilmente in Italia
la Mcesica Contemporinea), Ministerio dedove lavora come titolare unico della
Cultura, Sociedad Estatal OEspa—a Nuev®ACUSTICA Edizioni occupandosi di
MilenioO, Congreso Internacional de produzioni musicali.
Saxof—n, Instituto FrancZs, IFIDMA,
Fundaci—n Sax-Ensemble, Fundaci—n D’az- Fernando Buide
Caneja, Pro-Arte Foundation, IFIDMA, etc., Fernando Buide Comp|et_ su formaci—n

as’ como de festivales y diversas mysical en el conservatorio de su ciudad
formaciones instrumentales, solistas 0patal, Santiago de Compostela, y en el
directores. conservatorio de Oviedo, as’ como en la
universidad Carnegie Mellon de Pittsburgh,
donde estudi— piano, composici—n y —rgano.
Finito gli studi in Composizione nel 1987 En la actualidad completa su doctorado en la
con il compositore Feim lbrahimi (Artista Universidad de Yale. Entre sus maestros de
del Popolo) presso LOCAlto Istituto dellecomposici—n destacan Leonardo Balada,
ArtiE di Tirana (oggi IOCAccademia delle Martin Bresnick, Christopher Theofanidis o
ArtiE) viene impiegato presso la Scuola di Aaron Kernis.

Musica CJan KukuzeliE di Durazzo e nel

Edmond Buharaja
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La meesica de Fernando Buide abarc®EAMUS, DZtonants Voyages. She received
desde el gZnero camer’stico al sinf—nicoa D.M.A. at the University of lllinois at
incluyendo meesica coral y para banda. Subrbana-Champaign, a M.M. at Georgia
obras fueron programadas por formacionesState University and a B.S. in chemistry and
como la Sinf—nica de Pittsburgh, Sinf—nicacience education at Ewha Womans
de Minnesota, Filarm—nica de Yale,University, and studied Korean literature in
Filarm—nica Carnegia Mellon, New Musica masterOs program at Seoul National
New Haven, Sinf—nica de Galicia o la RealUniversity in South Korea. She is an
Filharmon’a de Galicia. Su producci—nAssistant Professor of Music Composition at
tambiZn incluye trabajos interdisciplinares Roosevelt University in Chicago where she
como el realizado con el artista grffico Ingo teaches composition and electro-acoustic
Offermans. En Galicia recibi— encargos demusic. She writes for chamber, electro-
Festival Mozart, el Festival V'a Stellae o el acoustic, interactive, and multi-media work.
ensemble s21.

Fernando Buide ha sido profesor de fiscar Colomina | Bosch
armon‘a 'y antlisis en la Universidad de Yale Oscar studied composition with Malcolm

y en el conservatorio de Vigo. Entre sus Singer at the Guildhall School of Music and
pr—ximos proyectos destacan encargos d8rama, where he graduated with first class
orquestra Real Filharmon'a de Galicia 0 elhgnours and gained a Master in
ensemble Plus. Composition with distinction, and is about
to complete his doctorate at the Royal
Academy of Music under the supervision of
Kyong Mee Choi, composer, organist, Simon Bainbridge.

painter, and visual artist, received several He has been finalist of tHgarclays-St.
prestigious awards including John Simon Paul's Cathedral Competition Prizeand
Guggenheim Memorial Foundation winner of the competition celebrating the
Fellowship, Robert Helps Prize, lllinois Arts 50" aniversary of the Royal Festival HallOs
Council Fellowship, ASCAPLUS Awards, organ, as well as thMusicians Company
The First prize of ASCAP/SEAMUS Award, Dr. Alfred Prindl Memorial Prize, the
First Place for the Birmingham Arts Music Guildhall School/Orchestra of the Swan
Alliance Concert Exchange program, The Composition Prizethe Best Music Awardn
Second prize at VI Concurso Internacional Tenerife Short Film Festival and more
de Mcesica Eletroacoestica de S<o Paulagcently Valencia®dusic of Today 2008
Mention for Musique et dOArt Sonore fiscar has been commissioned among
Electroacoustiques de Bourges, Honoraryothers by the Aldeburgh Festival, the
prize for the Musica Nova, Society of Philharmonia Orchestra for itdusic of Our
Electroacoustic Music of Czech Republic, Time series, the Schubert Ensemble,
Honorable Mention for the Luigi Russolo Orchestra of the Swan, Valencian Music
International Competition in Italy, Honorary Institute, Trio Rebec, Antares Ensemble and
mention in the Destellos Competition, percussion group Kontakte.

Finalist of the Contest for the International His music has been premiered at the
Contemporary Music Contest "Citta' di Wigmore Hall, Royal Festival Hall, Queen
Udine, Finalist for Concurso Internacional Elizabeth Hall, Sir Adrian Boult Hall, Yale
de Composicai eletroacoustica in Brazil UniversityOs Sprague Hall, Palau de la
among others. Her music can be found atMoesica de Valencia, and the Auditorio de
CIMESP, SCI, EMS, ICMC, ERM media, Galicia with the Real Filharmonia de Galicia

Kyong Mee Choi
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Orchestra; it has been radio broadcasted irspecially with JosZ Luis de Delfs. He
Spain, Mexico and the USA; and has alsoreceived his bachelor degree of
featured in festivals such as the City of Anthropology at Complutense University in
London Festival, Manchester QuartetFest,Madrid (UCM) and has a MA in
the European Congress of ConservatoiresComposition from City University
ENSEMS-Valencia or the Encuentro (London). He is currenty studying for his
Internacional de Compositores 2006 in PhD at City University, where he is doing
Mallorca. His orchestral piecée Vitrail research on the orchestral works by Roberto
Englouti was premiered by the Royal Gerhard.
Academy Symphony Orchestra in a project His works have been performed in
mentored by Yan-Pascal Tortelier. He wasdifferent countries such as Spain, Japan,
selected by the Yale University composition Germany, Great Britain and the USA.
faculty to take part in a Cross-Atlantic Carlos DuqueOs compositions have
Partnership project, involving a guest visit been awarded by prestigious prices: He was
and concert at Yale University, USA. He has the finalist of the SGAE prize for young
been resident composer of thdoven composers with his piec€ronos for a
Orquesta Internacional Ciudad de Oviedochamber instrumental group, in 1998. He
(2006), in Cove Park (2008), and was one ofalso won the first prize in the Frederic
the two commissioned composers Mompou Competition 1999 with his piece
(alongside Tomis Marco) in the Burgos Dinaefor quintet with piano, the first prize
Summer Festival 2009uture engagements in the International Composition Contest
include the Southbank premiere &ive Francisco Escudero 2008 with his piece
Words, Three Phrasgsand the Spanish Idunafor accordion, the second prize in the
premiere ofThe Thinking Machinan the International Composition Contest Cristobal
International Conference on Contemporary Halftter 2008 with his piec&i—rfor organ,
Music 2010 in A Coru-a (other participant and the City University Composition
composers include Tristan Murail, Ant—nContest "lawinapod” 2008. He has been
Garc’a Abril, Tomts Marco and JosZ Luis hailed "The young composer of the year" in
Turina). Catalonia, by Juventudes Musicales, during
Oscar teaches harmony, analysis, Musicthe year 2000.
History and aural at the Yehudi Menuhin His electroacustic music is recorded in
School and is invited regularly to teach at OTimeO on Cronos Digital Records. All his
the junior departments of the Royal College works are edited and administrated in
of Music and the Royal Academy of Music. Boileau and Pygmali—n.
He has been supported in his studies by a
number of scholarships awarded by the Juan Durin

Valencian Music Institute, the Spanish juan Durin nace en Vigo (Pontevedra) en
Ministry of Culture and the Arts and 1960. Curs— estudios en los conservatorios
Humanities Research Council. superiores de A Coru-a y Vigo, donde se
titul— como profesor superior. De entre sus
maestros destaca la presencia de Rogelio
Carlos Duque was born in Madrid where he Groba en las materias de Contrapunto,
attended the Real Conservatorio Superior deAntlisis, etc. Asisti— a cursos de formaci—n
Meoesica. He has studied analysis andon distintos ponentes, congresos, etc.
composititon with well know masters such Desarroll— una cierta actividad como
as Carmelo Bernaola, Arturo Tamayo, andinstrumentista de piano, en el campo del

Carlos Duque
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acompa—amiento y la mcesica de ctmara. En En su producci—n compositiva destaca
esta etapa destaca su colaboraci—n, entre lias presencia de la moesica de ctmara y el
a—0s 1983 y 1988, con el violoncellista Lito lied. En relaci—n a la mcesica camer’stica estf
Iglesias (actualmente profesor del orientada a todo tipo de combinatorias
Conservatorio de Mcesica de Barcelona), comnstrumentales: doeos para distintos
el que realiz— numerosos conciertos. instrumentos con piano, tros, cuartetos,
Fue profesor numerario del quintetos, etc.
Conservatorio Superior de Maoesica de A Por lo que se refiere al lied, su obra
Coru—a de 1987 a 1997, instituci—n en la qupresenta una gran variedad de poetas y
tambiZn ejerci— los cargos de Jefe destilos, con canciones en castellano, gallego,
Estudios y Director. portuguZs, italiano y francZs. Asimismo, ha
En 1987 funda, junto a compositores dedicado una especial atenci—n tanto a la
como Paulino Pereiro, Xavier de Paz o Juantranscripci—n de piezas de distinta autor'a
Vara, la OAsociaci—n Galega departicularmente para Quinteto de Metales)
CompositoresO, al objeto de contribuir a lacomo a la forma de Variaci—n, habiendo
divulgaci—n de la mecesica sinf—nica gallegascrito obras sobre temas de Pablo
El compromiso con la meesica gallega haSorozibal, AndrZs Gaos, etc.
sido un aspecto crucial omnipresente en la  Atiende tambiZn la producci—n de
trayectoria del compositor Juan Durtn, elcarfcter didtctico, con distintos trabajos
cual se ha manifestado fundamentalmenteorientados tanto a la materia de Lenguaje
en la constante denuncia por la falta deMusical como a obras instrumentales. Entre
normalizaci—n que Zsta acusa en la sociedastas oceltimas cabe destacar: ¢lbum de
en la que vive. Su nombramiento como Orquesta, El Jard'n de Margarita, Juguetes,
Presidente de la Asociaci—n Galega d®© Se-—or Biscuit, etc.
Compositores en el a—o 2000 viene a Recibi— encargos de la Consellera de
potenciar esa actitud, intentando contribuir Cultura de la Xunta de Galicia (Longa noite
durante su mandato a la mejora por elde pedra), Ayuntamiento de Ferrol (Juegos
reconocimiento institucional de la moeesicat'mbricos), Orquesta Sinf—nica de Galicia
gallega y su mejor difusi—n. En esa I'nea(Cantiga Finisterrae para mceltiples voces de
son de destacar sus trabajos de recuperaci-+trz), Real Filharmon’a de Galicia
del patrimonio hist—rico, como (Divertimento), Festival Mozart
orquestaciones de obras de Juan Montes (&elizcumplea—osmozart.com) o el Festival
petici—n del prestigioso music—logo Jos¥ia Stellae (Cuarteto de cuerda).
L—pez Calo), Juan JosZ Castro OChanZO (sus En 2001, su Cantiga Finisterrae para
canciones sobre textos de Curros Enr'queanceltiples voces de luz, cantata para soprano,
son frecuentemente interpretadas, siendo ldar'tono, coro y orquesta, significa un punto
mis reciente este a—o en el OFestivatle inflexi—n en su trayectoria profesional
Internacional del LibroO, organizado por elpor el Zxito alcanzado de pceblico y crtica.
Ministerio de Cultura en Cuba) o Marcial Prueba de ello es la reposici—n en 2008 de la
del Adalid, de quien reconstruy—, junto a sumisma como cierre de temporada junto a la
especialista mis destacada Margarita VisoJX Sinfon'a de Beethoven, con la Orquesta
su —pera InZs e Bianca, por encargo d&inf—nica de Galicia, los coros de Zsta y el
Instituto Galego de las Artes EscZnicas ydel Palau de la Mcesica Catalana, la soprano
Musicales (Consellera de Cultura y Lola Casariego, el bartono JosZ Antonio
Comunicaci—n Social de la Xunta deL—pez y la direcci—n nuevamente de V'ctor
Galicia). Pablo.
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En 2008 tiene lugar en el Festival de siendo muy frecuentes sus colaboraciones
ipera de A Coru—a, el estreno de su —pera @on la Asociaci—n Galega de Compositores.

arame, sobre texto de Manuel Lourenzo, La casi totalidad de su producci—n estt
bajo la direcci—n musical de Maximino editada en OVISO EditorialO, ODinsicO OReal
Zumalave. MusicalO, OArte TriphariaO, etc. Hay

Juan Durin ha ganado numerososregistros de su moeesica en RNE, Radio
premios, entre los que se encuentran ebalegay en varios Cds y DVDs.
OPremio de Composici—nO otorgado por la
Universidad Carlos Ill de Madrid para su Michael Edward Edgerton

obra ¢lbum para Orquesta (2000), el primer Edgerton, born in Racine, Wisconsin, is a
premio del concurso de composici—Ncomposer of modern classical music for
organizado por la OFederaci—n Galega dBstruments, voices and electronics. In
Bandas PopularesO con su obra sinf—nica &dition to concert music, he previously had
so—o de Breogfn en 2008, OPremio de lgnterest in bringing music together with
Cr'ticaO de 2009 por su trayectoria musicalpther mediums, such as theater, movement
culminada con el estreno de su —pera @nd visual art, often in collaboration with
arame. artists from these disciplines - however, in
Su obra de cimara y vocal esthe |ast 10 years his work increasingly leans
regularmente interpretada, especialmente efgward complexity and the practical
los auditorios gallegos, lo que no excluye gpplication of physical and perceptual
importantes eventos en salas como lamodel.
Fundaci—n Juan March, el Instituto  sjnce 2000, Edgerton has been based in
Cervantes de Nueva York, el Ciclo de Eyrope and has worked with artists such as
Mcesica de Cimara y Polifon'a de lagtefan ...stersjs, Kairos String Quartet,
Orquesta de Radiotelevisi—n Espa—ola, I&nsemble Ars Nova, Stockholm Saxophone
Fundaci—n Calouste Gulbenkian, elQuartet, Gary Verkade, Angela Rademacher,
Auditorio Nacional de Madrid, el Palau de Timo Kinnunen, Chor der Hochschule der
la Mcesica Valenciana, etc. Kuenste in Berlin, Works-in-Progress
Algunos de los solistas que interpretan Ensemble, Chatschatur Kanajan, Quartet
su meesica son Antonio Arias, Albert Nieto, New Generation, Jeffrey Burns.
Alejandro Zabala, Laura Alonso, Joaqu'n His compositions have received awards
Pix¥n, Diego Fernindez Magdaleno, and recognition from the Kompositionspreis
Emmanuel Ferrer, Carlos Casado, etc. Yyder Landeshauptstadt Stuttgart 2007 (Tempo
directores tales como V’ctor Pablo, Juanjo pental Rap), 2007 Composition Contest of
Mena, Antoni Ros Marbt, Edmon Colomer the Netherlands Radio Choir (Kalevi
0 Maximino Zumalave. Matus), 5th Dutilleaux International
Mantiene una relaci—n fluida con elcomposition CompZtition, 2003 (1 sonata),
OGrupo Instrumental Siglo XXO (integrado31 FESTIVAL SYNTHESE BOURGES
por primeros atriles de la Orquesta Sinf—nic&ago1 (The Elements of Risk in Creation),
de Galicia), destinatario de la primera 1999 Sal Martirano composition
audici—n de algunas de sus mis important@ympetition, Friends and Enemies of New
obras camer’sticas. Su director, el violinista \jysic (Net/Byrinth), MacDowell Club
albanes Florian Vlashi, se ha mostradoayard for composition, 1995 (Unspoken
como un moeesico sensible hacia la defensa &rime), Midwest Composers Symposium,
divulgaci—n del patrimonio musical gallego, 1988 (A Penny for the Young Guy), 1987
National Federation of Music Clubs
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Composition Competition (Ai), 1987 Prize), and Alarm Will Sound, among
National Federation of Music Clubs others. His electronic works have been
Composition Competition (Dwellers of the performed in Boston, Palo Alto, and
Southwest), Michigan State University Barcelona. Radio Broadcasts include Radio
Orchestral Composition Competition, 1986 1190 Boulder/Denver, KGNU Boulder/
(The Final Diary of a Branch). Denver, Bowed Radio Online, and Radio
He is also an active researcher of voice,Papesse in Florence. Currently, his work for
acoustics and perception and is regularlysolo clarinet is touring Europe and America
invited to deliver guest lectures. His work by Guido Arbonelli, of the Namaste
with the extra-normal voice is Ensemble, and his piano reduction of a work
internationally known through for solo snare drum and orchestra is touring
performances, journal & magazine Europe and the Middle East by Dame
publications (including a paper in Scientific Evelyn Glennie and Philip Smith.
American, 281, 1999) and a book, The 21stUpcoming performances include the
Century \oice, published by Scarecrow premiere of The Gettysburg Address by the
Press. Playground Ensemble in Denver and
Michael received his Doctorate in Boulder, Colorado, and the premiere of 3
Musical Arts (DMA) in composition from Vignettes of Job, an evening-length
the University of lllinois, the Masters of multimedia work. He is currently pursuing
Music (MM) from Michigan State doctoral work at the University of Colorado
University and the Bachelors of Arts (BA) at Boulder, where he is the recipient of their
from the University of Wisconsin-Parkside. first Atlas Fellowship.
From 1996 to 1999, Michael was a
Postdoctoral Fellow with the National Moon Young Ha

Center for Voice and Speech, where heComposer MOON YOUNG HA combines
conducted research on voice science for higjassical instruments, video, and electronics
book, the 21st Century Voice. to create ethereal contemporary concert
music. His work has been presented at
Anthony Green festivals and concerts in France, the
Anthony Green (b. 1984) holds a B.Mus Netherlands, the United Kingdom, Serbia,
from Boston University, and a M.Mus from Lithuania, Canada and the United States
New England Conservatory. As a pianist, heincluding the International Computer Music
has performed at Jordan Hall and SymphonyConference, Bang On A Can Marathon,
Hall in Boston, MA, performed solo, Vilniaus Veidai Festival, Etchings
chamber, and orchestral pieces ofContemporary Music Festival,
colleagues, and personally worked with SoundimageSound, New York City
composers David Liptak, Theodore Electroacoustic Music Festival, Western
Antoniou, George Crumb, and Steve ReichOregon University New Music Festival,
for performances of their works. As a NoiseFloor Festival, New Music Miami
composer, he had commissions from, andilSCM Festival, KoMA Festival,
performances and readings by ALEA Ill Electroacoustic Music Midwest, Society of
(Gunther Schuller, conductor), the Composers Inc. Conference, among others.
Providence String Quartet, the Zukovsky He has collaborated with visual artist/
String Quartet, the Playground Ensemble,composer Dennis Miller, and his music has
Ossia New Music Ensemble (as the winnerbeen performed by the LOOS ensemble,
of their 2nd International Composition orkest de ereprijs, East Coast Contemporary
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Ensemble, R&R Electronics, Eric Mandat, Currently, Xiao Hu is a full time
Florida International University Symphony professor teaching composition and theory
Orchestra and the University of lllinois New in Sichuan Conservatory of Music.
Music Ensemble. MOON YOUNG HA is Meanwhile he is a vice-Chairman in
the director and frequent conductor of Composition Dept. and vice Director of the
MEANS, a contemporary music ensemble contemporary music center of SCCM.

that was formed for the purpose of

performing new music by young composers. Ramon Humet

He earned his Bachelor of Music degree andramon Humet (b. Barcelona, 1968) studied
is completing his Master of Music degree at harmony, improvisation and piano with
the University of lllinois at Urbana- Gerry Weil and Harriet Serr in Caracas,
Champaign. In the fall of 2010, he will be \enezuela. Also he studied composition and
starting his Ph.D in Music Composition/ orchestration with Josep Soler in Barcelona.
Theory at New York University, Graduate He has attended master classes with
School of Arts and Science. composers such as Jonathan Harvey, Brian
Ferneyhough, Tristan Murail, Salvatore
Sciarrino, Helmut Lachenmann, George
Xiao Hu is a composition professor at the Crumb, Beat Furrer, Mauricio Sotelo, Jesus
Sichuan Conservatory of Music in China. Rueda, Benet Casablancas, Joan Guinjoan
He had received his M.A in composition & and computer assisted composition at the
theory in Sichuan Conservatory of Music. Ircam. He holds the degree of Engineer of
Xiao Hu has composed many different kinds Telecommunications, from Universitat
of music works, including Orchestra, Politecnica de Catalunya, with a
Chamber music, Chorus, Solo music for concentration in Electronic Equipments. He
instrument and singer. Some of them havehas won the Olivier Messiaen International
won the awards from Sichuan ConservatoryComposition Prize created on an initiative
of Music, Chengdu City Government, of Maestro Kent Nagano, the XXIV Queen
Taiwan Province, Finland andMusic from  Sofia Composition Prize, and the Joaquin
Chind' in New York. His Music has been Rodrigo - Villa de Madrid Composition
performed in Mainland, Taipei, Hong-Kong, Prize. Also he has received commissions
Japan, Canada, Korea, Poland, Luxembourgfrom Montreal Symphony Orchestra,
Serbia, Canada and United States. Barcelona Symphony Orchestra, CDMC,
During 1998-1999, Xiao Hu had gotten ACDA, Fondation Calouste Gulbenkian,
a fellowship from United Broad for Phonos Foundation, Pocket Opera Festival,
Christian Higher Education in Asia. He had Foundation Caixa Catalunya, Festival de
studied composition, as a visiting scholar, atMcesiques de Torroella, Festival Nous Sons,
the University of North Texas and the Catalonia National Youth Orchestra (JONC)
University of Maryland. In the end of 1999, and Tarragona Council.
his new music piece "Requiem - Eulogy of His orchestral music has been
the Immortals for Cello & Symphony conducted by Roberto Minczuk, Jacques
Orchestra ", commissioned by EWMEA and Lacombe, Jean-Franeois Rivest, Adrian
premiered in the Kennedy Center in Leaper, Eiji Oue, JosZ Ram—n Encinar, and
Washington DC. Both "The Washington Juan JosZ Olives, with orchestras such as
Post" and "The Washington Times" carried Montreal Symphony Orchestra, (3 times),
reviews hailing this piece as "infectiously Orchestra of Comunidad de Madrid, RTVE
lyrical" and "touching and brilliant". Orchestra, Barcelona Symphony Orchestra,

Xiao Hu
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and Chamber Orchestra of Auditorium of well as in other collected editions for
Zaragoza (OCAZ). His music is published musicology in Ukraine. The monographic
by Editorial Trit—. study OThe Contemporary Cello: Aesthetics,
Theory and PracticeO, written by

Juraj Kojs V. Larchikov in co-authorship with

Juraj Kojs is a performer, composer, O. Veselina, M. Kononova, Yu. Belousova

producer, and educator. He is the Director ofand V. Sumarokova, is published by the
Music and Multimedia Programs at Harold National Music Academy of Ukraine in
Golen Gallery in Wynwood, Miami where 2009 being officially acclai[ned as reference
he organizes a monthly series 12 Nights ofP0ok for music academiesO students.
Electronic Music and Art. Juraj Kojs is also Winner of more than twenty
the Postdoctoral Associate in Music competitions and awards in Albania, Czech

Technology and Multimedia Art at Yale®s Republic, Finland, France, ltaly, Sweden,
Department of Music. Ukraine, and the USA, as a composer and a

Kojs' compositions were recently cellist.
featured at festivals and conferences in  He has been the Artistic Director of The
Europe, Asia, and the Americas. KojsOFRESCOS Contemporary Music Ensemble
works received awards at Eastman(since 1990b ), co-founder of the Duo
Electroacoustic Composition and Violoncellissimo (since 1995D ), lecturer at
Performance Competition and the Digital ©dessa Music Academy (cello, string
Art Award. His articles appeared in journals quartet, several reading courses, 1993-2002,

such as Organized Sound, Digital Creativity, Since 2006D ), the Artistic Director of the
Leonardo Music Journal, and Journal of Musica Humana and Baroque & Avantgarde

New Music Research. International Festivals (Zaporizhzhia, since
2000Db ). Appeared as cellist and composer
Vadim Larchikov on eleven CDs, in concerts and at many

1967, dozens of international festivals held in

Born in Sevastopol, Ukraine, ) E I
Graduated from Odessa Music Academy aghineteen European states, as well as

a cellist (soloist diploma, 1993) and a over.seas (Armenla, Azerbaijan, Japan,
composer (1994); completed post-graduateMeX'Co’ Mongolia, and USA). Ha_s IecFured
studies in composition at the National Music ar_1d _Ied master-classes at Unlverglty of
Academy of Ukraine, Kiev. Continued his Cincinnati (USA, 1998_)’ _Internatlona}l
education at master-courses with Y. Composers and Percussionists Symposium

Chiffoleau (cello), G. Fedorenko, A. (Irstenice, Czech Republic, 2003),
Bonduryansky P-1L Aimard (char’nber Kulturskolan Visby (Sweden, 2003, 2004,

ensemble), E. H. Flammer, R. HP Platz, F.ZOOS’ 200_8)’ Riga M_USiC Acad.emy (Latvia,
Donatoni, M. Stroppa (composition). 2006), Tiraspol High Music College
Since 2006 pursues his Doctoral (Moldova, 2007)_’ Yerevan State
research at the Chair of music theory of theCon_servatory (Armgma, 2007). Member 0f~
National Music Academy of Ukraine, Kiev; the jury fo_r Intefnatlonal You’ng Performer_so
the topic of it is OThe New Cello. Competition OBlue BirdO (Yevpatoria,

Interpretation of the instrument by the Ukraine, 2009) and International Young

late XX century composers: new aesthetics,(; OMpoOSers O Co mpe tition
MaestroO (Simferopol, Ukraine, 2009).

languages, techniquesO. Has publisheé) =~ . ) _
H.HesseOs Omagical perception of the

several studies in the "Scientific Herald" of life® i ) » by Vadi
the National Music Academy of Ukraine as 1e0 Is present in compositions by vadim
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Larchikov. His creations should be awards from the Jerome Foundation, the
perceived as some philosophical or spiritual Fromm Foundation, the American Academy
essays written in musical tones, where theof Arts and Letters, BMI and other
intonation, dynamics, timbre, or any other organizations. He is currently developing a
element of the music bears its symbolic new opera based on the fiction of Edgar
meaning and semantic function. Meditative Allan Poe with librettist Quincy Long and
immersion in a sound as such andthe American Lyric Theater. His opeide
confessional openness often united hereHunger Art will be presented at Bard
with expressionistic emotional explosions. College this April and the Berkeley Live
His intonational language is mainly Oak Theater in June. Upcoming
microtonal. performances of his string quartkipamine
Among the performers of his own (for JACK Quartet) will be presented at
compositions are such outstanding Darmstadt, the Library of Congress,
ensembles and musicians as: SlovakCarnegie Mellon University, New York's
Philharmonic Orchestra (Slovakia), Merkin Hall and Tribeca Festivals and other
Ukrainian National Light-Symphony noted venues.
Orchestra, Odessa, Rivne, Dnipropetrovsk,
Zaporizhzhia and Sevastopol Philharmonic Yuko Ohara
orchestras (Ukraine), De Ereprijs orchestrayyko Ohara was born in Yokohama, Japan.
(Netherlands), Ensemble fuer Neue Musik yyko is currently studying for a PhD in
Zuerich (Switzerland), Moscow performing Arts Research at Brunel
Contemporary Music Ensemble (Russia), Unijversity, West London, under supervisor
ensembles Musicattuale (ltaly), Nodus christopher Fox.
(USA), Ars Poetica (Moldova), Freiburg She studied musicology, piano and
Percussion Ensemble (Germany), duocomposition at Ferris University in Japan,
Cadence (Ukraine), conductors Patrick where she completed a Masters Degree and
Fournillier (France), Vladimir Kim, Natalia \yas awarded a distinction in composition
Ponomarchuk, Vyacheslav Redya, and musicology. In 2003, she received a
Volodymyr Runchak, Petro Tovstukha grant to study abroad at the Royal College
(Ukraine), pianists Kees Wieringa of Music, London. She completed a
(Netherlands), Mikhail Dubov (Russia), postgraduate Diploma in Advanced
Neringa Butkute (Lithuania), organist Composition with Distinction, and won the
Narine Simonian (France), cellist ypjted Music Publishers Prize for
Dominique de Williencourt (France), Composition in 2006.
guitarists Magnus Andersson (Sweden),  yuko was one of finalist for the Takefu
Juergen Ruck (Germany), bassoonistComposition Prize by Toshio Hosokawa at
Sarunas Kacionas (Lithuania), to name athe Takefu International Music Festival
few. (Japan), the Young Composers Workshop at
the Huddersfield Contemporary Music
Festival in 2006 and the University of
New York based composer Jeff Myers hasAberdeen Music Prize 2009 with the piece,
been presented at Carnegie Hall, TheShade" Light, for clarinet quintet at the
Kimmel Center, Tanglewood and Aspen Sound Festival. The piece was premiered by
festivals, Het Muziekgebouw aan Ot IIJmember of BBC Scottish Symphony
(Amsterdam), Arsenal (Metz), and other Orchestra.
noted venues. He has received grants and

Jeff Myers
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She was one of the short listed Some of her recent compositions are
composers for SPNM (Sound and Music) in "The forest” (vl, pf and electronics, 70,
2007 and received a commission by SPNM2009), "The Death of the Asmat Warrior
for a project during 2007/08 season as part'(vl, vc, cl, 100, 2008), "The blue Bird" (pf,
of the Soundwaves Festival 2008. Her pieceyvc, perc, elect 2007), "Scenarios for
Psychederic Miragefor oboe and constructing the self* (pf, elect 2007),
electronics, was premiered by Christopher"Games of water" (pf 2006), "The Magic
Redgate and Paul Archbold. Mountain" (electr 140, 2005).

Yuko has been collaborating with Helena Palma is keen in doing
several ensemble groups and orchestragonjoined research with performers that
including Ferris University Chamber would lead to the invention of new technical
Orchestra, Tokyo Universal Philharmonic and expressive possibilities of acoustic
Orchestra and London Contemporary instruments and the human voice. She is
Orchestra. She has studied composition withnow doing research with Florian Vlashi and
Haruna Miyake, David Sawer and Richard Julio Mourenza in two projects:

Barrett and attended composition master Improvisatory games
classes including ones by Hilda Paredes,She is currently working in the development
Toshio Hosokawa and Brian Ferneyhough. of dialogue structures to build a net of
agents-performers interacting with live
Helena Palma electronics by means or improvisatory

Helena Palma is both a composer and adames.
linguist (PhD, UCM 1990). She is currently Quantized time
based in A Coru—a, Spain, where she teacheklielena Palma is working in metric
and does research at UDC. She was born iglgorithms to be played by percussive and
Barcelona and studied piano and harmony afnel()dic inStrumentS, which interact with the
the Conservatorio Superior de Musica with €lectronic processing of some of the
Josep Poch, Joan Pich Santasusana, Man@ercussion voices, and merge to build a
Oltra and Maria Lluisa Nadal. She extended Polyphony of asynchronous voices that meet
her musical education in England, with @t certain crucial points highlighted by a
Ronald Lees (piano), Raymond Warren particular visual event controlled by sensors.
(fugue). After, she studied contemporary
composition techniques with Helmut
Lachenmann, Salvatore Sciarrino, Gysrgy Born in S<o Paulo (Brazil), loannis
Kurtag, Hans Zender, and electronic music Papadopoulos started to take guitar-and
with Trevord Whishart, Eduardo Reck piano lessons. From 1997 on he studied
Miranda and Agostino di Scipio. Her composition, Harmony and counterpoint
research interests in composition include thewith Prof. Christos Samaras and Evangelia
quantization of time, improvisatory games, Kikou at the new conservatory of
polyrhythmic dialogues, imitative schemes, Thessaloniki (Greece) and gratuated in
indexicals and egocentric perspective,2001. In 2002 he moved to Cologne
spatialization of sound, interface between(Germany) where he took private
speech prosody, rhythm and melody. Hercomposition lessons with Steingrimur
interests in Linguistics are focused in the Rohloff. Thereinafter he moved to Stuttgart
fields of Linguistic Universals, Semantics in 2003 and entered at the OHochschule fYr
and Syntax. Musik und Darstellende KunstO studying
composition and music theory with Prof.

loannis Papadopoulos
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Marco Stroppa. From 2005 up to presentShostakovich Ensemble, o pianista Jean-
loannis Papadopoulos studies composition,Pierre Dupuy (que interpretou na BBC a scea
music theory and music pedagogics at theobra Atlante), Enmanuel Ferrer, Grupo
OHochschule fYr Musik HamburgO withinstrumental Siglo XX, o cuarteto de
Prof. Manfred Stahnke. During his studies violonchelos Chelicia, Lu's Perandones e o
he took part in various workshops and Galatea Quartett.

master-classes amongst others with Como escritor (membro da AELG)
Wolfgang Rihm, Philippe Manouri, Helmut publicou obras de variados xZneros (ensaios
Lachenmann, Mario Garuti, Kaija Saariaho sobre moesica, teatro, novelas, poes’a, libros
und Adriana HSlIszky. Furthermore he holds de relatos e traduci—ns.

a scholarship of the DAAD (German

Academic Exchange Service). At the O3RD Jakub Polaczyk

WORKSHOP OF CONTEMPORARY  jakub Polaczyk is a young polish composer,
MUSICO, taking place in Thessaloniki in porn in 1983 in Cracow, where he

mai 2009, he won the first price with his graduated with honors from the piano
composition for chamber ensemble (for performance studio of I. Rolanowsaka at the
septet) OMontage I10. W. #ele$ski Level 1l Music School (2005)
and musicology at the Jagiellonian
University under superviosn of Nfgorzata
Paulino Pereiro (A Coru-a, 1957) Z un Woé&na-Stankiewicz (2009). He is currently
compositor de meesica sinf—nica e dsetudying composition with Marcel
cimara, cun catflogo de mtis de 200 obrasChyrzbski, orchestration with Krzysztof
A soea meesica interprZtase en diferenté@enderecki and computer music with Marek
pa’ses de Europa e AmZrica. Participou naChd¥niewski at the Academy of Music in
creaci—n da AGC (Asociaci—n Galega d€racow. In 2008/2009 semester he studied
Compositores) da que, na actualidade, Zon a scholarship from Socrates-Erasmus
Presidente. program in the Royal Conseravtory of
Como compositor de moesica escZnicdMusic in Brussels, where he hone his
realizou, entre outros, os traballos (finalistascompositional techniques in the class of Jan
do premio Mara Casares): O barbeiro devan Landeghem. He has won prizes in
Sevilla. Op. 65 e Cyrano de Bergerac. Op.many composersO competitions including:
72 (ambas gravadas en CD pola OSG, baixdlst prize forCombinations on Olympu®r
a direcci—n de Alejandro Posada). Solo Trombone in the 5th PWM T.
Estreou varias obras sinf—nicas entre a®chlewski Composition Competition in
que salientan: Sinfon'a n¥% 1, OPaisaxe)07 in Cracow, 1st pirze f@ratio Fatima
imaxinfriasO. Op. 62 (OSG, dirixida por for mixed choir in the John Paul Il Days
Antoni Wit). O inferno de Dante. Op. 61 Composition Competition in 2008 in
(Real Filharmon’a, Antoni Ros Marbt). Cracow and Special Award for piece
Orfeo e Dionisos. Op 67 (Real Filharmon’a, Jam.exe for string orchestra in the
Maximino Zumalave). Ceo. Op. 54 International Composition Competition in
(Orquestra Sinf—nica de Galicia, Eiji Oue). Jeju in South Korea.
A scea moesica de cimara foi interpretada
entre outros por Antoni Besses (Variaci—ns
Beiras. Op. 48, gravadas en CD), Herre-Jan
Stegenga, Florian Vlashi, David Etheve,
Tatiana Prezevalskaia, Antonio Arias,

Paulino Pereiro
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Ingrid Stslzel from the Hartt School of Music in Hartford,

Dr. Ingrid StSlzel (b.1971) is a composer Connectlgut. _

whose music is being performed across the She is a native of Germany and has
United States, Canada and Europe. She ha%e&ded in the United States since 1991.
written for ensembles such as newkEar,
NOISE/ San Diego New Music, California
E.A.R. Unit, Adaskin String Trio, Erato Born in Riva del Garda in 1965, he studied
Chamber Orchestra, Allegresse Trio andpiano with Temenouchka Vesselinova and
Synchronia, among others. Recently, shecomposition with Armando Franceschini.
won the 2010 NewMusic@ECU Festival He graduated in Choral music and choir
Orchestra Composition Competition for her conducting (at the conservatory of Bologna,
orchestral work Genius Loci © Spirit of 1985), Piano (Riva del Garda, 1986), Band
Place (2009). Her piano trio The Road is All instrumentation and Composition (Trento,
(2007) will be featured on the NACUSA 1989 and 1990).

2010 National Conference in Portland,  In 1993 he took the specialization
Oregon. In addition, Stslzel will be a diploma in Composition at OAccademia

featured composer on the Boston New Nazionale di Santa CeciliaO in Rome. His
Music Initiative Concert this year. teachers were Franco Donatoni at SienaOs
Stslzel is a frequent guest ComposerAccademla Chigiana, and at BresciaOs

and her music has been heard at numerousondazione Romanini and Sandor Veress.
music festivals around the country including He won the 19850s ORassegna
the soundOn 2008 FEestival of Modern internazionale di composizione pianisticaO
Music, 30th Sacramento State Festival ofin Rome and the first international
New American Music, Oregon Bach composition prize "Musica Riva" in 1986.
Festivals, Ernest Bloch Festivals, 2007 He was finalist at OAd referendumO, the
Women in New Music Festival, Chamber Prize of the SOC"“% de musique
Music Conference of the East, Otterbein contemporaine du QuebZc in Montrzal in
Contemporary Music Festival, and Indiana april 1996 with Nessi.

State Contemporary Music Festival, among  He won the 19980s OPremio Valentino
others. She was selected for the Nationa/BucchiO in Rome with OllinxO.

Symphony Orchestra Woodwind Quintet His music was performed in several
reading and as a participant of the Sentieriitalian and foreign cities and spreaded by
Selvaggi International Masterclass with radio and television. The quintet OUn canto
James MacMillan in Milan, Italy. She is the perdutoO is recorded on the CD OMusica
2009 Cheryl A. Spector Prize Winner, first- contemporanea in TrentinoO; the trio
prize winner of the 2007 UMKC Chamber OArabescoO is recorded on a CD by
Music Composition Competition and the ONautilus ensembleO; the cantata ODies
recipient of the 2006 PatsyLu Prize awardednatalisO is recorded on a CD by Accademia |
by the International Alliance of Women in Filarmonici e Quadrivium. In 2004 was

Nicola Straffelini

Music. performed his opera Ola leggenda dei
Stslzel received her doctorate in rododendriO. _ o _
composition at the University of Missouri, He cooperated with some italian writers

Conservatory of Music and Dance in Kansaslike Edoardo Sanguineti Vociferazionj
City, where she studied with James Alfabeto apocalittich Erri De Luca Febbri
Mobberley, Chen Yi and Zhou Long. She di febbraig, Wu Ming 2 (a ballata del
holds a Master of Music in Composition Corazza, Michele Ruele lla java delle
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bombe atomichele vite parallele di Boris desde 2004 Presidente de la Asociaci—n

Vian) and Michele MariBruttagost9. Espa—ola de J—venes Orquestas.
Since 1991 he taught at the
Conservatories of Riva del Garda, Haig Zacharian

Castelfranco Veneto, Verona; now heOsHajig Zacharian was born in Durres, Albania
teaching composition at the Conservatory of g, 8 May, 1952 in a family of Armenian
Trento. descent. He began learning the piano, theory
of music and harmony at the elementary
music school of his native city at the age of
Nace en Madrid en 1952. Estudia Viol'n, six. From 1969-73 he attended the Superior
Piano, Clave, Direcci—n de Orquesta yinstitute of Arts in Tirana (today's Academy
Composici—n en los conservatorios deof Arts), studying composition with
Barcelona y Madrid. En 1979 es becado porProf.Tonin Harapi.
el Ministerio Espa—ol de Asuntos Exteriores After graduation Zacharian worked as
para ampliar estudios en la Real Academiaartistic director of various amateur
de Espa—a en Roma. ensembles in Fierza, Northern Albania
En 1981 es galardonado con al Primer(1973-77). He returned to Durres in 1977,
Premio en el Concurso Internacional dewhere he worked with amateur ensembles
Composici—n Centenario de la Orquesta dednd choirs at the City's Youth Centre. After
Conservatorio de Valencia con la obra Puntothis period, from 1980-86 he was appointed
de Encuentro. En 1986 recibe el IV Premio teacher of History of Music, Orchestration,
Internacional de Composici—n Reina Sof'aHarmony and Analysis at the High School
por su obra Ocnos. of Music OJan KukuzeliO in Durres.
De 1981 a 1985 es profesor del Between 1986 and 1992 Zacharian was a
Conservatorio de Cuenca, donde tambiZrfreelance composer. In 1993 he was
ocupa, posteriormente, el cargo de Director.appointed Head of the Department of
Desde 1985 a 1992 es profesor de Armon’alheory and Composition at the Academy of
del Real Conservatorio Superior de MaoesicdArts in Tirana, where he is now As.Professor
de Madrid. De 1991 a 1993 es profesor deof Composition and Harmony. Since
Armon’a y Contrapunto en la Escuela 1998-2009, H. Zacharian has also been
Superior de Moesica Reina Sof'a. President of the Albanian Society of
En 1986 es designado acadZmico de la&Composers and Authors, ALBAUTOR
Academia de Bellas Artes de Sevilla, y en Haig Zacharian has composed
1997 de la Real Academia de Bellas Artesnumerous works in most genres of music

Jose Luis Turina

de Granada. (His works have been performed in all the
En 1996 es galardonado con el Premioimportant events in Albanian musical life as
Nacional de Mcesica. well as abroad (Macedonia, Switzerland,

En 2000 estrena la —pera DQ, corltaly, Austria) and some among them were
puesta en escena de La Fura dels Baus, en ebmmissioned by ISCM Albanian Section.
Teatro del Liceo de Barcelona, con la queAlso composed songs for children, choirs,
obtiene en diciembre de 2001 el Premiofilm music and has arranged many pieces of
SGAE a la mejor partitura para obra classical and romantic music for various
escZnica. ensembles. He has received numerous prizes
Desde febrero de 2001 es Director art’sticofor his musical activities.
de la Joven Orquesta Nacional de Espa—a, y  With his vast experience in the domain

of film music, the scores of Zacharian have
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some very fine colors, whilst possessing a
direct sense of communication. In the period
after 1990, his expression was enriched by
an advanced research into contemporary
techniques, concentrating on small melodic
patterns whilst preserving the charm of the
composer's first period.
Prof.S.Shupo
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ensemble s21 de Galicia y Alejandro Sanz Redondo es

El ensemble s21 nace en noviembre de 200‘7“'?_m_br0 de la Orquesta Sinf—nica de
y se presenta el 1 de abril de 2008 en efcalicia 2 de la ri idad
Auditorio del cGac (Centro Galego de Arte Como consecuencia de la rigurosida

Contemporfneo), Santiago de Compostela,de su trabajo, el ensemble s21 cuenta ya con

con el objetivo fundamental de interpretar y unab?coglda favorable por parte de criica y
difundir moesica contemporfnea y deP™ EI|CO. ble s21 izad
vanguardia. Su repertorio abarca tambiZn snsemb e Se- Se arganiea fe manera

obras de otras Zpocas, siempre y Cuand61ut—noma pero en estrecha colaboraci—n con

conformen y articulen programaciones Lestlyalclasv_y cgntlrlos Cllilturalef (o:le dGil'C(;a:
coherentes e ilustrativas. Este objetivo estiva !a tellae, Festiva Iu a_ e
Lugo, Festival Are More, MARCO de Vigo,

implica el encargo de obras a compositores

actuales, con la posibilidad de su presenciaCGAC de Santiago de Compostela, Museo

en los ensayos e incluso en la direcci—n dge Bellas Artes de A Coru-a, Sociedad

las obras. En consecuencia, el trabajo que s _|Iarm—mca de A Coru-a, Sociedad
estt realizando con creadores vivos deFllarm—nlcade Ferrol entre otros muchos.
Galicia, de otros lugares de Espa—a y del
extranjero es digno de menci—n, a—adiendo _ _ o
al repertorio obras escritas expresamentéAlmut Kuehne is a singer/composer living
para el ensemble s21. in Berlin. She improvises, sings composed
De conformaci—n variable y flexible, contemporary and old music, jazz, german
que abarca desde la interpretaci—n de ughansons and sang in several music theater
solista hasta el quinteto, el ensemble s2iProductions. She worked with Georg
contempla la posibilidad de explorar Graéwe, Gebhard Ullmann, Anthony
repertorios que necesiten la incorporaci—ioleman, Phil Minton, Tobias Delius, Ann

de moeesicos, de acercarse a otras disciplind@ Baron, Kent Kessler, George Schuller, Joe
art'sticas en obras que as’ lo exijan, yFonda, the Dresden Chamber Choir and

tambiZn de interrelacionarse con otrasoOthers in Europe, the US and Mexico. 2009

formas de creaci—n, teniendo presente Ighe won the Berlin studio award for her
dificultad que eso conlleva y tratando de Solo project. Current projects are the trio
analizar en profundidad la idoneidad de esafulip trees with Els Vandeweyer
mezcla. (vibraphone) and Brian Mitchell (guitar),
Los componentes del ensemble s21 harPowland Waters with Johanna Borchert
recibido su formaci—n en diversas escuelas {iano) and Benjamin Schindler (video) and
conservatorios de Espa-a, Suiza, Alemanigoncerts with Anthony Coleman.
y Holanda, han sido miembros de orquestas
juveniles como la Joven Orquesta Europea,
la Joven Orquesta Nacional de Espa-a, le&El Grupo Instrumental Siglo XX (GISXX)
Schelswig-Holstein Festival Orchester entrenace en 1996 por iniciativa del violinista
otras y acumulan una gran experienciaFlorian Vlashi como homenaje al OGran
camer’stica. Julio Mourenza y Jorge Montes SigloO. La finalidad del grupo es interpretar
desempe—an su labor docente en lodas mejores obras de moesica de cimara
Conservatorios Superior de A Coru—a Yy escritas desde comienzos del siglo XX hasta
Profesional de Ferrol respectivamente.nuestros d’as.
Vicente L—pez Puig y Carlos Garc’a Amigo Sus miembros son brillantes solistas de
integran la plantilla de la Real Filharmon’a la Orquesta Sinf—nica de Galicia. Provienen

Almut Kuehne

Grupo Instrumental Siglo XX
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de mis de 10 pa'ses diferentes y hanunanimidad. En 1989 gana el Primer Premio
recibido una formaci—n especializada deen el Concurso de Solistas y de Orquestas
excelencia en centros de gran prestigioSinf—nicas de Albania. Este mismo a—o fue
internacional. Todos los solistas son director y solista de la Orquesta de Cuerda
expertos profesionales de alt'simo nivel enOJan KukuzeliO con la que realiz— muchos
su campo y poseen una dilatada experienci@onciertos y grabaciones para la RTVA, y su
en la prictica instrumental orquestal y comoprimera gira de conciertos por ltalia.
solistas. La composici—n del grupo es  Desde 1992 es profesor de la Orquesta
flexible y el neemero de los intZrpretes var'aSinf—nica de Galicia. Ha perfeccionado su
dependiendo de las obras del programa quéZcnica con G. Egger (Bachakademie
se interprete. Stuttgart) y L. Muller (Concertino de la
GISXX considera esencial la estrecha Orquesta de Camera de Viena). Su actividad
colaboraci—n del grupo con el compositorprofesional se extiende tambiZn al campo de
Los solistas del GISXX investigan sobre la la pedagog'a y de la difusion de las tZcnicas
creaci—n de nuevas tZcnicas para sy estZtica interpretativa del viol'n, sobre lo
instrumento y colaboran activamente con loscual ha publicado diversos trabajos y
compositores con los cuales trabajan en ladictado conferencias en prestigiosos centros
aplicaci—n de estas tZcnicas a sus obras. de investigaci—n (Conservatorio Superior de
GISXX ha estrenado mifs de 84 obras yMcesica da Coru-a, Universidade da Coru—a,
tiene en su extenso repertorio con mis ddJniversidade de Santiago de Compostela,
160 obras de autores desde Stravinski, FallaUniversidad de La Rioja, etc. )
R. Strauss, hasta Messiaen, Xenakis, Ligeti Ha sido invitado a tocar en la
o Crumb. inauguraci—n de la temporada de conciertos
Ha participado en diversos certtmenesdel Centro de Arte Moderno Reina Sof'a,
nacionales e internacionales como losFundaci—n Juan March, Auditorio Nacional
festivales de moesica de A Coru—a (Festivatle Moesica de Madrid, CAIM BSalamanca,
Mozart), Santiago, Salamanca, Bilbao CAI- Zaragoza, en la Academia de Espa-a
(Festival de Maesica del Siglo XX), Madrid en Roma, Instituto Cervantes en Nipoles,
(CDMC), Bienal NMK de Durres (Albania), Estate Musicale Maffeiana en Verona,
Verona (ltalia), Remusica (Kosovo) etc. en Pr'stina, Suiza, Sao Paulo, Montevideo,
los que ha obtenido las mejores criticas yOTwo Days and Two Nights of New
fervorosos aplausos del pceblico. SusMusicO (16h International Festival of
conciertos han sido grabados por RadioModern Art),etc. y en muchos festivales de
Clfsica, Radio Nacional de Espa—a y hanmoesica de A Coru-a (Festival Mozart),
sido transmitidos por la TVE 2 y por el Santiago de Compostela, Vigo, Bilbao, y ha

Canal Internacional. colaborado como solista con el Plural
Ensemble de Madrid. Compositores como
Florian Vlashi E. Buharaja, C. L—pez Garc’a, J. Vara, X. De

Florian Vlashi naci— en Durres (Albania) elPaz, P. Pereiro, D. Malumbres, J. Durin, F.
8 de Noviembre de 1963. Empez_ |0§Uide del Real, A. KOCi, H. Palma, W.
estudios de viol'n a la edad de 6 a—os. SURosinskij le han dedicado obras suyas.
padre, Gjergj Vlashi, prestigioso escritor y En 1996 crea el Grupo Instrumental
director de teatro, tuvo un papel decisivo enSiglo XX, integrado por solistas de la
su futuro. Ha estudiado con V. Papa, R.Orquesta Sinf—nica de Galicia, el cual dirige
Stefi, 1. Madhi y obtuvo por la Academia de €N la actualidad. GISXX ha estrenando mits

Bellas Artes de Tirana el primer puesto porde 80 obras de autores, en gran parte
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espa—oles, algunas de las cuales han siddistintos teatros alemanes e inicia una
encargadas por el propio grupo. importante actividad concert’stica como
Sus conciertos han sido trasmitidos porintZrprete de Oratorio y Lieder,
Radio Cltsica de Radio Nacional de Espa—agspecializtndose en composiciones basadas
por la TVE 2 y por el Canal Internacional de en textos del romanticismo alemin, sobre

Espa-a. todo Mahler, cuyas interpretaciones han
Florian Vlashi toca un viol'n francZs cosechado siempre un enorme Zxito de la
del siglo XVIII de J. Bocquay. cr'tica alemana.
Dedica muchos conciertos a la difusi—n
Carmen Durin de la moesica iberoamericana, en especial la

Carmen Durfn, nacida en Vigo, pertenece allega, admirada siempre y acogida con
una familia dedicada a la mces|ca enorme |nterZS por un pQEb“CO internacional.

empezando por su padre, bar'tono de ZX,thremsamente con una —pera gallega, OO
en numerosas producciones de zarzueIaArameO del compositor Juan Dur¥n, se ha

ademts de su hermano Juan Durtnjpresentado al peeblico coru—Zs, que el pasado
compositor reconocido y premiado Mes de febrero ha vuelto a escucharla en un
numerosas veces a lo largo de su carrera. concierto organizado por la Sociedad
Empieza su formaci—n como cantante Lilarm—nica en el Teatro Rosal'a Castro,
temprana edad, primero en A Coru-a condcompa-ada al piano por el maestro
do—a Honoria Goicoa y despuZs en laMaximino Zumalave.
Escuela Superior de Canto de Madrid,en la ~ En marzo ha interpretado junto a la
que tiene como maestra a Lola Rodrguez délrquesta de la Escuela de Altos Estudios
Arag—n. All' inicia su actividad oper'stica Musicales, dirigida por Maximino
debutando con el papel de Dorabella en eZumalave, los OKindertotenliederO de G.
OCos’ fan tutte® de Mozart, junto a undvahler.
intensa actividad concert’stica como solista
del Coro Nacional.
Prosigue sus estudios en Miltn, en el
Centro di Perfezionamento per artisti lirici
del Teatro alla Scala, en donde estudia con
Giulietta Simionato y participa en
numerosas producciones junto a
personalidades importantes del mundo
art’'stico como Abbado, Strehler, Kuhn,
Taddei, Hoffmann, Cernov, Arena, etc.
En Treviso gana el primer premio del
Concurso Internacional de Canto OToti dal
MonteO y contincea su actividad concert’stica
y oper'stica en Alemania, pa’s en el que
reside actualmente y en donde empieza
como titular del teatro de —pera de
Heidelberg, en la que se la contrata para
interpretar el papel de Zerlina en el ODon
GiovanniO de Mozart.
Participa asimismo en producciones
oper’sticas como intZrprete de Strauss en
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