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Virtual Works – Actual Things
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In the last decades the concept of musical work has been
the object of controversial debates between different
positions, ranging from those who critically reflect upon
its historically situated construction, to those that affirm
its strong ontological character; from those who place
it in a chimeric transcendental universe, to those who
only accept its immanent audible mode of appearance.
Concurrently, recent developments in editorial practices,
research on sketches, innovative modes of performing
music, and the overarching progressive digitization of
music materials contributed to a fully renewed horizon
of possibilities. Between idealized visions of musical
works as fully autonomous entities and materialist
approaches centered on the specific conditions of music
creation and performance, a new space for reflection and
future practices is in the process of constituting itself.

The 13th International Orpheus Academy for Music and
Theory focuses on these discussions, particularly on the
relation between the virtual multiplicities that enable
the construction of an image of a musical work and the
actual, concrete materials that make such a construction
possible. A renewed gaze upon the innumerable things
that actually construct a musical work (drafts, sketches,
manuscripts, editions, recordings, comments, instruments,
etc.) opens up wider horizons of thought and potentiates
innovative performance practices. More than what musical
works are or what music practitioners do, it is the material
objects that define musical works what comes under
closer scrutiny, enabling a complete new image of work
to emerge.
With the contribution of prominent scholars, the
International Orpheus Academy for Music and Theory 2016
addresses recent developments, practices, and concepts
that are resituating the debate around musical works.
Lydia Goehr will discuss the notion of discomposition as
a philosophical and musical concept, reading American
philosopher Stanley Cavell through the lens of Adorno.
David Davies will first address ‘musical practice’ and
‘metaphysical principles’, focussing on ‘what participants in
artistic practice do rather than on what they say or think
they are doing’, and proposing a prescriptive (rather than
descriptive) ontology; his second lecture will deal with
the distinction between musical works and performances,
using the notions of ‘multiplicity’, ‘repeatability’, and

‘variability’. John Rink will explore diverse issues
concerning the relation between musical structures
and musical performances, in addition to addressing
the possibilities arising from innovative digital editorial
practices, specifically focusing on case studies from his
extensive work on Chopin. Gunnar Hindrichs suggests a
new kind of ontology, presenting a blueprint of musical
works explained through six concepts: material, sound,
time, space, meaning, and thought; his second lecture
will advance a theory of musical listening based upon the
notion of hearing ‘something as something’, challenging
the function of values in the aesthetic experience of
music. Andreas Dorschel will explore ‘music as play’, and
reflect on the question in which way musical expression
can and should be historicized. Finally, Paulo de Assis —
the conference convenor — will present his ongoing work
on a ‘new image of work’, a materials-based, domainspecific ontological perspective whereby works emerge as
‘multiplicities’, as highly complex, historically constructed
conglomerates of things that define and take part in everexpanding ‘manifolds’.

The International Orpheus Academy for Music and Theory
2016 will include three musical interventions and five
multimedia installations prepared by the research team
MusicExperiment21 that are intended as integral part of
the Academy’s discourse and debates.
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Schedule
PRESENTATIONS

Day 1 (Auditorium, 3rd floor)
10:00 – 10.30

Rasch14 Loving Barthes(3)

10:30 – 11:00

Welcome by Peter Dejans, Jonathan Impett, and Paulo de Assis

11:00 – 12:30

David Davies: Ontology, Practice, and Reflection

12:30 – 14:00

Lunch (1st floor)

14:00 – 15:30

John Rink: The Musical Variorum: in print, online, in performance

15:30 – 16:00

Paulo de Assis: Virtual Works – Actual Things

16:00 – 17:00

Coffee and Installations viewing (4th floor)

17:00 – 18:30

Gunnar Hindrichs: Musical Works

Day 2 (Auditorium, 3rd floor)
09:30 – 11:00

Lydia Goehr: What anyway is a “music discomposed”? : Reading Stanley Cavell through the dark
glasses of Adorno

11:00 – 11:30

Coffee break (4th floor)

11:30 – 13:00

Andreas Dorschel: Music as Play

13:00 – 14:30

Lunch (1st floor)

14:30 – 16:00

David Davies: Locating the Musical Work in Practice

16:00 – 16:30

Coffee break (4th floor)

16:30 – 18:00

Dialogue with Lydia Goehr: on Discomposition as a philosophical and musical concept

19:00 – 20:00

Concert: Diabelli Machines5 (Concert Hall)

20:15 –

Academy Dinner (1st floor)

Day 3 (Concert Hall, ground floor)
09:30 – 11:00

John Rink: Playing with structure: the performance of musical analysis

11:00 – 11:30

Coffee break (Cellar)

11:30 – 13:00

Gunnar Hindrichs: Musical Listening

13:00 – 14:30

Lunch (1st floor)

14:30 – 16:00

Andreas Dorschel: Historicizing Musical Expression

16:00 – 16:45

Closing session: Shadows from the Empty Center & Reinterpretation: On John Cage’s Aria/Fontana Mix

CONCERT HALL

1st FLOOR

DINING HALL

GROUND FLOOR
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4th FLOOR

3rd FLOOR

AUDITORIUM

PENTHOUSE
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Lydia Goehr

What anyway is a “music discomposed”? :
Reading Stanley Cavell through the dark glasses
of Adorno

A talk on discomposition as a philosophical and
musical concept

Lydia Goehr is Professor of Philosophy at Columbia University. In
2009–10 she received a Lenfest Distinguished Columbia Faculty
Award, in 2007– 08 the Graduate Student Advisory Council
(GSAC)’s Faculty Mentoring Award (FMA), and in 2005 a Columbia
University Presidential Award for Outstanding Teaching. She is a
recipient of Mellon, Getty, and Guggenheim Fellowships, and in
1997 she was the Visiting Ernest Bloch Professor in the Music
Department at the University of California, Berkeley, where she
gave a series of lectures on Richard Wagner. She has been a
Trustee of the American Society for Aesthetics and is a member
of the New York Institute of the Humanities. In 2012, she was
awarded the H. Colin Slim Award by the American Musicological
Society for an article on Wagner’s Die Meistersinger. Lydia Goehr
is the author of The Imaginary Museum of Musical Works: An Essay
in the Philosophy of Music (1992; second edition with a new
essay, 2007); The Quest for Voice: Music, Politics, and the Limits
of Philosophy. Essays on Richard Wagner (1998); Elective Affinities:
Musical Essays on the History of Aesthetic Theory (2008), and coeditor with Daniel Herwitz of The Don Giovanni Moment: Essays
on the Legacy of an Opera (2006). She has written many articles
on the work of Theodor W. Adorno, Maurice Merleau-Ponty, and
Arthur Danto. Lydia Goehr offers courses in the history of aesthetic
theory, the contemporary philosophy of the arts, critical theory,
and the philosophy of history. Her research interests are in German
aesthetic theory and in particular in the relationship between
philosophy, politics, history, and music.
15

David Davies

Ontology, Practice, and Reflection
Lydia Goehr’s claim, in The Imaginary Museum of Musical
Works, that the ‘work-concept’ had no regulative force in
musical practice until the end of the 18th century raises
methodological questions as to the bearing of musical
practice, or artistic practice more generally, on the ontology
of musical (and other) artworks. Critically assessing recent
debates over so-called ‘descriptivist’ views in metaontology
of art, I argue that ontology of music, and ontology of art
more generally, are accountable to practice in a manner
that is distanced in two respects from ‘practice’ as some
philosophers have understood it: (1) our interest is in what
participants in artistic practice do rather than in what they
say or think they are doing; (2) our ontological interest in
artistic practice is prescriptive rather than descriptive - it is
an interest in how the practice is best conceived given the
totality of things that we do and the aims of the practice.
Musical ontology, and ontology of art more generally, are
reflectively accountable to artistic practice. I argue for this
view by asking to what extent (as Julian Dodd has argued)
we should be prepared to revise our musical practice if it
conflicts with more general metaphysical principles, and
to what extent (as Amie Thomasson has argued) we should
16

be prepared to revise our more general metaphysical
principles if they conflict with our musical (and more
generally artistic) practice. The view I defend allows for
revisability in both directions, but also establishes the
limits on such revisions.

Locating the Musical Work in Practice
What is the nature of the musical work in those musical
practices where the ‘work concept’ does have a regulative
role? I ask first how that regulative role manifests itself
in musical practice, identifying two features of practice
that seem to require positing musical works distinct from
performances: (1) ‘multiplicity’ or ‘repeatability’ — different
event-tokens can be technically correct, or ‘strict’, instances
of a given musical works; (2) ‘variability’ — the event
tokens we treat as strict instances of a musical work can
differ significantly in those properties that bear upon the
appreciation of the work. Unlike other features of musical
works to which we might seem committed by aspects
of our musical practice — audibility, creatability, modal/
temporal flexibility — these two features seem necessary
in any musical practice regulated by the work concept:
(i) without repeatability, there are no performable works;
while (ii) without variability, we lose the interpretative
aspect definitive of artistic performances. Repeatability

and variability are essentially problems of grouping - how
are performances grouped together as being of the same
work. ‘Platonists’, taking musical works to be abstracta,
posit something external to our practice conformity with
which makes certain performances technically correct
and explains the limits on variability. However, I argue,
the constraints on repeatability and variability must be
embedded in performing practice itself. But, if so, how
are works themselves to be understood? Drawing on my
claim that musical ontology is reflectively accountable to
practice, I critically assess various answers to this question,
including the idea that a work is the ‘multiplicity’ of its
manifestations and the idea that it is a ‘continuant’.

David Davies is Professor and Chair of Philosophy at McGill
University. He is the author of Art as Performance (Blackwell
2004), Aesthetics and Literature (Continuum 2007), and Philosophy
of the Performing Arts (Wiley-Blackwell 2011), editor of The Thin
Red Line (Routledge 2008), and co-editor of Blade Runner (2015).
He has published widely on the ontology and metaontology of
art, on philosophical issues relating to music, film, photography,
performance, literature, and visual art, and on more general issues
in metaphysics, philosophy of mind, and philosophy of language.
17

Andreas Dorschel

Music as Play
That music is played counts among the manners of
speaking we usually take for granted; yet in many ways
that art appears to be quite remote from what is otherwise
called play. On closer look, not all musical practice is
considered play; those who talk of it as play centre on
instrumental performance. Yet in the Western tradition, the
latter is mediated through composition on the one hand
and audiences’ attentive listening; if these did not involve
play elements themselves, instrumental performance could
hardly be play either. Play may thus be pervasive in music;
in its pervasiveness, though, it would have to be diverse.
The challenge to aesthetics is to come to grips with that
diversity rather than to identify an alleged essence of play
in music.

Historicizing Musical Expression
It has been tempting, ever since Darwin, to regard
expression as an anthropological category. There is an
inner and an outer side to human beings, and expression
must then be the movement from one to the other. Why
18

should not that universal structure constitute the core of
musical expression? Yet even if it did, it hardly accounts for
particular instances of artistic expression. They depend on
historical contexts, require a peculiar contextual economy,
get realized through artistic divisions of labour. To do them
justice, we are ill-advised to start with animal cries rather
than, say, Roman rhetoric.

Andreas Dorschel has been professor of aesthetics and head
of the Institute for Aesthetics of Music at the University of Arts
Graz (Austria) since 2002. Before that appointment, he taught at
universities in Britain, Germany and Switzerland where, in 2002,
the University of Berne awarded him the Habilitation. In 2006,
he was Visiting Professor at Stanford University. Dorschel was
elected into the Board of the Austrian Research Fund (FWF) in
2008, 2011 and, anew, 2014. He co-edited Bodily Expression in
Electronic Music (New York, NY – London: Routledge, 2012; 2nd
ed. 2013). Among his six authored monographs are Verwandlung.
Mythologische Ansichten, technologische Absichten (Göttingen:
Vandenhoeck & Ruprecht, 2009) (Neue Studien zur Philosophie
22) and Ideengeschichte (Göttingen: Vandenhoeck & Ruprecht,
2010). Articles by Andreas Dorschel have appeared, i.a., in The
Cambridge Quarterly, in The Oxford Handbook of the New Cultural
History of Music and in Philosophy (Cambridge University Press).

John Rink

Playing with structure: the performance of
musical analysis
Considerable scepticism has been expressed in recent
scholarship about the mapping from structure to
performance that was once considered ideal in the
musicological literature. Clearly the interpretive practice of
performers of Western art music involves a good deal more
than translating notated symbols, theoretical constructs
and analytical findings into sound, just as listening is not
simply a matter of the ‘structural hearing’ valorised by
certain authors. That does not mean that musical structure
as conventionally understood is irrelevant to performers
or listeners – only that the relationship is more complex
and less exclusive than some have assumed. One problem
has to do with a reductivist tendency to regard musical
structure as a single, seemingly static entity rather than
as a range of potential, inferred relationships between
the various parameters active within a work. Not only is it
more accurate to refer to music’s structures, but the origin
and dynamic nature of those structures must also be
acknowledged. In that respect performers have a seminal
role to play, creating rather than just responding to musical
structure in each performance. This goes well beyond the

surface-level expressive microstructure upon which much
of the literature has focused to date.
In this paper, I will explore these issues in the context
of recent research in the field of performance studies
before presenting case studies drawn from my work on
Chopin. The contingent nature of ‘musical structure’ will be
demonstrated and the implications that this has for our
conception of ‘the musical work’ will be drawn out.

The Musical Variorum: in print, online, in
performance
This illustrated lecture will challenge typical assumptions
among performers about the identity and stability of
the musical work while also providing insights into how
we might better understand the options that exist for
performing music today. It will focus in particular on
Fryderyk Chopin, whose music continually evolved as
he experienced it in different contexts. The paper will
begin by considering the different types of score that
Chopin produced over time; the multiple first editions and
autograph glosses in the scores used by Chopin’s students
will also be discussed, followed by consideration of the
fate of Chopin’s music in the hands of successive music
publishers.
The discussion will then turn to digital developments,
19

among them the Online Chopin Variorum Edition (OCVE),
which since its inception in 2003 has grown into a resource
of c.6,000 digital images of primary source material
accompanied by scholarly metadata. OCVE constitutes
a virtual edition: users compare the sources to construct
an understanding of their interrelationships and the
relevant creative history in what amounts to intertextual,
interstitial reading. That understanding, rather than an
emergent text, is the basis of the variorum ‘edition’. OCVE
now seeks to create a digital environment of greater
practical utility and scope. Given the enormous strides in
digital editing over past decades, it seems remarkable that
no digital edition of music has yet been produced which
meets the conventional needs of performers while also
offering unprecedented modes of interacting with and
shaping the works they wish to play. OCVE’s current efforts
to find new ways of conceptualising and modelling digital
editions of music will be situated in the context of general
developments in and approaches to digital editing, with
emphasis on the performer’s need for a ‘text’ of some sort
however contingent and ephemeral it might be.

20

John Rink is Professor of Musical Performance Studies at the
University of Cambridge, and Director of Studies in Music at St
John’s College, Cambridge. He studied at Princeton University,
King’s College London, and the University of Cambridge; he also
holds the Concert Recital Diploma and Premier Prix in piano from
the Guildhall School of Music & Drama. He specialises in the
fields of performance studies, theory and analysis, nineteenthcentury studies, and digital applications in musicology. The six
books that he has published with Cambridge University Press
include The Practice of Performance (1995), Musical Performance
(2002), and Annotated Catalogue of Chopin’s First Editions (with
Christophe Grabowski; 2010). He is General Editor of a series of
books on musical performance which Oxford University Press
will publish in 2017.
John Rink directed the AHRC Research Centre for Musical
Performance as Creative Practice, which was based at the
University of Cambridge from 2009 to 2015. He currently
directs the Cambridge Centre for Musical Performance Studies.
He is one of four Series Editors of The Complete Chopin – A
New Critical Edition, and he directs Chopin’s First Editions
Online (funded by the Arts and Humanities Research Council)
and Online Chopin Variorum Edition (funded by the Mellon
Foundation). He holds three visiting professorships and serves
on the advisory boards of numerous research projects, scholarly
journals and institutes.

Gunnar Hindrichs

On Musical Works
Musical works are subjects of the ontology of music. Usually,
musical ontology is designed to provide definitions of the
specific kind of entities that musical works are. There are
good reasons to assume that this approach has failed.
Some people conclude from this that musical ontology
has shipwrecked in general. In contrast to this conclusion,
the lecture offers a new kind of ontology. It presents a
blueprint of musical works that, in lieu of definitions,
pursues their explication in a series of basic concepts
disclosing musical being in its aesthetic relevance. These
concepts are: material, sound, time, space, meaning, and
thought. The ontology of music is thus designed, not as
metaphysical glass bead game, but as genuinely aesthetic
ontology. In order to implement this idea, musical ontology
is introduced as ontology bound by aesthetic judgment.

On Musical Listening
If the account of musical works offered by the first lecture
is sound, a corresponding theory of musical listening is
needed. Its elementary idea consists in the assumption
that musical listening is a version of hearing “something
as something”. Hearing something as something means
to hear something according to an interpretation. In the
case of musical listening, such interpretations have to be
specifically musical interpretations, which is to say that
they have to be connected to the basic concepts disclosing
musical being in its aesthetic relevance. The lecture offers
an account of this connection. In addition, as a realization
of interpretation, musical listening is entangled in value
orders that govern interpretations of music. The lecture
thus assesses, secondly, the function of values in the
aesthetic experience of music.

Gunnar Hindrichs is Professor of Philosophy at the University of
Basel. He has published a book on Kant’s theory of subjectivity, a
book on the relation between metaphysics and post-metaphysics,
and a book on the philosophy of music. The two latter ones
initiated agitated discussions. Gunnar Hindrichs held visiting
positions at universities in Finland, Italy, and the US, and his work
was awarded with the Academy Prize of the Heidelberg Academy
of Sciences and Humanities.
21

Paulo de Assis

Virtual Works — Actual Things
When thinking about musical works one easily forgets the
innumerable material objects and things that enable the
construction of any possible ‘image of work’ in the first place.
Before gaining their ‘identity’, their unmistakable modes of
appearance, their enduring character, or their ‘aura’, musical
works are constituted as complex conglomerates of things,
such as sketches, drafts, manuscripts (also the rejected
ones), first and later editions, recordings, analytical charts,
reflexive texts, performances, and installations. All these
things (for this term see Georg Kubler and Hans-Jörg
Rheinberger) are the basic elements of what might be
called a ‘multiplicity’—a complex articulated ‘manifold’
of documents and objects, receptive to include materials
beyond the specific horizon of the composition, i.e., future,
or even extra-disciplinary materials. Whereas musical
works have been traditionally seen from authoritative
perspectives that prescribed ‘this score’, ‘this performance’,
‘this recording’, ‘this analysis’, I propose a fundamental
redistribution of the available materials, exposing them
to their historical, aesthetic, post-aesthetic, and epistemic
situatedness. Beyond transcendental typologies, beyond
extreme or qualified versions of Platonism, beyond
22

functional theories of operative concepts, and beyond
ivory-towered aesthetic considerations, I suggest a new
‘image of work’, crucially devised in a post-aesthetic regime
of the arts, where works are no longer seen as static
entities (the idea, the score, the performance, the recording,
the analysis), but rather as highly elaborated manifolds
with potentially infinite constitutive parts (sketches,
manuscripts, editions, recordings, theoretical reflections,
previous works or styles that exerted an influence, future
works that shed new light upon them, etc.). In the place of a
reiteration of uncritically inherited performance practices,
this perspective offers a methodology for unconventional,
critical renderings that expose the variety and complexity
of the music materials available today. More than repeating
what one already knows about a given work, it claims the
unknown as the most productive field for artistic practices.
Rather than accepting a reproductive tradition, it argues
for an experimental, creative attitude.

For biography: see pag. 26.
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April 4th, 2016 | 10:00 | Orpheus Institute, Auditorium

Rasch14 Loving Barthes(3), after Schumann’s
Kreisleriana op. 16, for piano, tape and
video-projector

Paulo de Assis | concept, artistic direction and piano
Juan Parra C. | sound & video projection
Lucia D’Errico | intertitles

Music | Robert Schumann, Kreisleriana, op. 16 [1838]
(movts. I, II & III)
Texts | Roland Barthes: Loving Schumann (1979), Rasch
(1975), Musica Practica (1970)

24

Raschx is a series of performances, lectures or lectureperformances based upon two fundamental materials:
Robert Schumann’s Kreisleriana op. 16 (1838), and Roland
Barthes essays on the music of Schumann (1970, 1975,
1979), particularly on ‘Rasch’, a piece of writing exclusively
dedicated to Schumann’s Kreisleriana. To these materials
other components may be added for every single particular
version: visual elements (pictures, videos), other texts, or
further aural elements (recordings, live-electronics, etc.).
All these things are treated as parts of different strata of an
assemblage, which are destratified following the notions
of substrata (documentary sources), parastrata (sociohistorical contexts), epistrata (editions, writings, theoretical
discourses) and metastrata (future performances). The
main goal is to generate an intricate network of aestheticepistemic cross-references, through which the listener has
the freedom to focus on different layers of perception, be
it on the music, on the texts being projected or read, on the
images, on the voices, etc. The purely ‘aesthetic’ experience
is therefore ‘disturbed’ by the ‘intellectual’ moments; at
the same time, these reflective moments would remain
senseless without the aesthetic dimension. Beyond
‘interpretation’ and beyond ‘aesthetics’ the series Raschx
is part of a wider research on what might be labelled as
‘experimental performance practices’—practices that urge
us to think (during the performative moment) on what we
do know, on what we do not know, and on what we think to
know about a given piece.

April 5th, 2016 | 19:30 | Orpheus Institute, Concert Hall

Diabelli Machines5, after Beethoven’s
Diabelli Variations op. 120

Concept and artistic direction | Paulo de Assis
Scenography and lights | Kurt Dreyer
New works by Lucia D’Errico (WP), Paolo Galli, David
Gorton, Tiziano Manca, Juan Parra C., Bart Vanhecke

Ensemble Interface
Bettina Berger | flutes
Niels Hap | clarinets
Christophe Mathias | cello
Marieke Berendsen | violin
Anna D’Errico | piano
Agnieszka Koprowska-Born | percussion
ME21 Collective
Paulo de Assis | piano
Lucia D’Errico | guitars
Juan Parra C. | live electronics
Special guest: Benjamin Widmer, actor/singer

Diabelli MachinesX is a series of performances developed by
Paulo de Assis and his team in the framework of the artistic
research project ‘Experimentation versus Interpretation:
Exploring New Paths in Music Performance for the TwentyFirst Century’ (MusicExperiment21), hosted at the Orpheus
Institute in Ghent. Inspired by Gilles Deleuze’s Logic of Sense
(1969) and Difference and Repetition (1968), by William
Kindermans’s essay Beethoven’s Diabelli Variations (1987),
and by Michel Butor’s Dialogue avec 33 variations de Ludwig
van Beethoven sur une valse de Diabelli (1971), this project
exposes Beethoven’s Diabelli Variations op. 120 to several
musical encounters, letting other times and styles interfere
with Beethoven, making unconnected connections happen.
In the time frame of the original piece diverse techniques
of elimination, suppression, substitution and replacement
are used. Alongside interventions from other times and
styles, including composers such as Bach, Mozart, and
Cramer, to which Beethoven openly related, new pieces
are regularly composed for every particular instantiation
of the project.
More specifically, the Diabelli Machines5 is the first outcome
of a collaboration between the ME21 Collective and
Ensemble Interface, a collaboration that was preceded by
a two weeks long residency of the Ensemble Interface at
the Orpheus Institute. In addition to the recently composed
pieces by Paolo Galli, David Gorton, Tiziano Manca, Juan
Parra C., and Bart Vanhechke (which were composed as part
of the previous collaboration between MusicExperiment
25

21 and the Antwerp based HERMESensemble), Lucia
D’Errico composed a fully new piece. All the ‘new’ pieces are
intended as variations on the variations, including musical
reflections or glosses on the original. The composers are
all researchers at the Orpheus Institute, affiliated to its
research centre, or to the docARTES doctoral programme.
Juan Parra Cancino worked on live-electronics comments
on variation 20. Lucia D’Errico prepared not a score, but
a ‘sonic image’ of variation 8 that has to be reenacted
by the performers. Tiziano Manca composed a musical
reflection on the entirety of the Diabelli Variations, which
is placed after variation 10. David Gorton wrote a set of
three variations in replacement of variations 12, 13 and 14.
Bart Vanhecke prepared a comment on variation 20, and
Paolo Galli wrote a problematisation of the third part of
the work, i.e., of the variations 21 to 28. More than simple
commissions these compositions are part of a collaborative
endeavor that was built through a series of team meetings
involving the core team of MusicExperiment21, all the
musicians of the Ensemble Interface, the six composers,
and the choreographer Kurt Dreyer—a regular collaborator
of Ensemble Interface who embraced this project with
incredible energy, the highest professionalism, and
contagious communicative skills.

26

Paulo de Assis is a concert pianist and musicologist with wider
interests in composition and philosophy. As an artist-researcher
he is the Principal Investigator of the European Research Council
funded project Music Experiment 21, which challenges orthodox
definitions of musical works and their renderings. Active as a
soloist and pianist-conductor, he authored two books (on the
music of Luigi Nono and Camillo Togni) and edited eight others (on
music notation, contemporary music, and experimental practices).
He is a Research Fellow at the Orpheus Institute, Ghent.

Kurt Dreyer: Formed in classical and contemporary dance
techniques, T’ai chi Ch’uan, Alexander Technique and choreography
in Lausanne and London. Freelance pedagogue since 1974 as
well as tutor at different music academies - Berne, Basel, Lucerne
and University of Bern. Guest teaching in Europe and Asia in
rhythmical bodywork, placement, stage orientated movement for
musicians and singers, dance technique, improvisation and scenic
structuring.
Numerous dance pieces, performances in museums and galleries
as well as stage directions – recently: Limbolander for Darmstadt
and Wien Modern 2014; Les Enfants de la Nuit for HEM Genève
2015; Scenic Carmina Burana in Lucerne.
The result of years of teaching at the Swiss Opera Studio and
Theatre Musical in Biel-Bienne is a body technique, which focuses
specifically on the needs of singers and musicians. This expands
on scenic approaches, which go ahead with contemporary stage
productions, which demand of the interpreter a very alert impact.

Ensemble Interface, an international collective of musicians
founded in 2009 in Frankfurt am Main, is committed to
contemporary music through performance, educational activities
and research.
As a ‘Pierrot-plus’ sextet, we have taken on the challenge of a wideranging repertoire, all the while offering new perspectives for this
classical set-up. We believe that risk-taking and experimentation
are crucial to the artistic process, and we interface this framework
with everything we are dedicated to: new and existing works, as
well as with our interactions with artistic partners and audiences.
The ensemble began performing together as members of the
2008/09 International Ensemble Modern Academy (IEMA) in
Frankfurt/Main.
Interface has worked with some of the world’s foremost
composers, conductors, and musicians including Georges Aperghis,
Peter Eötvös, Brian Ferneyhough, Beat Furrer, Pierluigi Billone,
Helmut Oehring, Donatienne Michel-Dansac, Franck Ollu, Enno
Poppe, Rebecca Saunders, and Lucas Vis. The ensemble has also
developed a strong focus on staged performances and music
theatre.
Interface has appeared in venues all over Europe and in the
USA, Eastern Asia and Australia, including the Internationale
Ferienkurse für Neue Musik Darmstadt, Ultraschall Berlin, Wien
Modern, FGNM Frankfurt, Rheinsberger Pfingstwerkstatt, Impuls
Festival Graz, Gare du Nord Basel, Dampfzentrale Bern, Cité des
Arts Paris, YSTCM Singapore, Teatro Dal Verme Milan, American
Academy Rome, and June in Buffalo NY (USA), among others.
Passionate about sharing their commitment to new music, the
members of Interface engage in a wide number of educational
activities, ranging from projects for school children to workshops
for composers and performers in international academic
institutions such as Hochschule, Frankfurt; Rheinsberg Akademie;

Yong Siew Toh Conservatory, Singapore; Sydney Conservatorium;
Queensland University; Kentucky Center Governor’s School for the
Arts; Bilkent University, Ankara.
Interface has been featured in CD productions with Johannes
Boris Borowski and Jagoda Szmytka (WERGO) and in broadcasts
on Deutschlandradio Kultur.

ME21 Collective is composed of artist researchers involved in
the project MusicExperiment21, coordinated and directed by
Paulo de Assis. The collective thus includes musicians, performers,
composers, dancers, actors, and philosophers without having any
standard or even stable formation. ME21 Collective’s modes of
communication include conventional formats such as concerts and
installations, but also lectures, publications, and web expositions.
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Shadows from the Empty Centre

Lucia D’Errico | guitars and electronics
The current model of production in notated art music,
based on the distinction between composer and performer,
is designed to make the function of the latter redundant:
the sonic result is already envisioned by the projection
of sound on a visual medium – the score. Is it possible to
retain a correspondence with past musical works while
departing from the – supposedly – faithful reproduction of
a score? The research project Shadows from the Empty Centre
experiments with the production of sonic instantiations
that retain a resemblance through non-resembling means
with past musical works, mainly but not only from the early
Italian baroque. Starting from the experience of notated
repertoire, it attempts to overcome the distinction between
notation and improvisation, as well as that between
composer, performer, and listener. The model that is looked
for is an alternative to the performer as ‘middleman’
between text and sound: a new figure of musician, an
operator where the functions of the instrumental performer,
of the composer and the listener intersect.
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Such functions can also be regarded as implicitly contained
in the role of the traditional performer, but only if his
or her attitude shifts from interpretational (delving into
the text and connecting to its meaning) to experimental
(diverging from the text and activating unexpected
potential). This project aims at radicalising such shift and
making it explicit through sonic instantiations that can
be considered from the compositional, performative, and
perceptional angle, but that unfold their full potential
only as a hybrid of the three.
Such quest is backed up by investigations on the idea
of empty centre, devised as a concept that encompasses
momentous traits of baroque art, music and thinking.
The shift between the 16th and the 17th century has
been informed by the loss of a centre in many respects.
The renewed relationship between man and the world,
between subject and object, is a useful tool to experiment
with in the search for a different possibility in musical
performance. The change towards an art based on the
depiction of sensation, rather than of semblance, is the
byword for a desired change in the relationship between
performers and scores: what if works from the past were
approached not as a set of instructions, but as generators
of affects that could trigger ever-changing aural outputs?

This particular performance will present the research
done through original works by Atanasius Kircher, Nicola
Vicentino, and Sigismondo d’India.

Reinterpretation: On John Cage’s
Aria/Fontana Mix

Juan Parra C. | electronics

Lucia D’Errico is an artist specialising in contemporary and
experimental music, performing on acoustic and electric guitar,
bass guitar, oud, and other plucked string instruments. As a
performer and improviser, she has collaborated with contemporary
music groups, and with theatre, dance, and visual art companies.
She studied classical guitar at Conservatorio B. Marcello of Venice,
and Modern Languages at Università Ca’ Foscari of Venice.
Currently she is working on a doctoral research (ME21 at Orpheus
Institute Gent, docARTES programme at Leuven University). She is
also active as a freelance graphic designer.

This case study deals with the notion of reinterpretation,
understood as the process of recovering not only a
particular piece of music but also the circumstances
of composition and original performance of the work in
order to adapt them for a performance with electronic
instruments. Although they are nowadays considered and
performed as individual compositions, Aria and Fontana
Mix were first performed together as a single work.
This was the point of departure for me to (a) review the
compositional procedures behind the creation of Fontana
Mix, (b) apply them in the design of a musical instrument
to be used in performance, as complement to Aria, and
(c) propose a simultaneous performance of both works
following the score of Aria as a structural guideline.
My own interpretation of Fontana Mix sans Aria aims to
honour both Cage’s and Tudor’s legacies. To interpret
such a piece today requires one not only to be aware of
the different musical and social contexts (something
applicable to any “historical performance” situation) but
also to expose and revise the technical limitations of the
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original material, demonstrating how these limitations
were, and still can be, used by the performer to present his
or her musicianship.
My involvement with Aria/Fontana Mix started from a
performance-oriented enquiry: to deal with interpretation
in electronic music as a process of recovering both
historical performance strategies and the material itself. In
other words, looking to interpretation through performance
(what I call reinterpretation), opens possibilities to the
computer performer that go beyond the materials used, or
even the work selected for interpretation. The combination
of a traditional notion of interpretation and choicemaking processes that traditionally lie in the hands of the
composers has resulted in musical ideas that inform my
personal practice in a broader performance context.
Aria/Fontana Mix has thus turned into an organic play
with various elements of the Cagean conceptual palette:
inflexibility of the material, extreme flexibility of the
material, chance, the unexpected, control, discomfort,
fragility and strength. This play reveals new directions for
defining musicianship in live electronic music, invoking
a task that is commonplace for music practitioners but
little explored by performers of electronic media: the
development of tools and skills that will allow creative
expression and decision-making while honouring the
aesthetic and conceptual ideas of a different creative mind.
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Juan Parra Cancino studied composition at the Catholic University
of Chile and sonology at the Royal Conservatory of The Hague
(NL). Part of several ensembles related to Guitar Craft, a school
founded by Robert Fripp, he is a regular collaborator of artists like
Brice Soniano, Richard Craig and KLANG. He is founder and active
member of The Electronic Hammer (a computer and percussion
trio) and Wiregriot (voice and electronics). In 2014, Juan Parra
obtained a PhD degree from Leiden University with his thesis
Multiple Paths: Towards a Performance practice in Computer Music.
Since 2009 he is a research fellow of the Orpheus Institute.

Shadows from the Empty Centre

On John Cage’s Aria/Fontana Mix
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Con Luigi Nono: An Archaeology of
Things

Hyperion’s Explosive Compression,
after Maderna

Con Luigi Nono: An Archaeology of Things displays copies of
the crucial materials that led to the composition of Luigi
Nono’s .....sofferte onde serene..., as well as further materials
that were generated after the original piece was done.
Such things include sketches, working tapes, manuscripts,
the final score, the final tape, editions, recordings, books
and articles, the digitisation of the tapes, the new critical
edition, and its transcoding for orchestra. Inspired by
Michel Foucault’s concept of ‘archaeology’ this installation
exposes the material things that can make …..sofferte onde
serene… a part of a ‘discourse-object’.

The larger goal of this research project is to look at the
performance practice of electroacoustic music through the
mirror of traditional instrumental interpretation, and by a
specialised performer rather than the composer himself.
Specifically, to present a number of strategies to analyse,
reconstruct, reinterpret and create electroacoustic music
that is actively situated in a larger historical context and is
either informed by or a rendering of pre-existing repertoire.
In doing so, the positive aspects of the notions of “core
repertoire”, so commonly used in traditional instrumental
academic contexts, can be adapted and utilized by
electronic music practitioners, in all three aspects of their
practice: technical, compositional and performative.
In my collaboration with the theatre company Muta Imago,
these notions of interpretation are activated by the needs,
constrains, and challenges of producing a new version
of Bruno Maderna’s Hyperion, focusing on the double
dramaturgical and dramaturgic-musical roles of the solo
instruments, and the use of recordings of the orchestral
parts as a sound object both contributing to the musical
structure and providing a dramaturgical character: an
aural representation of a different temporal and spatial
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plane, one that both sustains and collides with the “live”
performers.
My role is to handle these two different sound materials,
the recorded tapes, and the live voices of the flute and
the soprano, and try to put these two worlds in constant
communication: the relationship between them will reflect
the path of the man Hyperion, represented by a performer
on stage who will pass through a series of experiments
based on the confrontation between his body and the
space around him, between a man and his dreams, his
present and his dreamt future.

HERMESensemble & Muta Imago
Claudia Sorace | director
Jonathan Schatz | actor, dancer
Valérie Vervoort / Hanne Roos | soprano
Karin De Fleyt | flute
Juan Parra C. | electronics
HYPERION is a production of HERMESensemble and Muta
Imago in collaboration with Sagra Musicale Malatestiana,
Fondazione Romaeuropa, Music Theatre Transparant and
Orpheus Institute.

In the process of creating the electronic processing system,
selecting the orchestral recordings and reconstructing the
final timeline for the work, both the dramaturgical needs,
the logistic constrains and my own considerations when
approaching interpretation in live electronic music were
equal contributors in the decision making, reflecting
in the process of doing the work a similar journey to
the one travelled by Hyperion, confronting the limits of
interpretation understood from the roles of the composer,
instrument builder, and performer in electronic music
today.
Juan Parra C.
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Nietzsche6+1: The Weight of Music
[Documentation]

Between 1854 and 1874 Friedrich Nietzsche composed
a substantial number of musical works, including
fragmentary pieces for solo piano, several songs and even
a sketched opera. His activity as a composer remains
essentially unknown and his music pieces are rarely
performed. Moreover, they are usually considered, in the
best case, as juvenilia. Indeed, when Nietzsche decided
to be first a philologist, then a philosopher, he stopped
composing music. However, and beyond aesthetical
judgments, his musical compositions disclose a character
and a personality quite different from the far betterknown Nietzsche-the-philosopher. Nietzsche-the-composer
understands himself as a “medium”, an agent dominated
by transcendent powers of inspiration and creation
submitting him to pre-existing values; whereas Nietzschethe-philosopher was a destabilising constructor, the
inventor of new images of thought, the active operator of
a fundamental redefinition of values. For Nietzsche music
had the problematic potential of carrying an “oppressive
weight”—an expression he openly used to refer to one
of his compositions, and, later on, to Wagner’s music in
general. A weight he increasingly associated with the idea
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of “swimming”, to which he proactively opposed the notion
of “dancing”.
In this performance, in the Tanzquartier Wien, the ME21
Collective presented musical works by Nietzsche in
dialogue with fragments of his texts, exposing some of the
tensions between Nietzsche-the-composer and Nietzschethe-philosopher.

ME21 Collective
Paulo de Assis | concept and piano
Michael Schwab | text and voice
Marlene Monteiro Freitas | dancer
Valentin Gloor | voice
Juan Parra C. | live electronics
Lucia D’Errico | lights and video projection

Rasch11+1 Re-Notations

Diabelli Machines6: Materials

Re-Notations is a project that re-notates classical piano
masterpieces from a specific angle and with entirely
different aim from the original scores. Re-Notations focus
on the materiality and physical context of these works and
give us a specific perspective on these classical pieces, a
perspective that maps out the activity in space and time
of the physical materials involved: hands and fingers on
specific locations on the piano keyboard. Through this, the
intensity and density of the involved activity is revealed as
an overcrowded space of movements and entanglements.
Music seen from this perspective is constantly occupying
the same locations where actions keep folding each other,
repeating differences. A performance of spatiotemporal
multiplicity is disclosed. Each keystroke (depression) is
accounted for as a link between a spatial location on the
keyboard and a temporal axis. Exhausted location, excessive
quantity and interpenetration become the subject of this
notational act where the relationship between hands and
keyboard are put to the foreground. The ‘score’ becomes an
abstract, virtual, diagrammatic ‘recording’ of the actuality
of performance: a limited number of space-points are
occupied and activated in specific temporal order. Thus,
notation reverses its direction and becomes an active postperformance activity, not instructional but speculative,
reflective and itself performative.
EinarTorfi Einarsson

Diabelli Machines6: Materials is the first instantiation of the
Diabelli Machines that displays a specific conglomeration
of things outside the space of musical performance. Its
constitutive parts include facsimiles of Beethoven’s
sketches first and modern editions, musicological essays,
poetic texts inspired by it (Michel Butor), programme
notes, and the scores of the new compositions specifically
conceived for this project. Showing some of the things that
historically enabled the construction of the work called
Diabelli Variations, this installation aims at making the
notion of ‘manifold’ more tangible.
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Con Luigi Nono

Nietzsche6: The Weight of Music
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