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This new double CD album of the Sond’Ar-te Electric
Ensemble gathers a considerable number of works
by Porfuguese contemporary composers, either
commissioned by the ensemble or composed especially
for the ensemble, constituting an evident expression of
the group’s endeavour in encouraging the creation of new
music and its performance.

These two CDs not only group together pieces of
composers from different generations, born between
1939 and 1981, but also juxtapose diverse aesthetics,
in accordance with the multiple richness of Portuguese
contemporary music creation.

Following the group’s vocation and strategic mission most
of the recorded pieces include electronics; otherwise
the ensemble’s name would not be Sond'Ar-te Electric
Ensemble !
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1De Part et d’Autre (2011) -17:42
MicueL AZGUIME (1960)
Laurent Cunior - conductor; Sivia CaNcELA - fiute; Nuno PinTo - clarinet;
Viitor ViERa - violin; Fitipe QUARESMA - cello; ELsA SiLva - piano;
MicueL AzGuIME - live-glectronics; PAULA AZGUIME - sound design. Com-

missioned by the French Ministry of Culture.
Recorded live ot the Centro Cultural de Cascais, March 2014,

2um siléncio a somar-se ao siléncio (2010) -23:13
Tiaco CUTILEIRO (1967)
Laurent Cunior - conductor; Monika STReovA - fiute;
Nuno PiNTo - clarinet; SuzanNA LIDEGRAN - violin; NELSON FERREIRA - cello;
Joana Gama - piano; Jose GROSSINHO - live-electronics;
PauLa Azeuive - sound design.

Commissioned by the Lagos Municipality & Miso Music Portugal.
Recorded live at the Centro Cultural de Belém / Msica Viva Festival, September 2011.

3 Variagdes Sobre Glosa (2013) - 9:50
Antonio DE Sousa DIAS (1959)
LaurenT Cunior - conductor; Siivia CANGELA - fiute; Nuno PiNTo - clarinet;
Viror VieRa - violin; Fitipe QuaREsMA - cello; EsA Sitva - piano;
AnTONIO DE Sousa Dias - live-electronics; PAuLA AZGUIME - sound design.

Commissioned by the Sond’Ar-te Electric Ensemble.
Recorded live at the Centro Cultural de Cascais, March 2014.

4 but | have many friends, and some of them are
with me (2012) - 22:56
Bruno GABIRRO (1973)
GuiLLAUME BOURGOGNE - conductor; RAQUEL Liva - flute;
Nuno PINTO - clarinet; Suzanna LIDEGRAN - violin; FiLipe QUARESMA - cello;
Evsa Siva - piano; Bruno GaRro & Luis SoLpapo - live-electronics;
Pauta Azcuive - sound design.

Commissioned by the Sond"Ar-te Electric Ensemble.
Recorded live ot the Centro Cultural de Cascais, June 2012.
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1 ETRAS - cantos de sonhi ma - A Viagem (2009) - 1601
Cinpipo LIMA (1939)
JEAN-SEBASTIEN BEREAU - conductor; Monika STREOVA - fiute;
Nuno PO - clarinet; Suzanna LIDEGRAN - violin; Nuno Agreu - cello;
Hisako Hirata - piano; MicueL AzGuIME - electronics;
PauLa Azeuive - sound design.

Commissioned by the Mafosinhos Municipality.
Recorded live at the Centro Cultural de Belém / Mdsica Viva Festival, September 2009.

2Gdrgulas d’Arga(2013)- 11:15
AncELa LOPES (1972)
Laurent Cunior - conductor; Sitvia CNceLA - flute; Nuno PinTo - clarinet;
Viror Vieira - violin; FiLipe QuARESMA - cello; ELsA Sitva - piano;
AncELA LoPEs - electronics; PauLa AZeUVE - sound design.

Commissioned by the Sond‘Ar-te Electric Ensemble.
Recorded live ot the Centro Cultural de Cascais, March 2014,

3Pendulum (2012)-7:47
Rui PENHA (1981)
GuiLLAuME BourcoGNE - conductor; Sitvia CANCELA - fiute;
Luis Gowmes - clarinet; Suzanna LIDEGRAN - violin; NELSON FERREIRA - cello;
Joana Gama - piano; Rui PenHA - live-electronics;
Pauta Azcuive - sound design.

Commissioned by the Goethe-Institut Lisbon & Sond"Ar-te Electric Ensemble. Re-
corded live at the Goethe-Institut Lisbon / Mdsica Viva Festival, October 2012.

41In Limine (2011)-10:20
Ricarpo RIBEIRO (1971)
Franck Ot - conductor; Sitvia CANCELA - fiute;
Nuno PINTO - clarinet; SuzANNA LIDEGRAN - violin; NELSON FERREIRA - cello;
Evsa Siva - piano; GiterTo BERNARDES - live-electronics;
PauLa AzeuiMe - sound design.

Commissioned by the CIVILCASA & Sond’Ar-te Electric Ensemble.
Recorded live ot the Centro Cultural de Cascais, December 2011.

5Misica de cena para Santo Antdo (2012)-13:16
Antonio Cacas ROSA (1960)
GUILLAUME BOURGOGNE - conductor; RAQUEL Lia - flute;
Nuno PINTO - clarinet; Suzanna LIDEGRAN - violin; FiLiPE QUARESMA - cello;
Evsa Siva - piano; PauLa AzeUive - sound design.

Commissioned by the Sond’Ar-te Electric Ensemble.
Recorded live ot the Centro Cultural de Cascais, June 2012.

60 Siléncio e as Pedras (2003) - 10:45
Lufs TINOCO (1969)
JEAN-SEBASTIEN BEREAU - conductor; MONIKa STREOVA - fiute;
Nuno PiNo - clarinet; Suzanna LibEgran - violin; Nuno Asreu - cello;
Hisako Hiraa - piaino; JosE Luis FERReIRA - live-electronics;
PauLa Azeuive - sound design.

Commissioned by the Miso Music Portugal.
Recorded live af the Centro Cultural de Belém / Mdsica Viva Festival, September 2009.

detailed information about the works & composers at www.sondarte.com
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De part et d autre foi encomendada pelo Ministério da Cultura Francés a pedido do Ensemble
Court-Circuit, para fiauta, clarinete, violino, violoncelo, piano e electrdnica e utiliza como dnico
material um espectro harménico e sub-harménico, de certa maneira “resintefizado” ao longo
de foda a pega pelos 5 instrumentos.

Ao contrdrio de muifas das minhas obras nas quais, vérios modelos ou ob]emos 50N0r0S se
fransformam uns nos outros, uqul um mesmo e (nico 0h|ecfc & sujeifo a vrias mefamorfo-
ses. Diferentes olhares e ’ 0 uma viagem sem
retorno afravés os seus vdrios estados; sucessdo de eplsod\os em devir.

A electronica consfitui mais um componente do timbre do que um elemento aufénomo,
agindo ao nivel microscopico e macroscopico, seja no detalhe, seja como modelo de rep-

Tiea e .,

Adam Walanus

©
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um siléncio a somar-se ao siléncio (para flauta, clarinete, violino, violoncelo, piano e elec-
trénica) & como o nome sugere, ma pega sobre o siléncio - no o siléncio absoluto, aquele
que so existe em abstracto, mas o siléncio que se ouve quando parece ndo haver nada. Para
deixar de ouvir, afastomo-nos de uma fonte sonora e comegamos a perceber outras fontes
sonoras. A distaincia certa, todas as fontes sonoras comegam a misturar-se. Umas dissipam-se
mais que outras e fica um rumor distante, consistente e aparentemente confinuo. Cria-se uma
indefinicdo sonora mas que ndo deixa de ser som. Uma paisagem sonora gue, como a paisa-
gem visual, implica esfe distanciamento. Nada se reala claramente e o que fica & apenas o
que persiste quando se estd, aparentemente, longe demais. Mais do que uma auséncia de
50m 0 que se obtém & uma auséncia de comunicagdo - 0 som tornado ruido indisfinto. As
diferentes unidades sonoras fornam-se dificeis de identificar. Toda o *histéria” do que estd a
acontecer - a génese voluntdria ou involuntdria daquelas diversas unidades que, juntas, sdo
esfa pasta sonora distante - deixa de ser pertinente.

Em um siléncio a somar-se ao siléncio, 0 som deixa de ser um meio, um vefculo para uma
narrafiva (sejo do lodo de quem produz esse som, sejo do lado de quem o escuta), pora
se tomar um fim em si mesmo. Uma " pellculu de ruido branco, gerada pela electronica, &
somada g, e por, numa_progressgo quase imper-
cepfivel: seis seccdes caracterizadas por uma identidade fimbrica subtil - futti (com piano
focado por ebow); sopros e cordas; piano solo (focado com técnica tradicional e por ebow);
cordas e piano focado por cerdas?); sopros; fufti sem electrdnica (com piano tocado por
ebow). Ao longo desfa sequéncia nada estd a ser dito. E, por consequéncia, nada hd para
decifrar. E o siléncio do outro (do compusilor ou do ouvinfe?) a somar-se ao nosso siléncio
(do ouvinte ou do compositor?), se & que ainda haverd, entre ambos, neste género musical,
uma fdo grande distingao.

-0 chow & pequeno aoreho usado e i eéicas que i os ccrdas sem s o, -
duzmdo um som confinuo e constante. Aqui, frés sobre 0 cord

miohenlo Sonota muo dierenlada e el 6 G hacicond o nrumento

2 - As cerdas sdo usadas nos arcos dos instrumentos de corda friccionada. Aqui, elos sdo entrelacadas em
cordas especicas do piano, mals uma vez descaracterzando o seu imbre fraicional

D

De Part et d’Autre (2011)

Commissioned by the French Ministry of Culture

De part et d'autre for flute, clarinet, violin, violoncello, piano and electronics was commis-
sioned by the French Ministry of Culture af the request of the Ensemble Court-Circuit. The
piece employs as its unique material a harmonic and subharmonic spectrum, somehow
“resynthesized” throughout the piece by the five instruments.

Unlike many other of my works where | transform various models or sound objects info an-
other ones, in this case one and the same object is subject fo various metamorphoses. It
is fransformed from different points of view and perspectives, being submitted fo a journey
without return and passing through various stafes; a succession of progressing episodes.
The electronics constifutes yet another component of the timbre rather than an autonomous
element. It acts both at the micro and macroscopic level, either in terms of defail or as o
model of representation

um siléncio a somar-se ao siléncio (2010)

Commissi by the Lagos

pality & Miso Music Portugal
um siléncio a somar-se ao siléncio (for flute, clarinet, violin, violoncello, piano and electronics)
is, as the fifle suggests a piece about silence - not absolute silence, the one that exists only in
the abstract, but the silence that one hears when there seems fo be nothing. In order fo stop
listening we move away from one sound source as we begin to perceive other sound sources.
At a certain distance, all sound sources begin to blend. Some dissipate more than the ofher
ones, and what remains is a distant, consistent and apparently confinuous hum. One creates
asonorous identification, yef which doesn't cease fo be a sound; a soundscape, which, just as
avisual landscape, implies this distancing. Nothing is clearly emphasized, and what remains
is only what persists when one is apparently oo for away. What is achieved is rather the
absence of communication than the absence of sound - the sound is furned info a dim noise.
The different sound unifs become difficult to identify. The whole “story” of what is happening,
the voluntary or involuntary genesis of those diverse elements, which fogether constitute this
distant sound blend, cease o be pertinent.

In um siléncio @ somar-se ao siléncio, the sound is no longer a mean, a vehicle for a narrative
(either on the part of the one who pmduces this sound, or on the part of the one who listens
fo it), in order fo become an end in itself. A “layer” of whﬁe noise, generafed by the elec-
fronics, is added fo and by in an almost

progression: six sections characterized by a subtle timbric identity - fuffi (where the piano
is performed with ebow"); woodwinds and strings; solo piano (performed traditionally and
with ebow); strings and piano (performed with bristles?); woodwinds; fuffi without electronics
(with the piano performed with ebow). During this sequence nothing is o be said. And in
consequence, there is nothing fo decipher. If is the silence of the other (of the composer or
the listener?) added fo our silence (of the listener or the composer?), if there still is such a
great distinction between both of them in this genre of music.

1 - Ebowis o small device used in electric guitars, which friggers the sirings without fouching them, producing
a confinuous and constant sound. Here, three ebows are put on the piano strings creafing a surrounding sound,
quite different from the one resulting from the fraditional performing technique on this instrument.

2 -The bristles are used in the bows of sting instruments. Here, ey are infertwined with the piano’s parficular
sirings, once again changing is original fimbre.
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Variagdo sobre Glosa é uma obra que continua a explorago de um certo nimero de es-
fratégias de composicdo.

Uma delas, a ideia de “dedicatria infrinseca”: o ritmo global da obra encontra-se livremente
arficulado em tomo da transcrigiio em cédigo Morse dos nomes dos dedicatdrios, o que
explica a existéncia de trés secgdes maiores: |. Délicaf: Il. Joyeux e Ill. Avec ampleur.

Em seguida, a confinuacdo da explorac@o daquilo que chamaria operar com uma base de
dados musicais, donde o pleonasmo subjacente ao titulo, remefendo para diferentes tipos
e formas de variacGo em diferentes momentos histdricos, fornando a existéncia de tema
desnecessdria.

Dedicada @ Poula e ao Miguel Azguime com foda a amizade pelo cumplicidade ao longo

B G -

www.mic.pt

Nada existe por si e em si. £ afravés do Logos que todas as coisas se manifestom e Logos
& discurso - tudo existe em discurso e enquanto discurso, em relacto. Nos somos na forma
como nos relacionamos com os outros e com todas as coisas. A verdade ndo & o que quiser-
mos, é livre, sempre livre por ndo ser relativa a cada um de nds mas em relagdo connosco,
Se a tentarmos apreender escapa-se, e ficamos com a nossa verdade, aufista, isolada e dis-
sociada do outro, do mundo e da realidade - no limbo do ndo-agora

Agora...esse agora sem relacdo, vazio, & um ndo-agora prisioneiro de um agora sem passado
€ por isso mesmo sem futuro, 0 drama de ndo ser...agora € a confinua projecgdo da meméria
do passado no futuro - discurso mais uma vez... Logos.

Nada existe por si e em si.

Composta em 2012, para o Sond'Ar-te Electric Ensemble, esta peca pode ser definida como
um discurso de discursos para um discurso. A cada ideia, refirada de um discurso inicial,
foi dado o seu discurso proprio. Cada uma delas foi posteriormente reinserida, umas vezes
fragmentada outras ndo, no discurso inicial num processo de adaptac@o dindmica de todas

R Moo -

Matthieu Gauchet

©
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In Limine & dedicada a Paulo Martins

Variagbes Sobre Glosa (2013)

Commissioned by the Sond’Ar-te Electric Ensemble

Variagdo sobre Glosa is a work that continues the exploration of some personal strategies
in composifion.

One of them is the idea of “infrinsic dedication”: the work’s global structural thythm is freely
articulated around the Morse code franscription of the names, Paula and Miguel Azguime,
what explains the existence of three major sections: 1. Délicat; Il. Joyeux and Ill. Avec ampleur.
Then, there is also the exploration of what | mean by operating with a musical database.
This explains the underlying pleonasm of the fitle, referring to different types and forms of
variation in different historical moments, where the existence of theme becomes unnecessary.
The work is dedicated fo Paula and Miguel Azguime, with all the friendship, for the support
along these years.

but I have many friends,
and some of them are with me (2012)

Commissioned by the Sond’Ar-te Electric Ensemble

Nothing exists in itself and on ifs own. It is through Logos that all things express themselves
and Logos s discourse - all exists in discourse and as discourse, in relation. We are, in the way
we relate with the others and with all things. The truth is not what we want, it is free, always
free, for not being relative o each one of us, buf rather being in relation with all of us. If we
ry to apprehend i, it will fode away and we shall remain only with our own fruth, autistic,
isolated and separate from the other, the world and the reality - in the limbo of the not-now...
Now... this “now” with no relation, empty, is a not-now prison of a now with no past and,
consequently, no future, the drama of "not fo be" ... now is the continuous projection of the
memory of the past info the future - once again discourse... Logos.

Nothing exists in ifself and on ifs own

Written in 2012 for Sond‘Ar-te Electric Ensemble, this piece can be defined as a discourse of
discourses for a discourse. Every idea, withdrawn from an initial discourse, has been given ifs
own discourse. Each one of them was then reinserted, sometimes in fragments other times
not,in the initial discourse within a process of dynamic adapting of all the parts,

In Limine (2011)

Commissioned by CIVILCASA & the Sond"Ar-te Electric Ensemble

In Limine s dedicated fo Paulo Marfins
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Da tonalidade grega do termo etras, da solefracGo de vocdbulos do acronimo ETRAS.
(novas técnicas digitais associadas s técnicas tradicionais da mecanica), ou de palavias
lidas ao confrdrio, como son d‘ar-fe, ds sonoridades de efnias africanas, amazénicas, do
sul-asiico ou do extremo-oriente da expressdo cantos de sonhi ma, hd uma longa viagem
para a imaginaggo de cada um,

"Era uma vez....", assim poderia comegar, por exemplo, uma histéria sobre um cidadao
andnimo dos mares ou dos bosques de Matosinhos (nome da cidade que o compositor
fransformou no anagrama do subfitulo canfos de sonhi maf), viojante e navegador, que viveu
com indios, maias ou aztecas, com zulus, hindus ou mongdis. Uma princesa lendria poderia
entrar nas conjecturas do compositor e do ouvinte, imaginando-a com esses navegadores
(as invencdes musicais de sonoridades da liferatura brasileiral). A Viagem, o subfitulo de
sonaridade cinematogréfica, simblico e o descritivo coabitam, dirige-se a qualquer ouvinte
ou espectador.

Numa leitura menos alegérica enconfram-se, no inferior do fitulo e dos dois subfitulos, em
combinacdes de sflabas e letras, amigos viajantes pelas aventuras da mdsica porfuguesa. A
margem dos histdrias que cada um quiser inventar, no seu interior encontram-se a génese
e 0 mofor desta mdsica, em homenagem aos inférpretes da obra e as gentes de Matosinhos,
do Norte e das terras de navegadores. Mas um motor real percorre a obra inteiral Com efeito,
o0 longo da obra 0 som do mofor de um avido envolve a obra, ora na sua forma original, ora
sob forma letdrgica (ao longe) ora sob a forma metaférica (fransfigurado em orquestra en-
volvendo o grupo insfrumental ao vivo).A gravacgo desse som foi realizada a partir do interior
de um avido Porto-Paris, no Aeroporto do Porto, minutos antes da partida, com a colaboracdo
da compositora Angela Lopes.

A obra resulta de uma encomenda da Cdmara Municipal de Matosinhos, em 2008, por pro-
posta do compositor Miguel Azguime, a quem é dedicada, bem como ao Sond'Ar-fe Electric
Ensemble, e cinda ao Dr. Manuel Dias da Fonseca (Assessor Cultural) e ao Dr. Fernando
Rocha (Vereador da Culfura). A obra, dirigida por Jean-Sébastien Béreau, foi estreada, em
2009, no Centro Cultural de Belém. No quadro do Festival Mdsica Viva.

A

o L8

wwwmic.pt

Esta obra & uma encomenda do Sond'Ar-fe Electric Ensemble e tem como formagdo insru-
mental flauta (em d6 e em sol), clarinete (em sib, em mib e clorinete baixo), violino, violon-
celo, piano e eleciroacdstica.

Gdrgulas (ou desaguadouros), sdo a parte saliente dos calhas de telhados que se destinam
a escoar Gguas pluviais, e que, na Idade Média, eram omadas com figuras monsiruosas,
humanas ou animalescas. Originalmente do francés Gargouille, palavra representando o
gorgolejante som da dgua. Como o som que guardo na memdria (e em gravagdo) de um
pequeno riacho que corre por entre pedras, ervas e arbustos, num vale em forma de gar-
ganta, na serra de Arga, norte de Viana do Castelo. Paisagem idilica que tive o oportunidade
de conhecer aquando de gravacBes para a obra Mdsicas de Villaiana-coros ocednicos do
compositor Candido Lima. E daqui que nasce a ideia do fitulo. De uma atmosfera, de um som,

F

ETRAS - cantos de sonhi ma - A Viagem (2009)

Commissioned by the Matosinhos Municipality

From the Greek tonality of the term efras, from the spelling of the acronym’s words, E.TRAS.
(new digital techniques associated wifh traditional mechanic techniques), or from words
read backwards, as son d‘ar-e, fo the sonorifies of African or Amazonion ethnicities, of the
Asian South or the Far East, of the expression cantos de sonhi ma, there is a long journey
for everyone’s imagination,

“Once upon a fime...”, thus could begin, for example, a story of an anonymous citizen from
the seas or the woods of Matosinhos (a city name, which the composer transformed info
an anagram of the subfitle canfos de sonhi mal): traveller and navigator, who lived with
the Indians, Mayas, or Aztecs, with the Zulus, Hindu, or Mongols. A legendary princess could
enter the composer's and listener's conjecture, imagining her with the navigators (the musi-
cal inventions of Brozilian literature’s sonorities!). The Journey (A Viagem), the sublitle with
cinematographic sonority where the symbolic and descriptive cohabit, is directed to any
listener and spectator.

In a less allegoric interprefation one can find in the inferior of the fifle and the two subfifles,
within the combinafions of syllables and lefters, some friends traveling throughout the adven-
tures of Portuguese music. On the margin of the stories, which each one wishes to invent, in
its interior one can find the genesis and engine of this music, in homage fo its performers
and the people of Matosinhos, from the North and from the lands of the navigators. Yet a
real engine crosses the entire work! In facf, throughout the whole work @ sound of a plane
engine engages it, either in its original form, or in a more lethargic fashion (in the distance),
or rather metaphorically (fransfigured in an orchestra, involving the live instrumental group)
The recording of this sound was realised inside a plane, Porto-Paris, at the Porto Airport, some
minutes before the departure, in collaboration with the composer Angela Lopes.

This work results from a i by the i i in 2008, proposed by
the composer Miguel Azguime, fo whom it is dedicated. It is also dedicated fo the Sond'Ar-fe
Eleciric Ensemble, and fo Dr Manuel Dias da Fonseca (Cultural Advisor) and to Dr Fernando
Rocha (Councillor of Culture).The work, conducted by Jean-Sébastien Béreau, was premiered
in 2009 ot the Belém Arts Centre during the Misica Viva Festival,

Gdrgulas d’Arga (2013)

Commissioned by the Sond’Ar-te Electric Ensemble

This work was commissioned by the Sond Arfe Flectric Ensemble and has as s insfrumental
sef, flufe (in C and G), clarinet (in B-flat, in E-flat and bass clarinet), as well as violin, cello,
piano and electronics.

Gargoyles (or spillways) are the projecting rain gutters infended fo drain rainwater, which in
the Middle Ages were ornamented with sculptures of monstrous, human or fantasfic crea-
fures. Originating from French, Gargouille, this words represents the gurgling sound of wafer,
just as the sound that | keep in my memory (and recordings), of a small stream that runs
between stones, herbs and shrubs, in a canyon-shaped valley, at Serra d'Arga, North of Viana
do Castelo. An idyllic landscape that I had the opportunity to explore and get to know during
the recordings for the work Mdsicas de Villaiana-coros ocednicos by Candido Lima. This is
where the idea for the fitle comes from: an atmosphere, a sound, and a perfume, from a



de um perfume, de um Eden ferrestre.

Sem programa pré-concebido, a obra ussema na mumpu\ucuo de intervalos que se opdem,
anulam, repelem, fundem, em em formagdes
harménicas ora simples e complexas, ora cu\mos € exfremas, em torno de centros de atrato
e repulsa, de regisfos e de dindmicas, em volta de intervalos privilegiados como centros
polarizadores. Assim, a ideia exiramusical, a Ggua e a atmosfera @ sua volta e & volta dos sim-
bolismos das gdrgulas, da serra e das suas sinuosas configuragGes, vio estruturando o fluir
do tempo e o fluxo da forma, e assim nascem a harmonia, o fimbre e as sonoridades orques-
fral e electronica, o ritmo e o tempo, as densidades e o espaco, ora compacto, ora eldstico.

A orquestragdo electroacstica provém de quatro fontes: sons de uma pequena cftara (para
0 ensino da mdsica da Alemanha de Leste), sons de piano e de vibrafone, e ainda sons
de dgua desse lugar paradisiaco da serra d’Arga. Sons em eco(s) como 0s ecos dos vales
d'Arga, grdos sonoros em longos delays, num confinuum, e em camadas, sons de vozes
reverberantes, flashs, sinos longinguos, ostinati encantafdrios. Gesfo englobado colorido pelo
aparecimento dos sons de piano, vibrafone e pela dgua de Arga. Contrastes de espessuras, de
inensidades e de registos. Gestos ora tumultuosos, ora calmos, ora dramdticos, ora poéticos
como as dguas da serra, que combinam e arficulam com os cinco insfrumentos actsticos

de Gdrgulas d'Arga.

wwwmic.pt
tuipenha.pt

pendulum - para fiauta, clarinete baixo, piano, violino, violoncelo, video e electrénica em
fempo real - € um estudo sobre a espacializaco dindmica enquanto elemento primordial
do processo de composicdo. Nesta peca, é explorada a co-geracao do gesto espacial, fanto
visual como auditivo, e da morfologia do gesto musical a partir de movimentos dindmicos.
Modelos fisicos de péndulos simples, péndulos de ondas, sistemas gravifacionais com muifos
corpos e sistemas eldsticos sdo utilizados para gerar um video que é projectado durante a
performance. Este video & confrolado em tempo real pelo pianista e os movimentos nele
veiculados controlam, por sua vez, fanto a espacializagdo como a morfologia dos gestos
musicais.

Para que um dado gesto veicule eficazmente uma infencdo, o seu movimento - em qual-
quer espaco, do fisico ao espectral, passando pelo femporal - deverd ser acelerado. A gravi-
dade da terra serd cerfamente o fonte de aceleragdo que nos & mais familiar, exercendo a
sua forca sobre 0 nosso corpo e sobre 0s corpos que nos rodeiam desde que nascemos.
Quando um maestro traduz em movimentos instrucdes sobre tempos e gestos musicais, por
exemplo, a percepedo da relagdo do seu gesto com a gravidade ferrestre & um elemento
importante na inferpretago do mesmo. E também comum ver instrumentistas a suspender
0 seu movimento no ar duranfe uma suspensdo musical ou a precipifar-se num movimento
descendente para interpretar um sforzando. Estes movimentos sGo muitas vezes tecnica-
mente desnecessdrios, mas ajudam a preparar e a ilustrar uma intengdo musical.
pendulum procura entdo uma resposta para algumas questoes muito simples: podemos ouvir
a gravidade? podemos ouvir a fricgGo?

(1981)

© Ticiano Rocha

paradise on the Earth.

Without a pre-conceived program, the work is based on the manipulation of intervals that
oppose, override, reject and merge, in combinations of sounds, within harmonic formations
that are both simple and complex, as well as calm and extreme, around centres of aftrac-
tion and repulsion, of ranges, intervals, pitches and dynamics, around privileged intervals
as polarizing centres. Therefore, the extra-musical idea, the water and atmosphere around
it and around the symbolism of gargoyles, the mountains and their twisting configurations,
structure the fiow of the time and the form. And thus arise, the harmony, the timbre and the
instrumental and electronic sonorities, the thythm and the time, the densities and the space,
either compact or elastic.

The electronics originates from four sources: the sounds of a small zither (used in music
education in East Germany), as the main source, sounds of piano and vibraphone, and even
‘water sounds from the idyllic place at Serra d"Arga; echo(s) as the ones from the Serra d’Arga
valleys: grains of sounds in long delays, in continuum, and in layers; reverberating sounds of
voices; flashes; far-away bells; enchanting ostinafi. A colorful gesture is encompassed by the
emergence of the sounds of the piano, vibraphone and the Serra d"Arga water. These gestures,
which are either fumultuous or calm, dramatic or poetic, just like the waters of the mountain,
are combined and articulated in a free and controlled counterpoint within the electronic and
acoustic sounds of Gdrgulas d’Arga.

Pendulum (2012)

Commissioned by the Goethe-Institut Lisbon & the Sond"Ar-te Electric Ensemble

pendulum - for flute, bass clarinet, piano, violin, violoncello, realtime video and electronic
sounds - is a sfudy on dynamic spafialization as a primordial source of the compositional
process. This piece explores the cogeneration of the spatial gesture, both visual and audi-
tory, and of the musical gesture’s morphology using dynamic movements. Physical models of
simple gravity pendulums, pendulum waves, gravitational systems with multiple bodies and
elastic systems are used fo generate a video that is projected during the performance. This
video is controlled in real time by the pianist and the movements it shows, in turn, control both
the spatialization and the morphology of the musical gestures.

In order fo perceive a gesture - in any space, from physical space fo spectral space and
also including fime - as conveying an intention, it requires movement with some sort of ac-
celeration. The Earth’s gravity is certainly the source of acceleration that is most familiar to
us, permanently exerting its force on our body and everything that surrounds us from the
moment we are born. When a conductor conveys musical gestures and times using physical
movements, the perception of the relation befween gravity and a conductor’s gesture plays
a major role on the musicians’ interpretation of it. It is olso very common fo see musicians
freezing their motion during a musical infoa
sforzando, movements that are sometimes not Iechnmul\y necessury but help to prepare and
convey a musical infention.

pendulum was thus conceived as a response fo some very simple questions: can we hear
gravity? can we hear friction?
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Inspirada no texto dramdtico de Gustave Flaubert La Tentation de Saint Antoine (que se refere
a Santo Aniio do Egito, também conhecido como Santo Aniio Anacoreta ou ainda Anténio
do Deserto, fundador do monaquismo cristtio, e que viveu em 251 e 356), esfa pega ndo
procura ilustrar musicalmente a trama propriamente dita da obra de Floubert. Reporta-se sim
a rés locais onde a acgdo da peca teatral tem lugar que, como todos os cendrios descritos
por Flaubert, se encontram animados por uma vida propria e eloguente. Temos assim frés
quadros, como uma suife - a cidade de Alexandria, a montanha de Colzum (perto de Suez) e
0s rochedos em forno dos monsros marinhos que surgem no final da pega - que servem de
argumento & exploracdo de elementos musicais puros e que, sucintamente, se sucedem na
seguinte ordem de relevo: timbre, melodia e ritmo.

LUSTheRD

wwwmic.pt
finocoluis.com

0 Siléncio e as Pedras foi escrifa em resposta a uma encomenda da Miso Music Portugal
A peca é dedicada ao Sond'Ar-te Electric Ensemble, que fez a sua estreia, em Dezembro
de 2008.

Para a sua composicto usei a instrumentacto base do Sond'Ar-te (flauta, clarinete, piano,
violino, violoncelo) e um conjunto de blocos de granifo, combinados com sons pré-gravados
& meios electrdnicos em tempo real.

Contei, ainda, com o precioso apoio de José Lus Ferreira, na assisténcia informdtica musical.

© Nuno Ferreira Santos

()

0 chdo estd cheio de insectos

que se confundem com as alfarrobas;
56 sei deles ds quatro da farde
quando fazem a sombra falar.

()
Néo hé tempo para os grilos;
ndo hé dgua no barro

nem mangueiras o sol.

S6 o siléncio e as pedras

€ a areia nas maos.

Jodio Tinoco, Tempo Redondo, ed. Umeiro

Mdsica de cena para Santo Antdo (2012)

Commissioned by the Sond’Ar-te Electric Ensemble

Inspired in Gustave Flaubert's theatre text, La Tentation de Saint Anfoine (referring o Saint
Anthony of Egypt, also known as Saint Anthony Anchorite or Anthony of the Desert, founder of
Christian monasticism, who lived between 251 and 356), this piece doesn't aim fo illustrate
musically the plot as such, of Flaubert's work. It rather refers to the three places where the
theatrical piece’s action fakes place. As all sceneries described by Flaubert, these places are
animated by their very own and eloquent life. And so we have three "pictures” in form of
a suite - the City of Alexandria, Mount Colzum (close to Suez), and the rocks around the
sea monsters, which appear in the piece’s final. They serve as an argument to explore pure
musical elements, which succeed, succinctly, in the following order of appearance: fimbre,
melody and rhythm.

0 Siléncio e as Pedras (2008)

Commissioned by Miso Music Portugal

0 Siléncio e as Pedras was written in response fo a commission by Miso Music Portugal. The
piece is dedicated fo the Sond’Ar-te Electric Ensemble and it had its premiere performance
in December 2008,

For the composition | used the Sond"Ar-te’s core instrumental set (flute, clarinet, piano, violin
and violoncello) and a set of granite blocks, combined with prerecorded sounds and live
electronics.

In terms of computer music ossistance | relied on the precious support of José Lufs Ferreira.

(..)

The ground is filled with insects
as if they were carob beans;
Tonly see them at four o”clock
when in the afternoon shade
they make it start to falk...

()
There is no fime for the crickets;
No water in the clay

nor rubber hoses drying in the sun.
Only silence and sfones

and sand filling my hands.

(trad. Yvette K. Centeno)
Jodio Tinaco, Tempo Redondo (Round Time), ed. Ulmeiro
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