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XV BIMESP 2024 

Bienal Internacional de Música Eletroacústica de São Paulo 
Realização: Studio PANaroma de Música Eletroacústica da Unesp   –   Direção Artística / Curadoria: Flo Menezes 

De 2 a 16 de outubro de 2024 

A Bienal Internacional de Música Eletroacústica de São Paulo (Bimesp), um dos mais importantes eventos do gênero no mundo, teve sua primeira 
edição em 1996 e foi criada pelo compositor Flo Menezes à frente do Studio PANaroma de Música Eletroacústica da Unesp. 

Estruturada em “Concertos-Painel”, a Bimesp traz a público obras significativas do repertório internacional da música eletroacústica, cobrindo os 
mais de 70 anos do gênero, desde seus primórdios ao final dos anos 1940 (com o advento da musique concrète francesa em 1948 e da elektronische 
Musik alemã em 1949). 

A Bimesp é realizada com o PUTS – PANaroma/Unesp: Teatro Sonoro –, a orquestra de alto-falantes do Studio PANaroma, composta, para esta 
edição do festival, de 52 alto-falantes distribuídos por todo o teatro. O PUTS foi fundado em 2002 por Flo Menezes, com apoio FAPESP (Fundação de 
Amparo à Pesquisa do Estado de São Paulo), e é um dos mais sofisticados dispositivos tecnológicos de difusão eletroacústica no mundo. 

Em sua 15a edição, a Bimesp comemorará os 30 anos de existência do Studio PANaroma, principal centro de produção, pesquisa e ensino na área na 
América Latina, e será realizado em parceria com o SESC Pompeia, onde se realizarão os dois concertos de encerramento do festival. Nesses 
concertos, 3 obras da história do Studio PANaroma, de autoria de seu fundador e Diretor, Flo Menezes, serão levadas a público, todas detentoras 
de importantes prêmios de composição, além da obra histórica Mikrophonie I, de Karlheinz Stockhausen, e da estreia mundial de obras para piano-
MIDI, realizadas dentro de um Projeto Temático com apoio FAPESP. 

Para esta edição especial, a Bimesp contará com a ilustre presença de compositores convidados internacionais: Annette Vande Gorne, da Bélgica; 
Hans Tutschku, da Universidade de Harvard; Daniel Schachter, da Argentina; e Robert Normandeau, do Canadá. Além disso, o evento fará 
homenagem póstuma ao grande Mestre da Música Acusmática Francis Dhomont (1926-2023), que nos deixou em dezembro de ano passado. 

              Flo Menezes 
• 17 concertos com obras eletroacústicas acusmáticas e mistas, celebrando os 30 anos do Studio PANaroma. 
• ao todo 91 obras eletroacústicas, em grande parte realizadas no Studio PANaroma. 
• Concertos e palestras de 4 compositores convidados internaconais. 
• Workshops com o compositor Robert Normandeau sobre o programa de espacialização sonora imersiva SpatGRIS. 
• Concerto especial em homenagem póstuma ao grande compositor Francis Dhomont (1926-2023). 
• Painel dos Países enfocando a Argentina e a Suécia. 
• 2 concertos de música mista realizados no SESC Pompeia. 
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XV BIMESP 2024 
Bienal Internacional de Música Eletroacústica de São Paulo 
International Biennial for Electroacoustic Music of Sao Paulo 
 
30 anos do Studio PANaroma / 30 years of the Studio PANaroma 
 
Realization: Studio PANaroma de Música Eletroacústica da Unesp 
Co-realization: SESC Pompeia 
Artistic Direction: Flo Menezes 
From 2 to 16 October, 2024 
 
 
O que é a Música Acusmática? (por Annette Vande Gorne) 
 
A Música Acusmática baseia-se em instrumentos eletroacústicos de estúdio e na escritura dos sons sobre suporte (como no caso de 
um filme sem imagem), visando dar forma a uma música feita de sons naturais, sintéticos ou “metamorfoseados" pela tecnologia que 
lhes confere uma arquitetura, uma intensidade, uma textura, uma cor específica. Compostos para orientar a escuta por si só, tais sons 
constituem um universo espaço-temporal esculpido pelo compositor e destinado a ganhar vida na memória e no imaginário do 
ouvinte. Para escutar a Música Acusmática, portanto, é aconselhável mergulhar nesse espaço sonoro oferecido à representação 
mental do ouvinte, com olhos semicerrados e em suave penumbra, cercado por uma floresta de alto-falantes densa o suficiente para 
enaltecer os relevos espaciais e os movimentos sonoros, dos sons mas sutis aos mais estrondosos. 
[Tradução de Flo Menezes] 
 
 
 
 

What is Acousmatic Music? (by Annette Vande Gorne) 
 

Acousmatic Music is based on electroacoustic instruments of an electronic studio and on a scripture (writing) of sounds on a fixed 
medium (like that of a film without an image) to give shape to a music made of natural, synthetic or "metamorphosed" sounds by the 
technology, which gives to them an architecture, an intensity, a texture, a specific color. Composed to guide listening alone by itself, 

these sounds constitute a spatio-temporal universe sculpted by the composer and destined to come to life in the memory and 
imagination of the listener. To listen to Acousmatic Music, it is therefore preferable to immerse yourself in this sound space offered 

to the listener's mental representation, with the eyes half-closed in a soft twilight, surrounded by a forest of loudspeakers dense 
enough to highlight the spatial variations and sound movements from the smallest to the most thunderous sounds. 
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PROGRAMAÇÃO GERAL 
 
Concerto 1 – Painel do Studio PANaroma 1 
2 de outubro, 18h 
 
Paulo ZUBEN: Labirintos circulares (1997-98) – quadro; 8’27” 
Ignácio de CAMPOS: TEXTVM (2000-01) – stereo; 12’54” 
Giovanni PORFÍRIO: Dias de um céu tal qual a noite (2020-21) – stereo; 9’12” 
Rodrigo MEDEIROS: Geosphaera (2023) – octo; 12’50” 
Gustavo ARIMA: In loco d’ogne luce muto (2020) – 16 canais; 14’56?” 
 
__________________ 
 
Concerto 2 – Painel Histórico 1 (Composição Verbal-Eletroacústica) 
2 de outubro, 20h 
 
Karlheinz STOCKHAUSEN: Gesang der Jünglinge (1955-56) – quadro; 13’ 
Jonathan HARVEY: Mortuos plango, vivos voco (1980) – octo; 9’08” 
Herbert EIMERT: Selektion I (1959) – quadro; 19’ 
Ricardo MANDOLINI: Poema reiterado (1983) – stereo; 10’51” 
Luciano BERIO: Visage (1961) – stereo; 21’ 
 
__________________ 
 
Concerto 3 – Painel do Studio PANaroma 2 
3 de outubro, 18h 
 
Vinícius NAKA: Dust (2022-23) – stereo; 9’16” 
Gabriel XAVIER: Astrolábio (2024) – octo; 8’17” 
George ALVESKOG: Zero (2011) – octo; 7’ 
Sérgio ABDALLA: Uma variedade do lixo (2011) – octo; 8’37” 
Vinicius BALDAIA: intra-homeorrese; Homeostase (2022-23) – octo; 10’20” 
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Concerto 4 – Painel do Personagem 1: Annette Vande Gorne 
3 de outubro, 20h 
 
 
• Haïku (2016-20) – 16 canais; duração total: 57’16” [com projeção de imagens] 

1 Jour de l’an [New Year’s Day] [1/2] (2020); 4’39" 
1 Feux d’artifice (d’après Debussy) [Fireworks (After Debussy)]; 4’39” 

2 Printemps [Spring] (2016); 8’02” 
2 Jeux d’oiseaux [Bird Games]; 2’55” 
3 Jeux d’eau [Water Games]; 2’24” 
4 Jeux d’enfants [Children’s Games]; 2’40” 

5 Été [Summer] (2018-19); 11’24” 
5 Jeux d’insectes lancinants [Nagging Insect Games]; 2’45” 
6 Songe d’un après-midi d’été [A Midsummer Afternoon’s Dream]; 5’06” 
7 Voyage immobile [Motionless Journey]; 1’24” 
8 Danse folle des feux follets [Witty Dance of The Wisps]; 1’55” 

9 Automne [Autumn] (2019-20); 13’03” 
9 Jeux mécaniques [Mechanical Games]; 4’36” 
10 Jeux étendus, brouillard [Extensive Games, Fog]; 2’53” 
11 Jeux fragmentés, feuilles d’automne [Fragmented Games, Autumn Leaves]; 2’34” 
12 Jeux répétés [Repeated Games]; 2’54” 

13 Hiver [Winter] (2016-18); 14’07” 
13 Jeux de pas sur la neige [Footsteps on The Snow]; 2’15” 
14 Jeux monotones [Monotonous Games]; 3’58” 
15 Jeux de grains au coin du feu [Games of Grains by The Fire]; 3’12” 
16 Jeux de sons [Sound Games]; 4’30” 

17 Jour de l’an [New Year’s Day] [2/2] (2020); 5’56” 
17 Jour de fête [Celebration Day]; 5’56” 

INTERVALO 
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• Vox Alia II «Cathédrales» (2021) – 16 canais; duração total: 13’33” 
Alleluia; 2’16” 
Danse sacrée; 2’18” 
Requiem; 4’37” 
Transe; 2’05” 
Figures tutélaires; 2’17” 

• Vox Alia III «vox intima» (2022-23) – 16 canais; 9’12” 
• Vox Alia IV «vox populi» (2023) – 16 canais; 29’28” 
 Realização de todas as obras: Studios Métamorphoses d’Orphée, de Musiques & Recherches, Ohain, 
Bélgica 
 
 
__________________ 
 
 
Concerto 5 – Obras acusmáticas de Flo Menezes e de Alex Buck 
4 de outubro, 18h 
 
Flo MENEZES: Cahier de sons (2020) – octo; 19’42” 
Alex BUCK: Screaming Trees (2019) – stereo; 8'06” 

1º prêmio – Musica Nova International Competition of Electroacoustic Music; 
1º prêmio – Musicworks Electronic Music Composition Contest, MusicWorks Magazine. 

Flo MENEZES: Hymnus – il cielo andrà verso il fondo (2020) – 16 canais; 16’41” 
Alex BUCK: Otherness (2023) – stereo; 8'28” 

1º prêmio – 25th Música Viva International Electroacoustic Music Competition, Miso Music 
Portugal. 
Flo MENEZES: Perpetui decoris structura (2022) – 16 canais; 10’32” 
 
__________________ 
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Concerto 6 – Painel do Personagem 2: Hans Tutschku 
4 de outubro, 20h 
 
• Remembering Japan (parte 1) (2016) – 16 canais; 10’ 
 Realização: Studio PANaroma; dedicada a Flo Menezes 
• La joie ivre (2002) – stereo; 10’24” 
 Realização: Klang Projekte Weimar 
• Provenance – émergence (2022) – 24 canais; 18’45” 
 Realização: Harvard University Studios for Electroacoustic Composition & GRM Paris 

INTERVALO 

• ...erinnerung... (1996) – quadro; 10’10” 
 Realização: Akademie der Künste Berlin 
• Firmament – schlaflos (2010) – 16 canais; 20’25” 
 Realização: Harvard University Studios for Electroacoustic Composition 
 
__________________ 
 
Concerto 7 – Painel do Personagem 3: Francis Dhomont (1926-2023) in memoriam 
5 de outubro, 18h 
 
• Forêt profonde (1994-96) – stereo; 58’32” 

1: Chambre d’enfants, 2’49” 
2: À l’orée du conte, 5’10” 
3: Chambre interdite, 4’26” 
4: Il cammin di nostra vita, 6’43” 
5: Les enchantements de l’imagination, 3’58” 
6: Antichambre, 3’18” 
7: La muraille d’épines, 7’32” 
8: Chambre des ténèbres, 2’27” 
9: Forêt furieuse, 8’47” 
10: Musique de chambre, 2’26” 
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11: Sortilèges, 4’14” 
12: Chambre de lumière, 2’03” 
13: Fantasme, mode d’emploi, 4’08” 

 Difusão eletroacústica: Flo Menezes 

 

INTERVALO 

 
• Frankenstein Symphony (1997) – stereo; 63’49” 
 1 Movimento: Allegro, 16’41” 
 2 Mov.: Andante, 15’35” 
 3 Mov.: Scherzo (giocoso), 14’30” 
 4 Mov.: Finale, 16’41” 
 Difusão eletroacústica: Hans Tutschku 
 
__________________ 
 
Concerto 8 – Painel do Studio PANaroma 3 
7 de outubro, 18h 
 
Gabriel LEMOS: O humanismo é uma máquina interrompida (2016-17) – quadro; 6’22” 
Rodolfo VALENTE: Espectro jasmim (2012) – octo; 11’23” 
Franciele LIMA: Ciclo d’água (2022) – stereo; 7’48” 
Thommaz KAUFFMANN: Colapso (2019) – octo; 12’49” 
Obra coletiva: Angularis (2014-15) – octo; 22’52” 
 Compositores: Tiago GATI; Julian MAPLE; George ALVESKOG; Ariel OLIVEIRA; Alex BUCK 
 
__________________ 
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Concerto 9 – Painel do Personagem 4: Daniel Schachter & Painel dos Países 1: Argentina 
7 de outubro, 20h – curadoria e difusão eletroacústica: Daniel Schachter 
 
Claudio LLUAN: Memoria de la piedra (2013) – octo; 8’10” 
Enrique BELLOC: O mors inevitabilis (2005) – quadro; 5’16” 
Gabriel DATA: Otoñal (rev. 2024) – octo; 6’46” 
Dante GRELA: Encuentros mágicos (rev. 2024) – octo; 11’39” 

INTERVALO 

Obras de Daniel SCHACHTER: 
• Lineas y puntos de otro tiempo – Sin Tiempo IV (rev. 2017) – quadro; 8’56” 
• Como un mar de hierro – à B.F. (2017) – octo; 8’45” 
• VorteXpiral (2023) – octo; 9’59” 
• Tiempo Frágil – Sin Tiempo V (2014) – octo; 10’39”  
 
__________________ 
 
Concerto 10 – Painel do Studio PANaroma 4 
8 de outubro, 18h 
 
Karen ROCHA: O rito dos ancestrais (2022) – quadro; 13’01” 
Régis FRIAS: Eletroacústica s/ título (2008) – stereo; 11’ 
Sérgio KAFEJIAN: Interioração (1999-2000) – stereo; 10’14” 
 Realização: Studio PANaroma & GMEB de Bourges, França 
Flávio MONTEIRO: Claustrofolie (2021) – stereo; 12’21” 
Aquiles GUIMARÃES: Nanquim (2011) – quadro; 9’55” 
 
__________________ 
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Concerto 11 – Painel do Personagem 5: Robert Normandeau 
8 de outubro, 20h 
 
• Spleen (1993) – 24 canais; 15' 
• Tunnel azur (2016) – 24 canais; 13' 
• Le ravissement (2021) – 24 canais; 15' 
 
__________________ 
 
Concerto 12 – Painel do Studio PANaroma 5 
9 de outubro, 18h 
 
Marina FIGUEIRA: A jangada (2023-24) – stereo; 6’06” 
Bruno SCHMITT: Arché (2023) – octo; 7’04” 
Gustavo VELLUTINI: Troço (2021) – stereo; 11’26” 
Luciano GARCEZ: Refulgere urbem (1996-97) – quadro; 6’46” 
Tiago GATI: Transe (2024) – octo; 13’04” 
 
__________________ 
 
Concerto 13 – Painel Histórico 2 
9 de outubro, 20h 
 
Bernard PARMEGIANI: Entre-temps (1992) [da “Trilogie Plain-Temps”] – stereo; 22’32” 
Denis SMALLEY: Wind chimes (1987) – stereo; 15’10” 
Jorge ANTUNES: Vitraux MCMXCV (1995) – stereo; 19’22” 
Horacio VAGGIONE: Agon (1998) – stereo; 8’41” 
Karlheinz STOCKHAUSEN: Kontakte (1958-60) [versão sem instrumentistas] – quadro; 34’ 
 
__________________ 
 



 11 

Concerto 14 – Painel dos Países 2: Suécia 
10 de outubro, 18h – curadoria da SEAMS (Society for Electroacoustic Music in Sweden) 
 
Hans PARMENT: Dive (2024) – mono; 5’52’’ 
Jens HEDMAN & Paulina SUNDIN: Movements (2024) – 7.1.2; 12’28’’ 
Lars BRÖNDUM: Infinite Mass (2023) – surround 5.1; 9’06’’ 
Pär JOHANSSON: The Secret Lives of Machines (2020) – octo; 8’32’’ 
Lars HÖJERDAHL: Med Memor (2023) – stereo; 14’07’’ 
Girilal BAARS: Trioxia (2023) – ambisonic (HOA7); 10’ 
Paul PIGNON: Live, Together (2023) – 14 canais; 12’30’’ 
 
__________________ 
 
Concerto 15 – Painel da Modernidade 
10 de outubro, 20h 
 
Gilles GOBEIL: Un cercle hors de l’arbre (2014-15; rev. 2022) – stereo; 10’29” 

Realização: Studio PANaroma; dedicada a Flo Menezes 
Michel PASCAL: Never die A (2015) – octo; 14’13” 
Antonio RUSSEK: In situ (Brasil) (2019) – octo; 10’17” 

Realização: Studio PANaroma; dedicada a Flo Menezes 

INTERVALO 

Rodrigo SIGAL: Interlineal (2017) – octo; 10’45” 
Åke PARMERUD: Adagio (2020-21) – stereo; 10’14” 
Daniel BARREIRO: Percursos enredados (2005) – octo; 17’53” 
 
__________________ 
__________________ 
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PROGRAMAÇÃO no SESC POMPEIA: Música Eletroacústica Mista 
 
 
 
Concerto 16 – Areia e Metal – Música Radical 
15 de outubro, 20h 

FLO MENEZES: 
A dialética da praia (1993)       23’ 

para 70 instrumentos de percussão (2 percussionistas) e sons eletroacústicos 
Percussão: Joaquim Abreu e Joachim Emidio; 
Eletrônica: Flo Menezes 
Primeiro Prêmio do Concorso Luigi Russolo 1996, Varese, Itália, pela versão reduzida A 
viagem sobre os grãos (estreada no Carnegie Hall, Nova Iorque) 

INTERVALO 

KARLHEINZ STOCKHAUSEN: 
Mikrophonie I (1964)        35’ 
para tamtam, 2 microfones, 2 filtros e 2 potenciômetros (6 músicos) 

Percussionistas e Microfonistas: Ricardo Bologna, Rubén Zúñiga, Eduardo Gianesella e 
Leonardo Labrada; 
Filtros e potenciômetros: Flo Menezes e Raphael Vilani 
Técnico do som: Vinicius Baldaia 
Estreia brasileira extra muros 
[Estreia brasileira intra muros, na série T-Son do Studio PANaroma, na Unesp: 25/6/2024] 
 
 
__________________ 
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Concerto 17 – Cores e Percursos – Música Imersiva 
16 de outubro, 20h 
 
 
Obras para Disklavier: 
Tiago GATI: a contar e recontar botões de magnólia (2019-24) – 8’30” 
Rodolfo VALENTE: um espectro ronda (2023) – 8’ 
Raphael VILANI: from ... sur l’ocean (2024) – 5’ 
Jean-Claude RISSET: Duo for one pianist (1989) – Disklavier e pianista; 11’ 
 Piano: Helen Gallo 

 

Flo MENEZES: 
Colores (Phila: in praesentia) (2000)      19’ 

Um Réquiem eletroacústico in memoriam de Philadelpho Menezes 
para 1 clarinetista, 1 percussionista, sons eletroacústicos e eletrônica em tempo real 
Clarinetes: Paulo Passos; Percussão: Joaquim Abreu; 
Eletrônica: Flo Menezes 
Prêmio Cultural Sergio Motta 2002 
Diapason d’Or pela gravação de 2006 

 

INTERVALO 

 
Obras para Disklavier e eletrônica: 
Willian LENTZ: Máquina de chilrear (2024) – Disklavier e eletrônica (octo); 13’22” 
Alexandre LUNSQUI: Lanterns II (2024) – Disklavier e eletrônica (stereo); 8’22” 
Gustavo ARIMA: moimoirai (2023-24) – Disklavier e eletrônica em tempo real (octo); 14’ 

 



 14 

Flo MENEZES: 
Parcours de l’entité (1994)       16’ 

para flautas (1 flautista), percussão metálica (1 percussionista) e sons eletroacústicos 
Flautas: Cássia Carrascoza; Percussão: Joachim Emidio; 
Eletrônica: Flo Menezes 
Co-realização (sons de síntese com o programa Music V): Centro di Sonologia 
Computazionale da Universidade de Pádua, Itália 
Primeira realização do Studio PANaroma; sons de síntese realizados em 1991 no CSC – 
Centro di Sonologia Computazionale, Universidade de Pádua, Itália 
Partitura: Universal Edition 
Prix Ars Electronica 1995 (Linz, Áustria) 
 
 

* * * * * 
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PROGRAM NOTES FOR CONCERTS BY INTERNATIONAL GUESTS 
[TEXTS BY THE COMPOSERS] 

 
 

Concert 4 – “Painel do Personagem 1”: Annette Vande Gorne 
October 3, 20:00 
 

 
 
• Haïku (2016-20) – 16 channels; 57’16” 
• Vox Alia II «Cathédrales» (2021) – 16 channels; 13’33” 
• Vox Alia III «vox intima» (2022-23) – 16 channels; 9’12” 
• Vox Alia IV «vox populi» (2023) – 16 channels; 29’28” 

 
Haïkus: Jour de l’an 
Japanese culture envisions New Year’s Day (just before spring) as a season in itself, due to its unique experience. 
Feux d’artifice (d’après Debussy) [Fireworks (After Debussy)] announces the overall topic of the work: to bring together, as much as 
possible, the historical repertoire of high brow European music and current studio music writing practices: acousmatic music. Here, 
the prelude for piano mentioned in the title is taken as a temporal, structural and literal commission. 
Jour de fête [Celebration Day]: That midnight in Japan, temple bells call for renewal and hope in the future. Listening to this moment 
is experienced as a cultural fabric (with bells from all regions of the world) and a spatial fabric thanks to 18 channels of sound 
distributed in a dome. 
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Haïkus: Printemps 
Spring is channelled through a sequence of three haikus: Jeux d’oiseaux [Bird Games], Jeux d’eau [Water Games], Jeux 
d’enfants [Children’s Games]. These tableaux put side by side snippets of the classical repertoire — shakuhachi, Olivier Messiaen, R 
Murray Schafer, Maurice Ravel, Claude Debussy — and composed sonic landscapes. 
To assemble iridescences as fleeting as fundamental particles (cohobated in your electronic still with much patience and desire), to 
compose sonic spurts out of those scattered myriads, to bring forth new theories out of their fulguration, and to let whoever listens 
to them completely free to chase their light — while listening to your Haïkus, I was left unsure whether I were in a concert hall or at 
the CERN witnessing an experience that was pushing the limits of physics or an event at the frontiers of music. 
What you stretched out in front of our eyes was not a corny saccharine springtime, but the sacred crescendo of lively mornings, 
decisive beginnings where sap shoots up vigorously so that summer may come, when the opening of the most delicate of buds is imbued 
with imperative absolute — may Life outlive the winter of oblivion. 
I perceived more than trite landscapes, I perceived a concertante power; more than descriptions, a sum; more than vignettes, 
something green and fresh. And in that regard your work comes closer to poetry: it does not, under the naked notes, like with naked 
words, present facts: it invokes valences, it convenes values, it entreats freedom. 
May that springtime come! 
 
Haïkus: Été 
Summer comes to mind because of “nagging insect games” (Jeux d’insectes lancinants) that muddy the torpor of “a midsummer 
afternoon’s dream” (Songe d’un après-midi d’été), a kind of “motionless journey” (Voyage immobile). The heat of summer excites 
extravagance, the “witty dance of the wisps” (Danse folle des feux follets). Each tableau features its own sonic and spatial writing, its 
own dynamic pictures taken from Robert Schumann (Papillons, op 2, and Traumes Wirren from Fantasiestücke, op 12 no 7), Claude 
Debussy, György Ligeti, Paul Hindemith, Hector Berlioz, Hugues Dufourt, Modest Petrovich Mussorgsky, Jean-Michel Jarre, Antonio 
Vivaldi, and Sergei Sergeyevich Prokofiev. These conduct the polyphonic behaviour of sonic pictures and the development of 
movements in a split ambiophonic space. 
 
Haïkus: Automne 
Adifferent writing style imbues each of the four haikus, a style selected for its correspondence with an emblematic moment of autumn 
in the city or the country. 
Jeux mécaniques [Mechanical Games] disposes of the seeming monotony of iterative machines, in relation with Pacific 231 by Arthur 
Honegger. 
Jeux étendus, brouillard [Extensive Games, Fog] maintains an unclear, distant rapport with a few iconic and spectral traces (from the 
non-harmonic to the harmonic spectrum) with the short homonymous piece for piano by Claude Debussy. 
Jeux fragmentés, feuilles d’automne [Fragmented Games, Autumn Leaves] sputters Feuilles mortes by Claude Debussy as a myriad of tiny 
multicoloured leaves. 
Jeux répétés [Repeated Games] — a tribute to Pierre Henry — takes as a reference point Pierre Henry’s repetitive writing at the onset 
of L’homme à la caméra (1929), a film by Dziga Vertov. The sitar being used in this piece is played by Mark Bogaert, a jazz musician 
whom I thank for his creativity in the art of improvisation. 
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Haïkus: Hiver 
Hiver [Winter] translates feelings of standstill time, monotonous silence, frost and warm cocoon, all elements tied to how we 
picture winter. These are reflected in the themes imagined for each tableau: Jeux de pas sur la neige [Footsteps on The Snow], Jeux 
monotones [Monotonous Games], Jeux de grains au coin du feu [Games of Grains by The Fire], and Jeux de sons [Sound Games] (a tribute 
to Bernard Parmegiani). Claude Debussy, Franz Schubert, Hugues Dufourt, Francis Poulenc, Paul Hindemith and Bernard 
Parmegiani (who inspired the writing through inlays and attack substitutions from the 1st and 7th movements of his De natura 
sonorum) are this season’s imagined or dynamic references. 
 
Vox Alia II — Cathédrales 
The piece was realized in 2021 at the Métamorphoses d’Orphée studio of Musiques & Recherches in Ohain (Belgium) and premiered on 
October 30, 2021 during the concert DEGEM 30 @ ZKM: Verleihung des Thomas-Seelig-Fixed-Media-Musikpreises at the ZKM_Kubus of 
the Zentrum für Kunst und Medientechnologie (ZKM, Karlsruhe, Germany). The piece was commissioned by the DEGEM through the 
Thomas-Seelig-Fixed-Media-Preis 2021. Thanks to Folkmar Hein. 
 
Vox Alia III — Vox intima [Annette Vande Gorne / Werner Lambersy] 
The short poem by Werner Lambersy sums up how I feel about this particular activity of creating music. I therefore appropriate it by 
choosing to make a choral reading of it by my own voice and to accentuate the meaning of the words by some madrigalizations of 
sound or spatial treatments. The slow, stable tempo is based on certain spectral moments of Treize couleurs du soleil couchant (1978) 
by Tristan Murail. 
 
Vox Alia IV — Vox populi 
… Vox Dei? This short work combines human choral voices when a ritual brings them together and unifies them: from children’s 
games and their cries to those of demonstrators protesting in the public space, or even those of babies, to the litanic ritual of 
communal prayers. Close to the spirit of the Hörspiel, she affirms the necessity of sound recording as a basis for her work, and 
consequently plays with degrees of image recognition (iconic or their imprints), to communicate with the listener’s imagination. Its 
form is a succession of small, different tableaux, all linked to the other works of the Vox Alia cycle. 
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Concert 6 – “Painel do Personagem 2”: Hans Tutschku 
October 4, 20:00 
 

 
 
• Remembering Japan (parte 1) (2016) – 16 channels; 10’ 
• La joie ivre (2002) – stereo; 10’24” 
• Provenance – émergence (2022) – 24 canais; 18’45” 
• ...erinnerung... (1996) – quadro; 10’10” 
• Firmament – schlaflos (2010) – 16 canais; 20’25” 

 
Remembering Japan: The cycle reflects my impressions of a three-month stay in Japan in 2014. I traveled to very different areas of the 
country, improvised with musicians, and took countless recordings of daily life, ceremonies, nature, and culture. Each of the five 
parts, which can also be performed individually, treats the sound material in a specific way. 
Part 1 : immersion – switches quickly between sound scenes and superimposes temporally and spatially separate events in a high-
contrast theater of sounds. 
Part 2 : expansion – works with large spaces and distances. But the peaceful ambiance gets disturbed intermittently. 
Part 3 : abstraction – transforms sounds into more extreme forms, creating rhythmic layers and textures that rapidly follow one 
another. The very energetic part functions as a formal climax for the cycle. 
Part 4 : suspension – is the calm place of the work: as if dreaming through a veil, we navigate between musical impressions of Japanese 
culture. 
Part 5 : recollection – condenses specific sound memories of my journey and phrases of the previous parts into a short, concluding 
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section. The ambiguity of some moments creates new qualities and relationships which are supposed to point beyond the end of the 
work. 
The composition clearly communicates with Japanese culture while reflecting at the same time my own compositional preoccupations: 
polyphony, density, space, and memory as structuring and formal principles. 
 
La joie ivre [The drunken joy]: After a series of highly fragmented works, in La joie ivre I wanted to compose a continuous piece 
inspired by the motet Jesu meine Freude by J.S. Bach. I derived many of the sounds by transforming a recording of the first line of the 
chorale. In this piece, I wanted to express the same sense of fulfillment and joy I find in the Bach motet as well as to underline the 
fact that this serenity and bliss is at times in danger of being overwhelmed by chaos. I combined the motet with three recordings I 
made of children during my travels in Jakarta and Lisbon. The recordings draw on very different expressions of playfulness. These are 
combined with extracts of the motet and with traditional music from Africa, Indonesia and Hungary. I applied the familiar 
technique of mapping transpositions of pitched sources into a harmonic grid that I use in many of my compositions. In La joie ivre, 
however, this process becomes very clearly audible. 
 
Provenance – émergence: This composition takes us on a path inside. Fragments of dreams and memories meet in a vast space full of 
dynamic movements. We fly, swim, dive in an unknown medium between air and liquid. In three slow, big waves, individual voices 
become more apparent and offer connecting points between the other elements. 
 
…erinnerung… [upon a poem by Antonio Bueno Tubia; voice : Antonio Bueno Tubia]: The recorded poem forms the starting point for 
acousmatic transformations. Apart from this text there is a second group of sources, which include bells and tam-tams. I used 
granular synthesis to cut the sounds into small pieces and played them back polyphonically to create dense sound textures. The 
resulting sonic intensity is a musical translation of the central phrase of the poem “Yo os lo aseguro…” (I assure you...) by Antonio 
Bueno Tubia: 
 

Yo  
os lo aseguro 

la cárcel existe 
la recuerdo como un trallazo en la sien 

la recuerdo y me persigue 
la recuerdo cada día 

tengo la certeza de que la seguiré recordando 
todavía por mucho tiempo 

la recuerdo con tal fuerza, con tal insistencia 
que a veces me parece que estuviera presente 

que estuviera aquí, sí 
aquí mismo 

mirándome fijamente a los ojos 
mirándome inmóvil hasta que no me mueva 
mirándome desde el sillón, desde la puerta 

mirándome desde la ventana 
desde los estantes de los libros 

desde el periódico, desde la mesa 
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mirándome 
vuelvo los ojos (bajo la vista) 

y quiero creer que la recuerdo mirándome 
quiero creer que puedo escribir 

<<yo 
os lo aseguro 

la cárcel existe 
la recuerdo como un trallazo en la sien>> 

y quiero creer todavía 
aún más 

que ese recuerdo es lejano 
que el dolor que me produce es un lujo 

que no es sino 
un producto exquisito de mi memoria 
de tanto querer creer que es recuerdo 

entonces empiezo a creer 
creo 

creo que 
<<yo os lo aseguro>> 

creo que <<la cárcel existe>> 
entonces sé 

que está presente 
que me mira día a día fijamente 

que se instala en el sillón y la puerta 
que se instala en el lugar que ocupo 

que se extiende por las calles que camino 
que cuando voy 

está en los cines, en los bares 
en los cafés que me tome a diario 

que surge con más fuerza cuando busco a alguien 
que en cada palabra que digo 

os lo aseguro 
la cárcel existe 

y ya ni creo ni digo 
no hay tiempo 

huyo 
como puedo huyo, no resisto 

despavorido 
a la carrera 

casi ni veo tantos otros que también huyen 
no hay lugar para el saludo 

no hay tiempo en la huida para nada 
no miro en donde piso - 
hay más cárcel entonces 

se alarga ésta con la huida 
gana todo ese terreno 

más débil por el esfuerzo inútil 
en un nuevo lugar aún más inhóspito 
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veo nuevamente 
yo os lo aseguro 

que la cárcel existe 
que toma posiciones 

y ocupa otras nuevas 
que de querer ignorarlo 

de soñar queriendo soñar lo que no es sueño 
de querer creer que lo cura el tiempo 

de soñar que sin dormir me despierte la mañana 
que de tanto querer ignorarlo 

me empieza a crecer dentro 
y tiene tanta fuerza que 

yo 
os lo aseguro 

la cárcel existe 
Ahora, a sabiendas 

consciente del terror 
consciente de lo que me cerca y me rodea 
consciente de que me invade y me inunda 
consciente de que me anula y me aniquila 

consciente de no ser sino factor de un exterminio 
antes de dar el siguiente paso 

quiero deciros 
yo 

os lo aseguro 
la cárcel existe 

y yo 
(tal vez sin darme cuenta) 

acepté ser mi propio carcelero 
 

Firmament-schlaflos [firmament-sleepless; voice: Sarah Sun]: A universe of sound is surrounding us “from within”. It’s composed of 
our dreams, fears and longings. It only exists within our body, our own imagination. We want to share it; but there are no words, no 
possible descriptions. We are sitting on a meadow on a warm night, alone, watching the stars. Nobody is disturbing our thoughts. 
Nobody is limiting our space. We don’t have to rush anywhere; we have time to let go and to follow these sounding creatures… It’s 
not a nightmare; it’s just the interplay of our imagination. 
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Concert 7 – “Painel do Personagem 3”: Francis Dhomont (1926-2023) in memoriam 
October 5, 18:00 

 
 
• Frankenstein Symphony (1997) – stereo; 63’49” 
• Forêt profonde (1994-96) – stereo; 58’32” 
 
Frankenstein Symphony (1997): A hybrid thing in four movements, made of cut-up pieces, pasted, assembled, sowed parts that are alike 
and contrasted, and that I have named, for obvious reasons, the Frankenstein Symphony: an unusual electroacoustic adventure. 
Armed with a scalpel and a splicing (operational) block, I sampled several morphological organs from the the works of 22 composers 
and friends (many of whom were students of mine), and with their imprudent blessings (on a stormy night?), brought to life this little 
acoustic monster which I hold particularly close to my heart. 
 
Forêt profonde (1994-96): Listening to the ineffable, a cycle of depths – Forêt profonde belongs to a group of works inspired by 
psychoanalytical reflection, the Cycle des profondeurs, comparable to my Cycle de l’errance. 
In its present form, the Cycle des profondeurs is a diptych, of which this disc is the second part. The first is an earlier work, Sous le 
regard d’un soleil noir (1979-81, 83), inspired by the work of English psychiatrist and psychoanalyst RD Laing. 
But this form remains open, and will perhaps be augmented by a third part (project in progress) devoted to a tour of Kafka’s work 
guided by the writings of Marthe Robert. 
I’ve long been interested in the encounter between the imaginary world of “depth psychology” and the mental images projected by 
acousmatic art: what could be more appropriate than the language of the latter to stage, musically, the phantasmatic 
representations of the former? The resources of the morphological vocabulary and its most adventurous associations – made possible 
by the alchemy of the studio – give the acousmate a power of auditory suggestion capable of expressing the inexpressible unconscious. 
What’s more, in both cases, the aim is to explore the realm of archetypes. [December 1996] 



 23 

Concert 9 – “Painel do Personagem 4”: Daniel Schachter + “Painel dos Países 1”: Argentina 
October 7, 20:00 
 

 
 
 
Claudio LLUAN: Memoria de la piedra (2013) – octophonic; 8’10” 
Enrique BELLOC: O mors inevitabilis (2005) – quadriphonic; 5’16” 
Gabriel DATA: Otoñal (rev. 2024) – octophonic; 6’46” 
Dante GRELA: Encuentros mágicos (rev. 2024) – octophonic; 11’39” 
 
 
Works by Daniel SCHACHTER: 
 
• Lineas y puntos de otro tiempo – Sin Tiempo IV (rev. 2017) – quadriphonic; 8’56” 
• Como un mar de hierro – à B.F. (2017) – octophonic; 8’45” 
• VorteXpiral (2023) – octophonic; 9’59” 
• Tiempo Frágil – Sin Tiempo V (2014) – octophonic; 10’39”  
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Claudio Lluan: Memoria de la Piedra. The title of this piece by Claudio Lluán refers to the symbols contained in various monoliths 
located at the south-American highlands, such as the Puerta del Sol in Tiahuanaco, which, linked to pre-Columbian cosmogonies, 
share possible meanings with some passages from the first manuscripts written in South America around the time of the Spanish 
conquest (on which Lluán has been working in various compositions). The Quechua words that appear in the piece, with different 
degrees of intelligibility, come from these texts. The sonic materials in this composition come from a group of samples from the voice 
of the singer Liliana Herrero, to whom the piece is dedicated. Those sounds were subject to various transformation processes, 
including granular synthesis and resynthesis. 
 
Enrique Belloc: O Mors Inevitabilis – in memoriam Riccardo Bianchini (2003-04) was composed by Enrique Belloc as a tribute to the 
Italian composer, researcher, and friend, who died in Rome in 2003. It is not a Requiem in the strict sense, it’s a song of friendship, 
affection and remembering with some musical quotes of works by composers admired by the author and the honored. The title of the 
piece is taken of the first verse (Oh inevitable death) of the text written for the motet that the Dutch composer (XVI century) 
Jheronimus Vinders, composed in homage to his master Josquin Des Prez. 
 
Gabriel Data: Otoñal was composed by Gabriel Data in 2021, and revised in 2024. It is based on recordings made during the autumn 
in 2020. With the decrease in human activity during the first stage of the pandemic, the urban soundscape changed completely. Thus, 
the urban soundscape was filled with sounds not attributable to human action (mainly birds) with a notable increase in the 
perception of distance and depth of the sound scene in the open field. With this experience as a reference, in Otoñal an open sound 
field is auralized by spatialization of sound sources, some obtained by synthesis, and other samples came out from the soundscape 
capture recorded at the composer ́s rooftop terrace. Using a self-developed panning tool based on Ambisonics, the inclusion of 
perceptual distance cues, and the simulation of reflections on stationary objects, the composer’s idea was to generate a broad sound 
space divided into three zones: very close, close and far away (from the listener) in which the sources interact discursively through 
opposition and gestural manipulation, revealing themselves in a perspective that goes beyond the physical limits of the loudspeakers. 
 
Dante Grela: Encuentros Mágicos was composed by Dante Grela in 2017 and this octophonic version is from 2024. The piece is based 
on the use of two types of sound materials. On one side, sounds obtained by FM synthesis, and on the other, sound recordings of 
“shamanic” expressions from original peoples of Latin America. The composition is based on various relationships, it is about 
integration and contrast between these two types of sounds throughout the piece. On the other hand, different types of spatial 
configurations are used for each group of sounds, and this has an important role in the structuring and development of the musical 
discourse. The compositional processes are relatively simple, and always focuses the listener's attention on communication, which 
brings into play different expressions in constant interaction.  
 
Works by Daniel Schachter: 
Líneas y Puntos de Otro Tiempo is the fourth piece in the Cycle 'Sin Tiempo' inspired by different approaches to the idea of Time. This 
one comes out from the appreciation of works by the Argentine visual artist Enrique González De Nava, which reflect the contrast 
between the notion of Time in music and that in painting. The composition aims to suggest auditory perspectives equivalent to 'points 
of view' or 'focuses' terms related to the visual arts. It presents simple elements coexisting with more complex ones that seem to move 
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in multiple directions, creating a textural play of oppositions within an apparently motionless atmosphere, where time seems to come 
to a standstill. The materials used include both concrete sounds and others obtained through synthesis, which underwent extensive 
transformation work. 
 
Como un mar de hierro is an octophonic acousmatic work, composed by invitation from Influx – Musiques & Recherches, Belgium, for 
the 80th birthday of composer Beatriz Ferreyra. The title is a metaphor linking Beatriz's surname and her tenacity, with the contrast 
between the sea and iron, as a play of opposites. It proposes a reflection on the relationship between timbre and movement, starting 
from marine sounds that mutate into blocks of iron while maintaining their dynamics. To achieve this, dynamic envelopes of waves 
were reassigned to samples of iron pieces, intensively working on timbre and dynamics, and always seeking for the least possible 
alteration of pitch. 
 
VorteXpiral is an octophonic acousmatic piece, where energy and trajectories play an important role. It proposes a sound universe in 
constant motion, where absolute silence intentionally has no place, and which is perceived as an apparently directional evolution 
that impacts hearing and seeks to envelop the listener using elements of different typomorphological and spectral characteristics, 
which when deployed, lead the public in an apparently precise direction but towards an uncertain objective, generating lines of 
increasing tension, while describing spiral trajectories that advance without discontinuity or resolution. The piece uses recurrence 
as a tool to accentuate tension, by way of textural accumulation. The variation of some objects with greater tonicity simulate the 
appearance of voices, while the manipulation of the dynamic envelopes of others produces strong intensity contrasts. The constancy 
of that quasi-spiral movement suggests the idea of a vortex, a movement that feeds back on itself like a kind of virtual takeoff into 
the unknown. 
 
Tiempo Frágil is the fifth piece of the cycle Sin Tiempo. An octophonic acousmatic work that explores the alterations in the 
duration of sound objects presented along the textural axis. In this case, the focus is on on the differences between original objects 
and their variations produced by the use of different reverb values when presented simultaneously along the temporal axis across 
different channels. The piece also explores the relationship between materials, structure, and time, considering the relationship 
between the durations of sound objects or temporal envelopes, up to the expressive use of different reverb time values.  



 26 

Concert 11 – “Painel do Personagem 5”: Robert Normandeau 
October 8, 20:00 
 

 
 
 
 
• Spleen (1993) – 24 channels; 15' 
• Tunnel azur (2016) – 24 channels; 13' 
• Le ravissement (2021) – 24 channels; 15' 
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Spleen is comprised solely of the voices of four adolescents, aged 16 years. The title refers to one of the most significant moods of the 
adolescent: this kind of sudden melancholy which surfaces for no apparent reason. This work is a sequel to a previous piece, Éclats de 
voix, which utilized dozens of sounds from the Dictionnaire des bruits by Jean-Claude Trait and Yvon Dulude as a sonorous base. 
Onomatopoetic, the material is extremely rich because it represents those instances when the sounds of human language correspond 
directly to the designated object or to the expression of a sentiment. The piece is divided into five sections which represent typical 
situations for the adolescent, and a corresponding sonorous parameter. These sections are presented successively in concert, or 
separately when broadcast on radio. 
 
Tunnel azur is in fact a cinema for the ear. There is a story involving the subway as a principal character, with arrivals and 
departures, crowds, the noise of workers and musicians. Then there is also suspense, with very low sounds… And finally, there is the 
music to accompany this cinema for the ear. The subway is first and foremost a tunnel, that empty and mysterious space at whose 
entrance we see hardly a thing. It is the underground, the crypt and the cave. And at night, there are draisines, metallic animals 
that repair everything while singing. And finally, there are the new Azur trains, which will take over from the first trains, fifty 
years later. Their name is particularly significant, since we usually associate azure blue with that of the sky, while the subway lives in 
perpetual night. So we have daytime in the middle of the night here. In this work, there are also sounds of the octobass, newly 
acquired by the Orchestre symphonique de Montréal (OSM), and of which this piece makes a first use. 
Finally, a memory, that of the first concert where I saw Kent Nagano conducting. It was before he moved to Montréal, and he was 
conducting Mahler’s 9th, one of my favourite works. There are echoes of it here. 
 
Le ravissement can be defined in two ways: the spiritual meaning of being transported to a supernatural world, and to ravish, or 
take away something. Musically, this piece borrows the idea of rolling, which is, on the one hand, a process of manufacture by plastic 
deformation and, on the other hand, figuratively, the action of reducing the importance of something or someone. What is 
distorted here is time. Time and spectra are stretched here beyond the thresholds of perception. And figuratively, what is reduced, 
what is ravished, is the identity of the musical sources used. 
In 2018, I was invited to collaborate on the most recent project of singer and cellist Jorane. My composition work consisted of 
processing in real-time the musical material of the soloist, the singers, and the string quartet. It was a return to live 
electroacoustics for me, which had been at the heart of my first experiences and which I had neglected for the last thirty years…  
This piece is the result of a mix between the materials created for the show presented in March 2019 and those that were created 
during two creative residencies. The first took place at the Virginia Center for the Creative Arts (VCCA) in Amherst (Virginia, USA) in 
October 2019, the second in Nice in November 2019. 
Le ravissement includes nine movements: L’arrivée [Arrival]; Le doute [Doubt]; La crainte [Fear]; L’extase [Ecstasy]; L’agitation 
[Restlessness]; L’appel [Call]; Le détachement [Detachment]; Le ravissement [Rapture]; La disparition [Disappearance]. 
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CONFERÊNCIAS E WORKSHOPS / LECTURES AND WORKSHOPS 
 
 

Todos os eventos ocorrerão no Teatro de Música do Instituto de Artes da Unesp / 
All the events will take place at the Music Theater of Unesp’s Arts Institute 
 
 
Hans Tutschku: “Aspects of Space and Memory in my electroacoustic works” 
October 3, 15:00 
 
Annette Vande Gorne: “Intercontextuality and expressivity in acousmatic music” 
October 4, 15:00 
 
Daniel Schachter: “Silencio-Tiempo. Una propuesta serial alternativa para la organización temporal de 
la información en el relato audiovisual” 
October 7, 15:00 
 
Robert Normandeau: “The medium is space” 
October 8, 15:00 
 
 
________ 
 
 
Workshop sobre o programa/plugin SpatGRIS para a espacialização sonora: 
Workshop about the software/plugin SpatGRIS for sound spatialization: 
 
Robert Normandeau: “SpatGRIS, a software for immersive music, Principles and functionality” 
#1: October 5, 9:00 
#2: October 8, 13:00 
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30 ANOS DE STUDIO PANAROMA NA UNESP (fundado em 1994) / 
30 YEARS OF STUDIO PANAROMA AT UNESP (founded in 1994) 
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O PUTS (PANAROMA/UNESP – TEATRO SONORO), 
orquestra de alto-falantes fundada em 2002 com apoio FAPESP / 

The PUTS (PANAROMA/UNESP – TEATRO SONORO), 
loudspeaker orchestra founded in 2002 with the support of FAPESP 
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Apoio: 

                         

                                                     

                                                         

 

 

 

 


