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PART 1 

 

Iannis Xenakis (1922—2001)  Mists 

 

Giacinto Scelsi (1905—1988)  Un Adieu 

 

Iannis Xenakis     à R. 

       Herma 

 

Hugues Dufourt (1943—) Reine Spannung  

[UK première] 

 

Iannis Xenakis     Evryali 

 

INTERVAL 

 

PART II 

 

Gailė Griciūtė (1985—)   This Too Will Pass (2015) 

 

Vidmantas Bartulis (1954—)  Mists/Ūkanos (1985)   

 

Rytis Mažulis (1961—)   Canon aenigmaticus (1990)  

 

Artūras Bumšteinas (1982—)  Cornell/Wagner (2011)  

 

Mykolas Natalevičius (1985—) Epitafija (2006) 

 

Šarūnas Nakas (1962—)   Ketman (2012) 



 

INTERVAL 

 

PART III 

 

Michael Finnissy (b.1946)  Nashville Nightingale (from More 

Gershwin) 

      Jazz 

      

Morgan Hayes (b.1973) Elemental [Commissioned with 

funds from the Britten Pears 

Foundation] 

 

Luke Stoneham (b.1968)  Altawhid 

 

PART 1 
The complete piano works of Xenakis  

and pieces by Scelsi and Dufourt 
 

Few composers departed so radically from accepted norms of 

composition as did Iannis Xenakis. His approaches to composition 

were as much influenced by his background as architect and engineer as 

they were for his affinity with classical Greek culture and myth. Often 

hugely controversial in its time of writing, his music still has an 

unmistakably visceral impact on listeners and performers alike. His 

oeuvre for piano stands like three great, and one smaller, peaks in the 

range of late 20th century music for the instrument – vertiginous yet 

highly rewarding challenges for the determined. 

 

He was born in 1922 in Brăila, Romania, the son of Greek parents. His 

early loss of his mother – who had introduced him to music – had an 

understandably profound effect and one that may be heard in his music. 

He moved to Greece to continue his education with training in 

engineering and architecture, but these studies were cut short by World 

War II and by civil unrest that followed. Gravely wounded in fighting with 

British tanks (several of which he later claimed to have blown up), 

Xenakis lost an eye and barely escaped death. When the Greek 

Government decided to round up and imprison former Resistance 



members, Xenakis fled to France via Italy, winding up working as an 

engineering assistant and later collaborator with Le Corbusier in Paris. 

Still keen to continue his musical studies he sought a teacher, but was 

rejected by Boulanger and Honegger, only to find in Messiaen a teacher 

who recognised his potential. The latter later recalled that ‘I understood 

straight away that he was not someone like the others. [...] He is of 

superior intelligence. [...] I did something horrible which I should do with 

no other student, for I think one should study harmony and counterpoint. 

But this was a man so much out of the ordinary that I said... No, you are 

almost thirty, you have the good fortune of being Greek, of being an 

architect and having studied special mathematics. Take advantage of these 

things. Do them in your music’. 

 

His first acknowledged work was Metastaseis (1953—4), and this was 

followed over the next four decades by a large catalogue of work 

embracing most genres. After an initial period of material difficulties and 

lack of comprehension, his works began to be played by leading 

orchestras worldwide, as well as garnering a number of dedicated solo 

performers. His interests also embraced electronic music, and his 

pioneering work in this area, although leading to relatively few 

compositions, has been highly influential.  

 

He was founder and president (1965) of the Centre for Mathematical and 

Automatic Music (CEMAMu) of Paris.  His series of Polytopes – 

multimedia events combining sightssounds and lights – were presented at 

the French Pavilion at Expo of Montreal (1967), in mountains and ruins of 

Persepolis, Iran (1971), for Polytope de Cluny, Paris (1972), at  the 

Mycenae ruins of Mycenae, Greece (1978), and at the inauguration of the 

Centre Georges Pompidou, Paris (1978). His application of mathematics 

to composition was triggered by dissatisfaction with the serialist 

techniques prevalent in post-war Europe – but whatever his approach it 

always stemmed from his primary concern with the elemental nature of 

sound and how to shape it. 

 

Herma is Xenakis’ first mature composition for solo piano (after his 

death, a collection of early pieces was published called Six Chansons, based 

on Greek folk music and dating from the late 1940s and early 1950s). In 

1961 Xenakis was in Japan following an invitation to the International 

Congress of East and West. He lectured on his groundbreaking 

composition Metastaseis and attended a performance of it; he also met a 



number of Japanese musicians including composer Toru Takemitsu and 

pianist and composer Yuji Takahashi. Back in Paris, Xenakis wrote Herma 

at Takahashi’s request, and the latter gave the first performance in Tokyo 

in February 1962. Takahashi described the piece as ‘extraordinary, 

intense, radical and passionate music’ and related that after the 

performance ‘it made some excited and wonder, others feel painful, 

totally I think’. 

 

Years later Xenakis recalled that Takahashi was very poor when he 

commissioned the work and ‘that he only paid half what he had promised 

and still owes me the rest. But he had no money and I liked him, his 

playing and his mind’. ‘I remember showing Herma to some composers. 

Are you crazy? they asked. […] I became worried and wrote to Yuji to 

ask his opinion. Is it really impossible to play? He replied that Herma was 

very difficult but not impossible. A few months later he could play it by 

heart’. 

 

Herma means ‘bond’ or ‘germ’ or ‘embryo’ and Xenakis takes a new 

approach to musical structure in the piece with a succession of 

combinations of large pitch sets. Xenakis was fascinated by the algebraic 

equations of Boolean, or symbolic logic (Herma bears the subtitle 

‘musique symbolique’). Each successive ‘cloud’ of sound represents a 

function of various combinations, overlaps and negations of three sets of 

pitches, which are often separated within the cloud by two different 

dynamic levels (some notes very quiet, others very loud etc). The order 

of the pitches in each cloud is determined stochastically. Despite the 

rationality of the premise of the composition, its impact is intensely 

dramatic due to the demands made on the performer and the totality of 

its sonic effect. 

 

When he returned to solo piano music in 1973, Xenakis wrote Evryali and 

it ‘is both more poetic and more enigmatic’ [Harley: Xenakis] than its 

predecessor Herma. Evryali means ‘the open sea’ or ‘Medusa’ and both 

aspects of this title are evoked by the wavelike contours of the music and 

by the tendril-like arborescences that proliferate throughout. Many 

pianists have performed this work, but its dedicatee Marie-Françoise 

Bucquet eloquently describes the challenges Xenakis raises for the 

putative performer, saying that the difficulties are ‘supreme […]: he asks 

us to take risks and overwhelming responsibilities. I find it wonderful that 

instead of saying to the performer “I have written this piece for you, and 



you are going to play it,” he said to me “Here is the piece. Look at it, and 

if you think you can do something with it, play it’”. The materials 

frequently go beyond the physically possible so the pianist is forced to 

select which of the presented options best reflect their view of the work: 

this aesthetic was to be later developed in later pieces. 

 

Evryali differs most radically from not only Xenakis’ other piano pieces, 

but also from most piano music of the post-war avant garde in that it has 

an entirely regular metre throughout, and for the most part has a 

motoric, perpetuum mobile character that is absent from much 

modernist music of that time. Rugged explosions of repeated, pulsating 

chords in the middle of the piano punctuate flights of arborescences and 

‘random walks’ (modelled on Brownian motion) of great liquidity and 

sometimes overwhelming violence.  

Xenakis wrote his third solo piano piece Mists in 1980 for the remarkable 

Australian pianist Roger Woodward. The composer, according to 

Xenakis scholar James Harley ‘turned again to nature, the title being 

suggested in the music by the scattered clouds of notes in the [central] 

stochastic sections, and perhaps in the rolling waves of ascending scales’ 

and similar linear formations in the opening and final sections.  

The formal outline of Mists is clear and can be readily perceived. There 

are two main types of writing, each considerably varied. The first is linear, 

in Xenakis’ terminology ‘arborescent’: i.e. with separate ‘voices’ 

mimicking tree-like outlines, their contours splitting from a central core 

to create several independent threads. The second type of material is 

stochastically organised clouds of notes, for which he pioneered a new 

type of notation: pitches are distributed within rhythmic grids, allowing 

for a level of flexibility within a determined framework. 

There are three main sections: the first juxtaposes (usually) rising scale 

patterns with fanfare-type outbursts. The second presents a succession of 

sound clouds with contrasting dynamics, density, pedalling and duration. 

These clouds become gradually less dense until, in the third section, they 

are invaded by linear, arborescent outbursts which, in turn, give way to a 

final scalar passage that circumnavigates the entire register of the 

instrument. But this is also ‘music aerated with silence’ [Ronald Squibbs] – 

the pauses are not of such radical length as in Herma but they emphasise 



the nonlinearity of Xenakis’ formal thinking, and give the piece almost an 

architectural, three-dimensional quality. 

à R. (hommage à Maurice Ravel) was commissioned in 1988 by the Festival 

Radio France Montpellier for the Norwegian pianist Håkon Austbø. It is a 

sparkling miniature, and according to the musicologist Harry Halbreich 

‘an obvious encore’. Xenakis uses just two types of material: scales in 

both hands ranging up and down the keyboard, sometimes with hands 

synchronised, at others not; and dense, sometimes jazz-tinged chords, 

around the middle of the piano’s range.  

 

Giacinto Scelsi was brought up in his mother’s castle near La Spezia by 

a series of tutors and in the 1920s got to know Jean Cocteau and Virginia 

Woolf. The first proponent of dodecaphony in Italy, he later abandoned 

this technique in favour of one that focuses on the timbres of a small 

number of pitches (or even just one) producing highly concentrated and 

hypnotic results. His working methods were controversial – he 

composed in close collaboration with particular performers using 

improvisation, recording and a final score often made by copyist. Un Adieu 

is his last known work for solo piano. 

 

Hugues Dufourt favours slow transformations of a seldom-interrupted 

musical discourse. He conceives forms through the evolution of masses 

and focuses on the concept of thresholds, of oscillations, of interference, 

and directional procedures. A pioneer of the spectral movement, he, 

however, gives it a more encompassing definition, attempting to highlight 

the instability that timbre introduces into orchestration. His music is 

based on a wealth of sonic constellations and harmonics, and relies on 

dialectics of timbre and of time. He draws part of his inspiration from 

pictorial art, essentially retaining the role of colour, mediums, and light 

(Dawn flight, string quartet premiered in 2008 at Musica, Le Cyprès 

blanc and L'Origine du monde, premiered at Musica in 2004).  

 

Strongly influenced by the French avant-garde of the 1960s, Hugues 

Dufourt collaborated with l'Itineraire (1975-81) and in 1977 founded the 

Collectif de Recherche Instrumentale et de Synthèse Sonore (CRISS) with 

Alain Bancquart and Tristan Murail. Specialist in Philosophy in 1967, he 

has published numerous texts. He was a researcher (1973-85) then 

director of research at the CNRS (1985-2009) and in 1982 created the 

Unité Mixte de Recherche "Recherche Musicale" that he directed until 



1995. Hugues Dufourt has received many awards, in particular the 

Presidential Prize for his entire oeuvre, from the Académie Charles 

Cros.  

 

In 2014, the Ensemble Berlin PianoPercussion premiered L'Eclair d'après 

Rimbaud for two pianos and double percussion at the MaerzMuzik festival 

in Berlin, Bernard Haas premiered These livid flames at the International 

Organ Festival in Haarlem (the Netherlands) and the Percussions de 

Strasbourg gave the world premiere ofBurning Bright as part of the Musica 

Festival in Strasbourg.  

 

Taken by a sudden impulse, Rilke wrote his Sonnets to Orpheus in a 

matter of days. He who had always defied the powers of music, was now 

ready to accept the artform that inspired in him ‘the metamorphosis of 

the world through song’. Music sweeps everything before it. It is the ‘tide 

of the infinite’. The twelfth Sonnet to Orpheus gives an idea of the poetic 

brilliance of the cycle: 

  

Reine Spannung. O Musik der Kräfte! 

Ist nicht durch die läßlichen Geschäfte 

jede Störung von dir abgelenkt? 

 

Pure tension. O Music of powers! 

Is not through this venial industry 

every disturbance deflected from you? 

 

(18 December 1925) 

Commissioned by M. Phillipe Derouin in memory of Madame Vida 

Tayarani Babaee, this work was first performed on 19 June by François-

Frédéric Guy. [Hugues Dufourt] 

PART 2 
Contemporary Lithuania 

 

During June 2016 I travelled to Lithuania where I stayed with composers 

Gailė Griciūtė and Artūras Bumšteinas in Vilnius. Artūras and I worked 

on some recordings preparatory to his writing a new piece for me. I also 

spent some time collecting piano music by living Lithuanian composers. 



This presentation of six works this evening forms part of a larger project 

that involves concert performance (I played them earlier this month in 

Karlsruhe and will take them to Brno in December) and studio recording. 

The spare but mesmerising character of much of this music are quite 

different from much of the contemporary music I play. [Jonathan Powell] 

 

Composer and pianist Gailė Griciūtė (born in Kaunas in 1985) studied 

both in Lithuania and in Helsinki (where she studied the piano with Erik 

Tawaststjerna and Ilmo Ranta, and composition with Tapio Tuomela). She 

now lives in Vilnius. Her orchestral work Thangtong Gyalpo was premièred 

at the 2016 Druskomanija Festival by the Lithuanian Youth Symphony 

Orchestra, conducted by Ričardas Šumila. During the summer of 2015, 

she visited visited 20 Lithuanian towns with Arturas Bumšteinas, and she 

improvised on a church organ in each. Bumšteinas made three 

compositions based on the recordings of these improvisations; the result 

was the release of Organ Safari Lituanica on Intonema records. During 

the same year her sound installation Intergrade Hole made in collaboration 

with German-Vietnamese artist Thuy-Han Nguyen-Chi, was exhibited in 

Otobong Nkanga exhibition Crumbling Through Powdery Air at Portikus 

gallery, Frankfurt.  

 

This Too Will Pass was written in 2015 for prepared piano: small magnets 

are placed on the strings relating to 19 pitches, sometimes radically 

altering the tone. The compositional idea was to examine processes of 

appearance and disappearance. The piece is an attempt to divide matter 

and process. It is an examination of transformation of one into another 

and an open question about possibility of existence of two (matter and 

process) as a separate units. 

 

Among Lithuanian composers, Vidmantas Bartulis is largely unrivalled in 

his use of a variety of styles, genres, manner, moods and experiences, 

continuing to surprise audiences with unexpected twists and turns in 

every new work. He can write anything – from chamber miniatures to 

opera and large orchestral works, from harmonizations of folk songs to 

huge open-air events, from a monumental Requiem to music for fashion 

shows, arrangements of pop hits, etc. His early compositions were 

marked by an introverted, contemplative, elegiac mood, a particular 

laconicism, and frequent flashes of images from nature, typical of the 

whole generation of Lithuanian composers, who made their debut in the 

late 1970s. Their musical language was not complex but transparent, with 



some features of minimalism. It must have been his experience as a 

theatre composer for many years that prompted him to write and direct 

his own ‘dramas’ – particularly effective surreal, ironic compositions with 

a macabre tone for instrumental theatre, which caused a great stir in the 

late 1980s. In nearly all of his compositions, Bartulis recalls his favourite 

music from the past, inserting certain fragments and remodelling their 

meaning within a contemporary paradoxical context. Sometimes the use 

of borrowed music in Bartulis’s work is so extensive that it reaches a 

degree where the composer’s own identity seems to dissolve. 

 

In Mists, written in 1984, the four first bars from Frédéric Chopin’s 

Nocturne Op. 9 No. 3 emerge out of an avalanche of tremollo chords, as 

a ‘quiet climax’. The poetic idea behind his compositions of that time, 

according to the author, was a ‘vision of all-destroying beauty’ which had 

then consumed him. 

 

Rytis Mažulis is one of the most distinctive figures in contemporary 

Lithuanian music, representing the so-called super-minimalist approach, 

where repetitive principles are enriched by various ideas close to avant-

gardism. The composer has also been strongly influenced by the concepts 

employed by Conlon Nancarrow and Giacinto Scelsi. He writes radical 

monistic compositions, making use of canon technique and often 

employing computers. Even though one may find relicts of Renaissance 

polyphony in his music, because of is compressed sound it is sometimes 

closer to rock, in its use of hyper-dissonance and microintervals to 

Scelsi’s contemplations, and as regards form - to monumental op art 

compositions, in which consecutively alternating constellations are very 

slowly displayed. Mažulis’s music has the quite distinctive stamp of 

laboratory-like creation although it does retain a balanced academic 

correctness. 

 

This solo piano version of Canon aenigmaticus was composed in 1990 

through two reverse phases of expansion and contraction of musical 

material. At the beginning there was a compact formula of graphic music 

notation (‘enigma’), with distinctive symmetrical organization of pitches 

and durations. It was unfolded into an endless eight-part canon in the first 

version of this composition, for two pianos. Then the texture was 

reduced to a single melodic line, while retaining as much as possible of 

the former shape and structure. 

 



Arturas Bumšteinas (b.1982, Vilnius) is composer/sound artist working in 

the fields of electro-acoustic and instrumental music, radio art, 

installations and experimental electronic music (under his Refusenik 

moniker). He is founding member of ensembles Quartet Twentytwentyone, 

Works & Days, Zarasai andWolumen. Since the year 2000 he collaborated 

with many international musicians and artists. His interdisciplinary 

projects were presented in dozens of events around Europe; festivals 

where his music and art projects were presented include The Holland 

Festival, Sensoralia / Romaeuropa, Angelica, Vilnius Jazz, Kody, Skanumezs, Cut 

& Splice etc. His music is published by labels such as Bolt, Cronica, 

Unsounds, Con-v, Sangoplasmo and others. In 2013 he was awarded ‘Palma 

Ars Acustica’ prize for radiophonic arts. Bumšteinas is selected as an 

artist-in-residence at DAAD Berliner Kunstlerprogramm for the year 

2017. He is currently writing a new solo piano work for Jonathan Powell. 

 

CORNELL/WAGNER was created by manipulating piano-vocal score of 

the overture from Richard Wagner’s opera Das Liebesverbot. The score of 

CORNELL/WAGNER consists of 72 staff systems in two pages. This 

piece was cteated manualy with scissors cutting into xeroxed copy of 

Wagner’s score (therefore a faint connection with American artist Joseph 

Cornell). The interpretation of composition depends on musician’s choice 

how fast and how precise to read the musical text. The precision of 

reading should be disputed with oneself. At some point this score should 

be regarded as a traditional-notation score, at another point as a graphic 

score. 

 

Mykolas Natalevičius (b. 1985) studied composition with Vytautas 

Barkauskas and Ričardas Kabelis at the Lithuanian Academy of Music 

and Theatre, graduating in 2011. In 2010 he studied at the Danish 

Institute of Electronic Music with Henrik Munch. Mykolas 

Natalevičius is active as a composer, singer (bass), pianist and 

conductor; his work for musical theatre, drama performances and 

films received numerous awards in competitions and festivals in 

Lithuania and abroad. 

 

Epitafija (2006) is a chant for piano.  Repeated chords are like letters 

in a prayer and create atmosphere of eternity, where everything is 

equal: life and death, joy and pain. Everything is equal in eternity. 

 



Šarūnas Nakas, a composer by calling and a cultural critic by necessity, 

earned a solid reputation as a transgressor of accepted norms. In 1985 he 

wrote several of his most seminal works, planting some ideas and 

phenomena which have never taken root locally - Dada, Kurt Schwitters’ 

Merz and futurism (Merz-machine, Vox-machine, Ricercars). Ten years later 

Nakas found himself fascinated the inspirations coming from various non-

academic music worlds (jazz, improvisational and ethnic music), as well as 

to the aural impressions of everyday life (radio, MTV, street noise, 

murmur of the water and the wind, bird songs, etc), first of all in the 

compositions Chronon, Fight and Escape, At Heaven’s Door. Another 

important idea that has gripped Nakas’ imagination in recent years is a 

kind of architectural approach to musical composition, beginning with 

graphic sketches of pitch structure, then piling blocks of different 

rhythmic patterns and putting them into separate uniform layers, kept 

together without any binder but by the sheer force of weight - just like in 

ancient pyramids, mausoleums or ziggurats 

(Ziqquratu, Aporia, Nude, Crown). According to Šarūnas Nakas, ‘my 

compositions could be compared, in some respects, to macro-systems, 

like lakes, oceans, rivers, nebulae, star clusters, or vast Northern 

landscapes: it makes no sense to single out individual sounds, motifs or 

episodes in my music, because changes occur here at a very slow and 

hardly perceptible pace’. 

 

According to Czesław Miłosz, Ketman is a ‘game played in defence of 

one’s thoughts and feelings’. ‘To say something is white when one thinks 

it black, to smile inwardly when one is outwardly solemn, to hate when 

one manifests love, to know when one pretends not to know’. Ketman is 

not mere hypocrisy: it is a way of living a multiple life by protecting one’s 

inner world and even making immense external compromises for it. 

Miłosz discusses this phenomenon in his book The Captive Mind (1953). 
 

 

PART 3 

Finnissy and his students 
 

Michael Finnissy: ‘My biography? Doesn’t “fit in”. From the wrong side 

of the tracks all the way. Virtual failure in commercial terms, but who the 

hell cares either way?’ 



‘I’m quite happy not knowing what makes these ideas come into my head, 

they’ve been dropping in since I was a child, my general education did not 

chase them away, my life experience hasn’t invalidated them.’ 

‘I was born on 17th March 1946, at roughly 2 in the morning, at 77 

Claverdale Road, Tulse Hill, London SW2. My parents were Rita Isolene 

(nee Parsonson) and George Norman Finnissy. At that time my father 

worked for the London County Council, assisting through his 

photographic documentation the assessment of damage to and re-building 

of London after the war. I started to write music almost as soon as I 

could play the piano, aged about four and a half, and was tutored in both 

by my great aunt: Rose Louise Hopwood (Rosie). I attended Hawes 

Down Infant and Junior schools, Bromley Technical High, and Beckenham 

and Penge Grammar schools. Music was not taught in any formal or 

examinable way, though not discouraged either. My best subjects were 

graphic art, mathematics and English literature. I received the William 

Yeats Hurlstone composition-prize at the Croydon Music Festival, a 

factor which assisted my parents decision to let me apply to music 

college. I was awarded a Foundation Scholarship to study at the Royal 

College of Music. 

My composition teachers at the Royal College were Bernard Stevens and 

Humphrey Searle. I was subsequently awarded an Octavia travelling 

scholarship to study in Italy with Roman Vlad. I earned money for my 

studies by playing the piano for dance-classes: Russian-style classical ballet 

with Maria Zybina, John O’Brien and Kathleen Crofton; and jazz with 

Matt Mattox. After my studies in Italy, and with no formal qualifications, I 

continued to work in dance. Freelancing, and at the London School of 

Contemporary Dance - where, with the encouragement of its course-

director Pat Hutchinson, I founded a music department. During these 

years I worked with the choreographers Jane Dudley and Anna Sokolow 

from the pioneering era of modern dance, and in more experimental 

work by Richard Alston, Siobhan Davies, Jackie Lansley and Fergus Early. 

My concert debut as a solo pianist was at the Galerie Schwartzes Kloster 

in Freiburg, playing a concert mostly of first performances, Howard 

Skempton and Oliver Knussen as well as my own. In the meantime I had 

started to appear in Europe, firstly at the Gaudeamus Music Week in 

1969 and thereafter until 1973, at Royan Festival (1974-6) and 

Donaueschingen.’ 



Jazz (1976)  

Like its counterpart Boogie-Woogie (1980-81, rev. 1985, 1986), Jazz exhibits 

a much more dissonant and atonal idiom than its generic influence. Here 

the cue comes from the music and playing of Jelly Roll Morton - the initial 

draft contained the instruction ‘Pianist should remove tie and play 

throughout as closely to the style of Jelly Roll Morton as possible: Blues 

and Stomp in alternation’ – though also to Henri Matisse’s 1940s collection 

of collages Jazz. Finnissy has also suggested that the playing of jazz pianist 

Mike Westbrook was a further inspiration. For the tempo structure of the 

piece, Finnissy turned to the series of tempos in Beethoven’s Sechs 

Bagatellen, op. 126: 1. Andante con moto/L’istesso tempo/(non troppo presto); 

2. Allegro; 3. Andante: cantabile e grazioso; 4. Presto; 5. Quasi allegretto; 

6. Presto – Andante amabile e con moto – Tempo I (Presto). He also created 

three categories of material: (a) melancholy and bluesy, mostly in the outer 

registers of the piano, sometimes with an accentuated line in the middle; 

(b) fantastic macabre plundering of the bottom of the keyboard, first as a 

stomp, then a series of trills and tremolos; (c) a stomp around the whole 

keyboard, at first with ratios of 10:9 between the hands. [Ian Pace] 

 

Nashville Nightingale 

During the later 1980s and early 90s Finnissy made two collections of 

transcriptions of Gershwin songs – Gershwin Arrangements and More 

Gershwin; Nashville Nightingale is part of the latter.  

 

‘I’ve known Gershwin’s music since I was a child (like Jerome Kern, Cole 

Porter, Richard Rogers and Gilbert and Sullivan) it was music my parents, 

and other close family, played on the gramophone. This is what most 

people in the 1940s did. These show-tunes were also what most people 

wanted to hear in the 1960s, and so what I played at gatherings, parties, 

bars, jazz-dance classes. I had crib-sheets for the half-dozen GG songs I 

used, and I worked one or two of them up over the three or four years I 

was doing this kind of work. I only made one ‘more elaborate’ version 

(Love is here to stay) and worked this over again when I decided to offer 

it (as a suitable concert ‘encore’) to the Five Centuries Ensemble, whom I 

had heard play at Royan in 1974, and who had asked me to send them 

stuff. They shortly asked me to compose a piece for them (Commedia 

dell’ Incomprensibile Potere…), and the ensemble encore (for soprano, 

counter-tenor, ‘cello and harpsichord) was put on one side. It was too 

blatantly ‘atonal’ to match the other piece when I actually started writing 

the set of GG ‘Arrangements’. 



 

‘The period these songs were written (1918 - 1938) was one of the most 

disastrous in recent history, political turmoil and deceit, economic 

catastrophe. I like the description ‘dancing on the edge of a volcano’ 

although this does not mention the complex of other ingredients - 

Eastern-European background, celebrity status, aspiration to write 

‘serious’ concert music.’ [MF] 

 

Morgan Hayes was born in Hastings, East Sussex, in 1973 and began to 

write music at the age of ten. He studied composition with Michael 

Finnissy, Simon Bainbridge and Robert Saxton and in 1995 won the 

Guildhall School of Music and Drama’s Lutosławski Prize. His first 

orchestral work, Strip, was commissioned by the BBC Symphony 

Orchestra and premiered during the 2005 Proms season. While 

composer in association with Music Theatre Wales he wrote Shirley and 

Jane, an operatic scene based on the career of Dame Shirley Porter. He 

has composed three open scores of which Boaz (for Peter Wiegold) and 

Broken Grounds (commissioned by Andrew Toovey for COMA) are the 

principal ones. More recent projects include The Unrest Cure (2014) for 

Ensemble Reconsil,Vienna, Elemental (2012-2016) for the pianist Jonathan 

Powell, and a new piece for the London Sinfonietta. He currently teaches 

composition at the Royal Academy of Music, and was featured in the 

book Encounters with British Composers by Andrew Palmer.  

 

Elemental   

The title is taken from the shop of the same name in the Spitalfields area 

of London which specialises in restored vintage, retro and antique 

furniture and the paired-down character of the pieces relates to the shop. 

Many of the items have an utilitarian character (eg. circus ladder, pigeon-

hole cabinet, luggage rack) but with the passing of time have acquired a 

timeless appeal. It’s more like a museum as nothing has a price tag 

attached. Sections 4-7 are a reflection on the previous music. Returning 

to the shop analogy, almost as if these are restored versions of 1-3 

as  opposed to completely different objects. I was interested in the 

degree of distance: for instance, 4 and 6 clearly resemble 1 and 3, but 5 

and 7 have a more oblique relationship with 2. Spare melodic lines are a 

feature (1 and 4 most notably) and I was partly thinking of a piano 

masterclass Jonathan Powell gave in Brno where he focused for at least 

20 minutes on how to shape the opening single line of Chopin’s Etude 

op.25 No.7 in C sharp minor.  



 

Luke Stoneham began composing at the age of seven. He was educated 

at the Guildhall School of Music and Drama (junior department) in 

London, the University of Sussex, Brunel University, West London and 

the California Institute of the Arts, where his studies took him beyond 

music into theatre, dance, film and animation. 

 

His ‘studied-withs’ are: Erika Fox, Jonathan Harvey, Michael Finnissy, 

Frederic Rzewski, Morton Subotnick, Peter Wiegold and Christopher 

Fox. He has also attended courses with Milton Babbitt, Lukas Foss, Lou 

Harrison, Roger Reynolds and Charles Wuorinen. 

 

His music, which has been performed across Europe, North America, 

Australia and the far East, encompasses solo works, pieces for small 

ensembles through to symphony orchestra, and opera. He has recently 

started to experiment with electronics in his concert works, largely using 

consumer products, such as mp3 players, low tech recording equipment 

and the internet, and with text and installation. In 2002, he undertook 

research into live, real-time sampling and interactive video at Steim in 

Amsterdam. 

  

Luke has also written for dance, dance-on-film, theatre and the art gallery. 

His work with choreographers, theatre directors and performance artists 

(Lucy Bailey, Mark Baldwin, Rose English, Simon Vincenzi) has taken him 

to Theater der Welt in Germany, Liverpool Contemporary Art Biennial, 

the Kunsten Festival des Arts in Brussels and the Venice Biennale. He has 

worked (as composer, sound designer and Musical Director) at 

Birmingham Repertory Theatre, the Royal Exchange Theatre, Manchester, 

Tramway in Glasgow and the South Bank Centre in London. 

 

He has a continuing relationship with Simon Leung, visual artist and 

Professor of Fine Art at the University of California at Irvine; their work 

has been presented at Los Angeles Municipal Art Gallery and as part of 

The GardenLAb Experiment in Pasadena, California. He has taught at 

Roosevelt University in Chicago, and is a fellow of the MacDowell Colony 

in New Hampshire. 

 

 

 



Altawhid  

‘On a tour of the Alhambra, Granada’s palace complex, we were able to 

study the ingenious ways in which Moorish designers had tiled the palace 

walls. The abstract and intricate mosaics utilize symmetries of many kinds 

— rotations, reflections, translations, glides, and combinations of these. 

Rafael Perez Gomez has shown that the Alhambra contains examples of 

all seventeen types of symmetric tessellation of the plane. At no other 

cultural site in the world are more than a handful of these 

crystallographic isometries to be found. Medieval Islamic artists and the 

geometers who advised them did not work out a whole theory of 

tessellations. They took up abstract ornamentation because of their 

reluctance to depict humans or animals, depictions which they felt 

usurped the creative activity of Allah. Religious and intellectual impulses 

then pushed them to make an exhaustive search for patterns. Ensembles 

of repeated or interlocking figures were also a good way to broadcast the 

Islamic doctrine of altawhid, variously translated as ‘unification’ or ‘unity in 

multiplicity’. According to this doctrine, all phenomena are stamped by a 

single spirit that permeates everything. In Moorish Spain, such beliefs 

encouraged the embrace of all knowledge and all people.’   From Randolph 

Schwartz, from the 2000 European-Arabic Congress on 

Mathemetics, Barcelona. 

 

Decoration is not folly. Altawhid was written in 2003 for Jonathan Powell 

who gave its first performance in that year’s Huddersfield Contemporary 

Music Festival. 
 

JONATHAN POWELL 

 

Jonathan Powell is a pianist and 

composer. He studied the 

piano with Denis Matthews and 

Sulamita Aronovsky. After 

concentrating on composition 

during the 1990s, he then 

established an international 

career as a soloist. He has a 

particular interest in music of 

the early 20th century: in 

particular the music of Scriabin and other Russian modernists, as well as 



Ives, Szymanowski, Busoni, Enescu and others. Over the last decade, 

concerts have taken him on a tour across the US, to the Musica Sacra 

Festival in Maastricht, the contemporary series hosted by the Fundación 

BBVA in Bilbao, the Musica Nova Festival in Helsinki, the Festival Radio 

France Montpellier, Borealis Festival in Bergen, the Huddersfield Festival 

of Contemporary Music, recital broadcasts for Radio Netherlands and 

Radio Deutschland Kultur, the Raritäten der Klaviermusik am Schloss vor 

Husum, Vredenburg Muziekcentrum in Utrecht, De Toonzaal in ’S 

Hertogenbosch, and in the Jewish Museum and Altes Rathaus, Vienna. His 

recent concerto appearances include Brahms’ 2nd (with the Slovak 

Philarmonic), Liszt’s Malédiction (with the Kiev Soloists) and Finnissy’s 

2nd Concerto (at the Moscow Conservatoire). During 2013 and 2014 he 

made international tours featuring Messiaen’s Vingt regards sur l’enfant 

Jésus and Albeniz’ Iberia respectively. During 2015 he gave numerous 

performances of Beethoven’s Hammerklavier sonata and Reger’s Bach 

Variations. Forthcoming appearances include a tour featuring the 

complete piano works of Xenakis (including one at the Chopin Academy 

in Warsaw) and, in 2017, several performances of Sorabji’s Opus 

clavicembalisticum and a trip to China. 

 

Masterclasses, lecture-recitals and coaching have taken Powell to the 

Janáček Academy (Brno), Oxford University, the Guildhall School and 

Music and Drama (London), Cornish College of Arts (Seattle), and Det 

Jyske Musikkonservatorium (Esbjerg and Odense, Denmark), among 

others. As a chamber musician, he has worked with ‘cellist Rohan de 

Saram, violinist Ashot Sarkisjan, flautist Matteo Cesari, and sopranos 

Svetlana Sozdateleva, Irena Troupova and Sarah Leonard. Powell has 

worked with several of today’s prominent composers, in particular 

Claudio Ambrosini, and Michael Finnissy. He is currently awaiting a new 

solo work from Arturas Bumšteinas. Powell is a self-taught composer – 

he has recorded several of his own works for BBC broadcasts and has 

received performances by the London Sinfonietta, the Arditti Quartet, 

Valdine Anderson, and Nicolas Hodges among others. His articles on 

many aspects of Russian music appear in the New Grove Dictionary of 

Music. He lives in southern Poland. 

 

jonathanpowell@mutablelogic.com | jonathanpowell.wordpress.com 
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