








9!
Lower Gallery: 7—9pm:

£10 / £9 members (joint ticket for

all this evening’s events) 

Drummer Eddie Prévost has been at 

the centre of a number of improvisatory 

outfits since the 1960s. One such is the 

experimental music ensemble AMM, a 

pioneer of free improvisation which he 

co-founded in 1965. In the words of for-

mer co-member Cornelius Cardew: “We 

are searching for sounds and for the re-

sponses that attach to them, rather than 

thinking them up, preparing them and 

producing them.” Since 1999 Prévost 

has convened weekly workshops which 

have attracted a huge range of interna-

tional players, and today’s performance 

features 9!, which sprang out of these 

workshops. 9! includes nine musicians 

with different approaches to instrumen-

tation and electronics, and today’s play-

ers are Paul Abbott, Jamie Coleman, Ute 

Kanngiesser, Grundik Kasyansky, Ross 

Lambert, Sebastian Lexer, Eddie Prévost, 

Guiaumme Viltard and Seymour Wright. 

Seb Rochford 

& Pamelia Kurstin
Theatre: 9—10pm: £10 / £9 members.

(Joint ticket for all this

evening’s events)

Seb Rochford is a highly acclaimed 

drummer with a background in jazz. 

Improvisation is at the core of his prac-

tice, and he contributes to a giddying 

range of outfits, including Polar Bear, 

Fulborn Teversham and the influential 

F-IRE Collective. Tonight’s event reflects 

Rochford’s recent collaboration with 

Pamelia Kurstin, a world-renowned there- 

min player. Kurstin also has a back-

ground in jazz, and this has led her to 

develop new approaches to her instru- 

ment: when playing she constructs 

improvised layers and loops of sound, 

aping the roles of multiple instruments. 

Other musicians alongside whom Kurstin 

has played include David Byrne, Sebas-

tien Tellier, Ulver and John Zorn.

Steve Noble & Alex Ward
Theatre: 10—11pm: £10 / £9 members.

(Joint ticket for all this

evening’s events)

Both Steve Noble and Alex Ward have 

been key members of the British free 

improvisation scene for many years, 

first playing together at Derek Bailey’s 

Company Weeks festivals in the late 

1980s, and collaborating often there-

after. Noble is a celebrated drummer 

and recently co-founded the trio N.E.W., 

which demonstrates a hard-edged im-

provisation, its powerful performances 

verging on the frenzy of hardcore punk 

and metal. Alex Ward plays clarinet and 

guitar, and has been involved in numer-

ous collaborative groups, including 

Gannets, and has worked closely with 

artists such as Luke Barlow, Simon Fell 

and John Bisset.

In the act of performance a player can challenge the restrictions of musical 
notation, group action and audience expectations, and improvisation extends 
these freedoms further. Today’s performances bring together a group of influ-
ential performers — straddling different styles of instrumentation and technique 
— who are known for their range of collaborations and explorations, and who 
demonstrate the drive and influence of ‘free music’. This event is part of the 
London Jazz Festival.

DAY four
Tuesday 17 November
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Excerpt from Derek Bailey, ‘Limits and Freedom 2’, Improvisation: its nature 
and practice in music, Ashbourne, Moorland, 1980, p. 98–101.

Music assessed in compo-

sition terms — this piece fitting with that piece, the 

developments, the overall construction, the homoge-

neity, etcetera — the whole clockwork masterpiece 

idea of music, is more or less an irrelevance in free 

improvisation. In fact whether the finished piece can 

on examination be considered a good piece of music 

in any terms is not the prime aim of free improvisation. 

It is, of course, a consideration, but more important 

as an objective is the promotion of the improvisation, 

the raising of the improvisation to a level where all 

the players are involved equally and inextricably in 

the music-making act. And the achievement of this 

experience is always seen as a liberation.

There are times when the group is 

really functioning well, when we know that at 

that time it is a great piece of music. Which is 

beautiful. But that is not what you aim for. What 

we go for is the freedom. The freedom to hear 

and to play. Taking part and being involved might 

be one of the main objects of free improvisation. 

Not to produce a finished product — although 

that probability can be entertained as well — but 

to become part of a collective, and it’s a process 

which can take you in many directions. Starting 

out on free improvisation, I never realised how 

vast and what a long trip it would be. And how 

continually inspiring it can be.

I have no reservations about the value of 

improvisation. To me it has been the single most 

liberating factor of my life; socially, politically, and 

musically.

I play free music because it can’t be grown 

out of. I change, the music changes. If I have an intui- 

tion I can follow it. Any intuition or development 

that I may have is not going to be restricted or 

limited by the setting within which I operate. And 

that’s where the freedom lies.

These musicians represent very different approaches to 

free improvisation, but for all of them the ultimate achieve-

ment of the activity is the freedom it provides for them.

But this freedom not only confers its benefits, it  

requires what can be a very demanding allegiance. 

For many players this notion of freedom not only allows 

him to pursue exactly the music he wishes to play, but 

also demands that he constantly re-examine just what 

that music is. The free improvisation position infers 

that whatever the commitment to the music played 

or to his own personal style, there is a higher commit- 

ment, which is to follow the implications of free 

improvisation. The position of the idiomatic improvi-

sor is here reversed. For him, everything, including his 

freedom, must serve his idiom. For the free improvisor 

everything, including his music, must serve his freedom. 

And it is in his commitment to the maintenance of his 

freedom, which very often entails a sacrifice of, or a 

change in, his musical identity (his ‘idiom’ in fact) that 

the free improvisor finds his authenticity. Authenticity 

in free playing is to be committed to the evolutionary 

or development implications of improvisation.

For free improvisation is not a type of music to which 

one might be faithful or otherwise. It is a form of music- 

making. A method, singularly appropriate, for making 

music. And it is his allegiance to the practice of free 

improvisation, to that method of moulding without fix- 

ing, that ensures the player’s authenticity and freedom.

Speculations about the future of free improvisation 

— its possible popularity or extinction — seem to me 

totally to misunderstand the function of the activity. 

Rather like presuming that the course of the sun is 

affected by the popularity of sun-bathing. It is basi-

cally a method of working. As long as the performing 

musician wants to be creative in music there is likely 

to be free improvisation. And it won’t necessarily 

indicate a particular style, or even presuppose an 

artistic attitude. As a way of making music it can 

serve many ends.

john stevens:

Tony Oxley:

Evan Parker:
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Plus Minus Ensemble & Kämmer 

Klang / James Beckett
Theatre and Lower Gallery: 7—10pm:

£10 / £9 members

Plus Minus Ensemble is an international 

group of musicians committed to the 

presentation of the avant-garde and 

experimental traditions within classical 

music. Tonight they join forces with 

other musicians under the umbrella of 

Kämmer Klang, a series of boundary 

crossing events devised by musician 

Lucy Railton. The evening’s players 

include Vicky Wright, Shabaka Hutchings, 

Mark Knoop, Roderick Chadwick, Adam 

de la Cour, Aisha Orazbayeva, Lucy 

Railton, Alex Waterman, Matthew Coorey 

and Joanna Bailie. Together these par- 

ticipants are presenting a series of 

recent pieces by Norwegian composer 

Trond Reinholdtsen, alongside works 

by Larry Polansky, Giacinto Scelsi, 

Matthew Shlomowitz, Iannis Xenakis, 

and Alex Hills.

The evening includes an additional 

attraction in the form of James Beckett, 

a Zimbabwean artist based in Amsterdam, 

whose work is characterised by presen- 

tation of information within pseudo- 

scientific or museological formats 

— often with absurd and humorous 

results. Beckett is interested in the arti- 

culation of sound, and he has collaborated 

with members of pan-European ensemble 

N-Collective on the production of several 

experimental works. Tonight Beckett is 

presenting three pieces, with the help 

of Koen Nutters and Morton Olsen of 

N-Collective, and supported by musicians 

from Plus Minus Ensemble.

In the 60s and 70s a number of classical composers — including figures such 
as Morton Feldman and Christian Wolff — developed a distinctive form of 
experimental composition, in which musical scores evolved into instructional 
frameworks to enable the unknown, and which encouraged the blurring of 
boundaries between composer, performer and listener. Today’s event features 
a series of presentations that build on this legacy, including both new works 
and new interpretations of canonical compositions.

DAY five
Wednesday 18 November
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Excerpt from Michael Nyman, Experimental Music: Cage and Beyond, Cambridge University Press, 
Cambridge, 1999, p. 22–24, first published 1974.

The third component of Cage’s 

compositional ‘trinity’, listening, implies the presence of someone 

involved in seeing and hearing. But need this be ‘the audience’ as we 

have come to consider it? For experimental music emphasizes an 

unprecedented fluidity of composer/performer/listener roles, as it 

breaks away from the standard sender/carrier/receiver information 

structure of other forms of Western music.

In experimental music the perceiver’s role is more and more appro- 

priated by the performer — not only in scores like Toshi Ichiyanagi’s 

Sapporo (1962) which has a sign which tells the player to listen to what 

other players are doing, or in music like Christian Wolff’s which needs 

a high degree of listening and concentration. Dick Higgins’ account 

of the [George] Brecht performance in the dark at the New School 

[John Cage initiated this performance in which due to the darkness 

of the room it was not visually apparent when the piece’s instructions 

had been fulfilled] showed that the task (of performing two actions) 

had become less important for the individual than the perceptual 

and experiential situation that was brought about. (This 

does of course leave room for perceiving to be done by 

any ‘audience’ that may happen to be present.) And if the 

performer’s participation is passive, involving observation 

rather than action, the work is not invalidated or changed. 

For Cage at least experimental music is not concerned 

with ‘communication’ as other music is considered to be. 

He once said: “We are naïve enough to believe that words 

are the most efficient form of communication”. On another 

occasion he is reported to have said: “Distinguish between 

that ‘old’ music you speak of which has to do with concep-

tions and their communication, and this new music, which 

has to do with perception and the arousing of it in us. 

You don’t have to fear from this new music that something 

is bad about your liking your own music”.

A task may have a far greater value for the performer than it has for the 

audience. Certain tasks may seem hermetically sealed to the listener, self- 

evident games whose rules are not publicly available, mysterious rites 

with professionally guarded secrets. For the performer the tasks may 

be self-absorbing, or of only private significance, so that the question 

of ‘projection’ is not part of his concern. Sometimes the materials of the 

task are so strong in themselves as to be automatically self-projecting, 

as in Ashley’s The Wolfman, Cardew’s The Great Learning Paragraph 2, 

La Monte Young’s drone music, and in the extravagant actions Cage 

and Fluxus composers sometimes chose to busy themselves with. 

On occasions where more than one thing is going on at a time (Cage, 

Scratch Orchestra) one activity may completely blot out another. 

This was the case when Tilbury was performing Anima 7 [a work by 

Takehisa Kosugi from 1964 that consists of performing any action as 

slowly as possible] within a Scratch Orchestra presentation: did anybody 

notice that he was doing what he was doing? And if someone did notice 

(suddenly), was Tilbury’s activity made into a different kind of art?

The tasks of experimental music do not generally depend on, and 

are not markedly changed by, any response from an audience, 

although the atmosphere in which these tasks are accomplished may 

be completely changed by audience response. Experimental music 

has, if nothing else, at least the virtue of persistence which keeps it 

going throughout any uncalled-for reactions it quite often provokes. 

Hostile listeners quite often consider that their protest sounds are 

just as good as those of the performers; John Tilbury pointed out 

the difference on one such occasion: that whereas the audience’s 

sounds were uncontrolled, instinctive gut-reactions, the performer 

knew exactly what he was doing, producing his sounds with consid-

eration and control.

What then is the function of the audience in experimental music? 

Does ‘listening’s a third’ in fact leave nothing for the listener to do? 

Quite the contrary — the listener, too, has a far more creative and 

productive role than he had before. This follows from Cage’s rejection 

of the notion of entertainment as ‘being done to’:

Most people think that when they hear a piece of music, 

they’re not doing anything but that something is being 

done to them. Now this is not true, and we must arrange 

our music, we must arrange our art, we must arrange 

everything, I believe, so that people realize that they 

themselves are doing it, and not that something is being 

done to them.

Cage is not giving a mandate for audience participation: 

he is aiming at the fullest possible engagement of the listener 

and the testing of his perceptual faculties.

But what then is perceived? Perhaps nothing, as when 

you are present at a performance of La Monte Young’s Poem 

when the chance procedures have determined a duration 

of no length (‘the composition may be any length, including no length’). 

Or very little, if you had witnessed the first performance of Cage’s 

Imaginary Landscape No. 4 for 12 radios in 1951. This was performed 

so late at night that very few of the specified wavelengths were still 

broadcasting, so that, according to the veteran composer Henry Cowell, 

‘the “instruments” were unable to capture programmes diversified 

enough to present a really interesting specific result’. But Cowell had 

been unable to adjust his ears (and his mind) to the actuality of the 

new music, which is not a music of results. Nor is the need to be 

‘interesting’ a concern of experimental composers – as it is of the avant- 

garde. Cowell did add: "Cage’s own attitude about this was one of 

comparative indifference, since he believes the concept to be more 

interesting than the result of any single performance" — though he 

seems to have failed to appreciate the implications of this remark.
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Artists’ Film Club: 

Lucile Desamory
Lower Gallery: 7pm:

free, booking required

Artist Lucile Desamory is known for 

films in which she creates vignettes 

reminiscent of early cinema, and which 

are positioned between surrealism and 

mysticism. The cut-up and animated 

graphics of her films can be compared 

with music videos, and music is indeed 

an important part of her practice (she 

has performed with bands such as 

Rude Pravo). Tonight’s event — which 

is also part of the ICA’s regular Artists’ 

Film Club strand — focuses on films by 

Desamory in which music, image and 

text collide, and includes Countdown to 

Nothing (2004), which the artist made 

with musician Kevin Blechdom.

The Red Krayola /

Rude Pravo / Petit Mal
Theatre: 8—11pm:

£15 / £14 members

The Red Krayola has existing in multiple 

forms since 1966, involving musicians 

such as Gina Birch and Jim O’Rourke, 

and artists Albert Oehlen and Stephen 

Prina, and revolving around the con-

stant presence of Mayo Thompson. 

The band has maintained a unique po-

sition in the world of rock and roll, its 

output encompassing experimental one- 

second pieces, psychedelic freak-outs, 

and ‘pop’ albums with lyrics by con-

ceptual art group Art & Language. 

Tonight they perform Five American 

Portraits, a new album of songs made 

with A&L, and are supported by Rude 

Pravo (Luke Fowler and Stevie Jones) 

and Petit Mal (Melanie Gilligan and 

Benedict Seymour), two bands which 

display the influence of The Red Kray-

ola in their combination of arch lyricism 

and pared-back music.

Musical innovation is often associated with formal and technological experi-
mentation, yet the familiar format of the rock or pop song can also present new 
ideas and perspectives, and beyond the commercial mainstream are marginal 
practices that realign the values and narratives of songwriting. The bands and 
artists featured today all work through shifting collaborations, their projects 
articulating the relationship between music and text, infusing the format of the 
popular song with tension, humour and a sense of paradox.

DAY six
Thursday 19 November
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D — To paraphrase Benjamin, The Red Krayola/Art & Language collaboration 

proceeds by fits and starts. The basic form is that of a kind of abrasiveness 

between the sharply (or not so sharply) distinct situations that give rise to and 

are put into a given record. The scenes that these collaborations constitute are 

differentiated by captions, graphics and other conventions. These are intervals 

— or distinct situations — that should destroy any illusion of continuity. The colla- 

boration between us should paralyse any attempt to make an œuvre out of the 

work of either The Red Krayola or Art & Language.

 

A — The work emerges from a collaborative practice that does not 

include The Red Krayola in Art & Language even as it may include Art & 

Language in The Red Krayola. In the 1970s, facing the worst of our be-

settingly social horrors I found it helpful (indeed a relief) to argue that 

Art & Language is an ordinal thing not a cardinal one. The Red Krayola 

and Art & Language can include each other in a certain ordinality.

 

B — I’m sometimes tempted to assert that what these 

lyrical and musical projects essay is a radically articulated 

de-aestheticised autonomous art; that it is neither post- 

modern corporate ornament nor a committed art staged for 

a radically purposeful bourgeois public sphere. The latter has 

become mythical – part of a nostalgic imagination. Can we 

defend statements like that and fully include our work with 

The Red Krayola? I can’t answer for you Mayo, but I’d say we 

can. The performances, the music, etc., stick to a script at 

least: this is a discipline. The Red Krayola don’t re-do or cool 

up the lyrics. (Well, not much anyway.) The difficulty is 

accepted not as the price of the collaboration but as its raison 

d’être. It is something of a commitment.

 

D — Functioning as a reason for the collaboration, what you called ‘the mis-

match’ detaches the music from the lyric as something inscribed on the inside of 

what George Poulet calls a ‘vase clos’. Yet the performance of the lyric and the 

music as song may suggest fictional — or, we might call them ‘active’ — moments 

such that both music and lyric escape into the semblance — the guise — of a fully 

autonomous work. Is this a defensible assertion?

 

A — It seems to me that we have not quite got to the question of what 

is distinctive about the Red Krayola/Art & Language collaboration. 

It can, in fact, be stated simply: the input of Art & Language has always 

been the text. These are texts that more or less stand up as poetry of 

a kind. These are texts that, as Mayo once said, contain arguments 

and sentences with punctuation. With the exception of Corrected 

Slogans in which Art & Language’s friends and family performed, 

the role of Art & Language has been to produce the text only. The 

music then follows the production of the text almost always. Mayo 

has made several suggestions that we should try it the other way 

round. We are waiting for the situation to be reversed — waiting for 

the music to come first. Then what text will we write and how will 

we explain what we write to ourselves; how will we ‘integrate’ it into 

the essay sequence that is the work of Art & Language — and our 

intuitions (and feelings) about that?

 

D — I can’t think why you would want to ‘integrate’ it, but the moment is coming.

 

C — Art & Language do not have any directly 

creative role in the production of the music, 

except in the sense that the lyric will have some 

power to set limits and to make stylistic ‘demands’ 

of a sort. Take for example, Portrait of John Wayne 

in Five American Portraits. Would we say that the 

lyric is then something like ‘the subject matter of 

the song’?

 

B — Only in the limited sense that it is the textual content 

that is part of the song. It would however be wrong to 

suggest that the music is the pre-eminent form of the thing, 

because the sung text is also form and the textual content 

may decidedly ‘form’ the song in more than a phonetical sense.

 

D — I don’t think many critics — either of music or of art concern themselves with 

questions like that. The Art & Language/Red Krayola collaboration has tended to 

attract the attention of critics and ‘curators’ largely concerned with the expanded 

categories of art. They (the critics) tend to categorise The Red Krayola/Art & Language 

(The Red Krayola first) as something rather like an art (or artists’) band.

That it is not. Indeed, the collaboration began in a distinctly non-musical 

project to quieten (and to lose) the goofy adherents of Art & Language in New York. 

But my musical capacities were not the means by which I assigned myself tasks. 

In fact, I undertook a wide variety of them. There was no immediate music project. 

The art critics’ thing is the ‘expanded categories of art practice’. Rock ’n roll and 

artists’ bands form cool categories among these. The music critics do not concern 

themselves with the vexatious history of Conceptual Art or with Art & Language’s 

theoretical and critical take upon it. Thus, the relation between Art & Language 

texts and Red Krayola music is underinterpreted. The convention is that The Red 

Krayola is equivalent to an art band, which perhaps is what it would be were it 

not for the complex set of internal determinations that are supplied by the strict 

nature of our collaboration.
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This interview occurred as part of Our Literal Speed, ZKM Karlsruhe, March 2008. 
Key: D=Mayo Thompson; A, B, and C=Art & Language.



Mira Calix
Lower Gallery: 7.30pm:

£10/£9 members (joint ticket for all

this evening’s events)

From her background in dance music 

Mira Calix has developed an expansive 

compositional practice, mixing elec-

tronics, classical instrumentation and 

her own intimate vocals, and employ-

ing natural sounds often made through 

field recordings. For one performance 

at the Royal Festival Hall in 2003, of a 

work entitled Nunu, she employed mu-

sicians from the London Sinfonietta as 

well as the live sounds of crickets and 

locusts. Calix’s performances often re-

spond to the character of a space, and 

for the ICA she has developed a new work 

entitled She’ll Be Around, composed es-

pecially for the Lower Gallery. The work 

incorporates surround sound and live 

percussion, the latter courtesy of the or-

chestral performer Sarah Creswell.

agf
Theatre: 9pm: £10/£9 members

(joint ticket for all this

evening’s events)

AGF is Antye Greie, a songwriter, mu-

sician and producer whose work takes 

the digital realm as one of its subjects. 

Her first album Head Slash Bauch 

(2001) utilised fragments of HTML 

scripts and software handbooks, creat-

ing an electronic, beat-driven poetry. 

Her subsequent solo and collaborative 

projects (including performances and 

recordings with Vladislav Delay and 

Anne Cotton) have used new technol-

ogies to deconstruct the relationship 

between language and sound. Today 

Greie is performing an audiovisual work 

that draws directly on her new album 

Einzelkaempfer (Lone Warrior), a series 

of songs that meld electronic noise and 

spoken language with a looping and 

arrhythmic soundtrack.

Our digital age is defined by the speed, proliferation and fragmentation of 
information, and these features are mirrored in aspects of contemporary music. 
The sonic patterns of both electronic dance music and minimalism exploit the 
possibilities of new technologies, as well as reflecting the daily sensations of the 
information landscape. Today’s programme, organised in collaboration with The 
Wire magazine, features two performers who operate in this territory, pulling 
apart sound and language to create uniquely immersive experiences.

DAY seven
friday 20 November
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Excerpt from David Toop, Ocean of Sound: Aether Talk, Ambient Sound and Imaginary Worlds, 
Serpent’s Tail, London, 1995, p. 4–8

In his dazzling novel of Southern 

Californian subculture, The Crying of Lot 49 (first published in 1966), 

Thomas Pynchon predicted the replacement of human musicians 

by digital processing. Listening to muzak in a pizzeria, a character 

hears one violinist playing sharp. “They could dispense with live 

musicians”, he suggests. “Put together all the right overtones at all 

the right power levels so it’d come out like a violin”.

Pynchon also foresaw a world in which people would get drunk in 

electronic music clubs, Stockhausen records playing on the jukebox. 

“We’re the only bar in the area, you know, has a strictly electronic 

music policy”, brags the barman of an LA outskirts bar called The Scope. 

“Come on around Saturdays, starting midnight we have your Sine-

wave Session, that’s a live get-together, fellas come in just to jam from 

all over the state… We got a whole back room full of your audio oscil-

lators, gunshot machines, contact mikes, everything man.”

In Vermilion Sands (published in 1971), J.G. Ballard celebrated leisure, 

artifice, ennui and ambient drift in his portrayal of a desert resort. 

Among the lotus-eating pleasures of Vermilion Sands are choro-

florists selling singing plants and sonic sculptures growing on the 

reefs. The latter are incorporated into commercially available singing 

statues. The narrator, a sound sculptor, cheats one of his customers 

by augmenting a statue’s interactive sensory mechanisms with a 

tape. Then he finds that the statue has assumed the divinatory 

properties of a mirror or quartz globe for the rich buyer. “I went out 

one dusk to the sand reefs where the sonic sculptures grow”, the 

sculptor says, emptied by the realisations that followed the sale of 

his fake. “As I approached, they were creaking in the wind when-

ever the thermal gradients cut through them. I walked up the long 

slopes, listening to them mewl and whine, searching for one that 

would serve as the sonic core for a new statue.”

With startling awareness of the evolutionary links between player 

pianos and simulacra (of which more later), Philip K. Dick’s We Can 

Build You (published in 1972) begins in Oregon, at the headquarters 

of an imaginary musical-instrument manufacturer which is falling 

behind in the technological race. Its competitors, Hammerstein and 

Walkdteufel, make keyboard instruments which exploit brain- 

mapping research and directly stimulate the hypothalamus. 

The book’s narrator, locked in argument with his partner in the firm, 

is a sceptic. “Like most people”, he says, “I’ve dabbled at the keys 

of a Hammerstein Mood Organ, and I enjoy it .  But there’s 

nothing creative about it. True, you can hit on new configurations 

of brain stimulation, and hence produce entirely new emotions in 

your head which would never otherwise show up there. You might 

— theoretically — even hit on the combination that will put you in 

the state of nirvana. Both the Hammerstein and Waldteufel corpo-

rations have a big prize for that. But that’s not music. That’s escape. 

Who wants it?”

More than twenty years later, at the close of the twentieth cen-

tury, a deafening answer roars back: “We want it.”

And at the end of the nineteenth century, a Parisian writer, clerk 

and dabbler in magic named Joris-Karl Huysmans explored fin de 

siècle ideas of vicarious (or virtual?) living and neurotic aestheticism 

through a character called Des Esseintes. À Rebours (Against Nature, 

published in 1884) follows Des Esseintes through his quintessentially 

Decadent immersion in scent and colour, cruelty and eroticism, 

Orientalism, increasingly refined diets and strange pleasures. In one 

scene, he recreates a passage from Gustave Flaubert’s The Temp-

tation of Saint Anthony by setting up a tableau of two miniatures 

— a sphinx and a chimera — in the darkened bedroom. Lying back 

in reverie, he listens as a female ventriloquist intones a rehearsed 

dialogue, “like voices from another world”, between the two carvings. 

“I seek new perfumes, larger blossoms, pleasures still untasted”, she 

chants, and Des Esseintes imagines that Flaubert’s words are addres- 

sed directly to him, amplifying his “cravings to escape from the horrible 

realities of life”. The scene ends, by implication, with sex, but the 

pleasure is not shared by the ventriloquist.

After reading Charles Dickens, Des Esseintes decides to travel to 

England. Preparing to take the boat, he prevaricates endlessly, rico-

cheting between culinary and literary flavours in taverns, deciding 

finally that reality is a disappointment when compared with art. 

His journey progresses no further than Paris. “After all”, he reflects, 

“what was the good of moving, when a fellow could travel so mag-

nificently sitting in a chair?” So the couch potato, the sofa surfer, the 

virtual nomad, was born.

Although Des Esseintes absorbs more than he creates, he plays 

games with his environment. But the intended subtlety of the games 

is overwhelmed by a heaviness of execution. Epitomising the triumph 

of materialism over aether, a tortoise is gilded and encrusted with 

unusual gem stones in order to set off a mobile counterpoint to the 

iridescent colours of an Oriental carpet. Understandably, the over-

loaded animal roots itself to a secluded spot. Des Esseintes blends 

musical correspondences with tiny drops of liqueur from a dispensing 

device he calls his mouth organ, fantasising whole ensembles from 

the synaesthetic linkage of dry curaçao with clarinets, anisette with 

flutes and gin with cornets. From long practice, he could recreate 

complex musical compositions on his tongue.
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Play for Today:

Cornelius Cardew
Theatre: 1—6pm:

£8 / £7 members

In the late 1950s Cornelius Cardew 

studied at the Royal Academy of Music, 

and at the Studio for Electronic Music in 

Cologne, where he worked as an assis-

tant to composer Karlheinz Stockhausen. 

In the early 1960s Cardew helped intro-

duce the work of John Cage, and other 

avant-garde composers, to an English 

audience; while at the same time pro-

ducing important works such as Treatise 

(1963–67). Cardew is most famously as- 

sociated with the Scratch Orchestra, 

which he formed in 1968 with fellow 

composers Howard Skempton and 

Michael Parsons. The Scratch Orchestra 

is one of the highpoints of post-war 

British music culture, and is emblematic 

of the emphasis on improvisation and 

participation that ran through avant-

garde practice in the 1960s. The ensemble 

could and did encompass everyone 

from professional musicians to com-

plete amateurs, and its participants 

were encouraged to create their own 

responses to graphic scores, creating 

sound from the materials around them. 

The Scratch performed across Britain, 

but came to an end in 1972 as a result 

of political divisions. Cardew was one of 

the members of the ensemble who had 

become radicalised, and in the course 

of the 1970s he dedicated himself to 

the cause of the Communist Party of 

England (Marxist-Leninist), breaking 

with his avant-garde contemporaries 

and embracing protest culture.

Through talks, performances and 

panel discussions, this two-day sym-

posium aims to remake — rather than 

repeat — the legacy of Cardew, exam-

ining the questions and contradictions 

of his practice for their contemporary 

relevance. The first day of the sym-

posium includes contributions from a 

wide range of participants, including 

John Tilbury (musician and Cardew 

collaborator and biographer), Grant 

Watson (curator at MUHKA, Antwerp), 

Adrian Rifkin (Professor of Art Writing, 

Goldsmiths College) and artist-duo the 

Otolith Group.

ULTRA-RED: 

The cardew object
Lower Gallery: 1—6pm: free

On both days of the symposium, artists 

and activists Ultra-red are in the lower 

gallery with the School of Echoes, a 

group of practitioners who formed 

around Ultra-red’s recent residency at 

Raven Row in East London, who share 

an interest in the use of militant sound 

investigation within their own political 

and artistic practices. These groups are 

performing and presenting research into 

Cardew’s work, an investigation open 

to public participation that mirrors the 

ten-hour performance of the composer’s 

Schooltime Compositions that occurred 

at the ICA in 1969.

The final weekend of Calling Out Of Context focuses on the legacy of the British 
composer and activist Cornelius Cardew (1936–81), a figure who helped 
question artistic boundaries in the 1960s, but whose politics brought him back 
to more traditional and accessible forms of music-making in the 1970s. 
This two-day symposium on Cardew, involving participants from the worlds 
of art and music, is co-organised with The Drawing Room, and coincides with 
an exhibition on his activities at the latter’s space in East London (for details 
see www.drawingroom.org.uk).

DAY eight
Saturday 21 November
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Play for Today: 

Cornelius Cardew
Theatre and Lower Gallery: 1—6pm:

£8 / £7 members

The second day of the Cardew sym-

posium begins with a performance 

of Autumn ‘60 (1960), an example of 

the composer’s avant-garde chamber 

music, led here by Dave Smith (musician 

and Cardew collaborator). This is followed 

by a performance of two ‘paragraphs’ 

of The Great Learning (1968–71), a work 

based on Confucian texts, led here by 

John Tilbury. The Great Learning is an 

ambitious cycle of work that Cardew 

created specifically for the Scratch 

Orchestra, and is one of the highlights 

of the composer’s musical career. Both 

it and Autumn ‘60 are played from scores 

that consists of written instructions and 

graphic notations, resulting in indeter-

minate works that demand an individual 

response from each performer. The day 

continues with a discussion that includes 

contributions from Andrea Phillips (Director, 

Curating Architecture, Goldsmiths College), 

and Marcel Swiboda (lecturer in cultural 

theory, University of Leeds).

ULTRA-RED: 

The cardew object
Lower Gallery: 1—6pm: free

Ultra-red and the School of Echoes 

continue their performative enquiry 

into Cardew’s work.

Jan St Werner: 

A Series of Actions
Throughout the ICA:

noon—11pm: free

Jan St Werner is one half of German 

electro-duo Mouse on Mars, whose work 

encompasses a range of dance music 

genres, while also displaying the influ- 

ence of experimental electronica. St Werner 

has numerous other collaborative and 

individual projects, sometimes involving 

the composition of sound works for 

gallery contexts and public spaces, and 

he has recently created two composi-

tions that are performed across urban 

spaces for extended periods of time. 

For the ICA St Werner has extended this 

approach, devising an arrangement of 

overlapping tones and pockets of sound 

that exist throughout the institution 

across the course of one day, and which 

together form a unified composition.

Jan St Werner 

& Stefan Streich 
Theatre: 8pm: free

Jan St Werner has created A Series of 

Actions with composer and arranger 

Stefan Streich. As a culmination of the 

project they direct the performance 

of two individual works which absorb 

the formal elements of the day-long 

composit ion. Bommbo  (2009) by 

Streich consists of sinewaves and 

flute, whilst St Werner’s work Group 

Pointillism (2009) is performed by 

ICA staff, who will have participated 

during the day in A Series of Actions.

The final day of Calling Out Of Context finds the ICA overwhelmed with sound. 
The second part of the Cornelius Cardew symposium features performances of 
the composer’s works from the 1960s — including exerpts from one of his most 
famous pieces, created for multiple performers and featuring objects used as 
instruments. The day also sees the premiere of a new composition by Jan St 
Werner, a sound work designed for the ICA that integrates the architecture and 
daily routine of the building.

DAY nine
Sunday 22 November

Excerpts from Cornelius Cardew, Treatise, 1963–6736
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Recording Studio
14—22 November: Upper Gallery,

noon—7pm: free

For the duration of Calling Out Of Context 

the ICA’s Upper Gallery is operating as a 

fully-equipped recording studio, with a 

range of artists and musicians challen-

ged to use the space to record and mix a 

new work in the space of the day. For many 

practitioners, a recording studio facilitates 

levels of technological experimentation 

and control that could not be achieved 

live, leading to results that have progress- 

ively changed the way we both hear and 

participate in the production of music. 

At the ICA visitors will be able to witness 

the recording process, which promises 

to reveal both the possibilities and dif-

ficulties of creating recorded music 

and sound. Artists featured over the 

course of the week include About (fea-

turing Alexis Taylor from Hot Chip, and 

influential drummer Charles Hayward), 

multi-instrumentalist Alexander Tucker, 

singer and composer Mica Levi (aka 

Micachu), blogger turned producer 

Woebot, drummer Seb Rochford, and 

two specially curated days by record 

label Gravid Hands, and the ICA’s own 

music podcast The Experiment.

Fox Reading Room
14—22 November, noon—7pm: free

During Calling Out Of Context the Fox 

Reading Room is open daily, and fea-

tures a display of material organised 

in collaboration with Dylan Nyoukis, 

co-founder of Chocolate Monk. Chocolate 

Monk is an experimental music imprint 

based in Brighton, which has been at 

the forefront of the underground music 

scene since 1993, and which releases 

CDR and tape recordings that feature 

some of the most exciting musicians 

and sound poets in the UK. The presen-

tation in the Reading Room includes 

an overview of their output, avail-

able for visitors to encounter at leisure. 

(Performances by Chocolate Monk 

acts also feature in Monday’s event 

programme.)

Image: About (Charles Hayward, John Coxon, Alexis Taylor, Pat Thomas)

reading roomrecording studio
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JE — Can you explain where the title Calling Out Of 

Context comes from and why it seemed appropriate?

RB — Well, the title appealed as it avoids a single interpretation 

yet in several ways conjures up the territory the project addresses. 

It comes directly from a song title by the late American musician 

Arthur Russell. Russell seems like an important talisman for the project; 

he sums up an approach to music that was quite unique to a period 

of time and a location, but has also echoed outwards in terms of 

how we receive contemporary music today; how we think about 

different areas of the field; and how they relate to one another and 

to the rest of culture.

The scene in New York that Russell became part of in the 

70s was pluralistic, with different genres operating around each 

other while also defining themselves in opposition to a classical, 

uptown tradition. So you have minimalist composers sharing perfor-

mance and social space with punk, and then the no-wave scene, and 

Russell straddling these worlds while also becoming a pioneering 

figure in disco. All these scenes came about through the open 

exploration of music rather than the development of rigid affinities.

 

JE — Calling Out Of Context definitely could be taken 

to mean several things. Yet principally the idea of an 

exclamation outside of a familiar context somehow 

summed up what’s most vital about the wide field of 

experimental music. It was our route into presenting a 

season of contemporary music that could be discussed 

in terms other than the mainstream. It allows us to focus 

on the values within less visible practices.

RB — It is important that the programme we’ve put together 

develops certain key themes and concerns that register across the 

different practices involved in the season. We were conscious of not 

attempting a survey of genres. Rather the intention was to look at 

how experimental traditions have fed into a range of approaches, 

and how recurring ideas and methodologies appear in how people 

work with sound today. These are themes that relate less to a sense 

of style or technique and more to the opening up of the formal and 

social conditions under which music-making occurs.

Perhaps, as an extension of this, we should highlight the role 

that production plays in the season. At a typical music festival one 

goes to see people perform. We want visitors to the ICA to witness 

states of production, whether literally (through the recording studio 

we’ve set up) or through events in which there is a clear sense of new 

experiences being generated through performance. The moment 

when a performance is more than just a ‘recital’ is difficult to 

define; perhaps it’s about an active state of inquiry involved in 

making music.

JE — Certainly a large part of the season features a 

sense of real-time production. There will be many per-

formances in which I would be surprised if the artist 

involved knows in advance what the outcome will be. 

There is an important difference between preparation in 

order to deliver a polished performance, and prepara-

tion to improve one’s awareness and one’s skill (or for 

that matter conscious de-skilling) in order to confidently 

engage with tangents, chance or the responses of 

fellow players. Although we focus on it on one day of 

the season in particular, improvisation features through-

out the schedule. And I think that real-time production 

of music, what is being made audible and visible to an 

audience in the immediate moment, is something 

Calling Out Of Context will hopefully illustrate well.

RB — Another point is worth making here about the very particular 

ways in which approaches towards sound-making affect the listener. 

What you were just saying makes me think about the experience of 

practices that use ‘noise’ as a primitive, ritualistic element — about 

the effect that sound has on a body, a physiological experience of 

sound. Certain extended techniques with voice and instrument strip 

music down to basic elements, to a point that forces an encounter 

with the audience. It’s not dependent on improvisation necessarily, 

but it’s an unknown point of encounter based on a quite physical 

response — it’s noise not in the sense of volume, but in the sense of 

a loss of controlled listening.

JE — A big part of the excitement in such an experience 

is that lack of prior knowledge as to what is going to hit 

you, whether it be dramatic and loud or quiet and tense; 

either way, it requires you to actively listen. You could 

argue that an exchange takes place between both 

parties in such an encounter.

Calling Out Of Context has been organised by Jamie Eastman 
and Richard Birkett. In the interview below they expand on this 
collaboration and develop some of the ideas behind the season.

4140



Let’s start with two photographs, 

both taken in New York in the late 1960s. The first was made between 

1965 and 1967 by Stephen Shore. It depicts Andy Warhol at the 

Factory, in leather jacket and shades, posing in front of a blow-up 

publicity shot of the Velvet Underground. In their portrait-within-a-

portrait, the VU — moodily lit and arranged around the diamond- 

patterned cloth grill of a Vox amplifier — stare straight back at the 

camera. At the top edge of the photo one can see the Factory’s 

signature silver foil, and a slight warping of the image gives it the 

appearance of being glued onto cardboard. Light projections play 

like a miniature Exploding Plastic Inevitable behind Warhol, who 

gazes distractedly at something or someone outside the frame, his 

mouth slightly open. The photo belongs to Shore’s The Velvet Years 

series: images of the Factory scene that freeze the 

colour and chaos of the moment into silver, icy blue-

prints for dissolute cool.

The second photograph dates from May 27, 1969. 

Taken at the Whitney Museum of American Art, it docu-

ments a performance of Pendulum Music (1968) by 

American composer Steve Reich. Reich stands behind 

a mixing desk, flanked on either side by Richard Serra, 

James Tenney, Bruce Nauman, and Michael Snow, each of 

whom holds a microphone that is suspended vertically by 

its lead above a low dais fitted with speakers. The lighting is theatrical 

and high-contrast — the performer’s faces are illuminated. They wear 

expressions of calm concentration while waiting for Reich’s signal to 

let the mics swing over the speakers to create the rhythmic whines and 

shrieks of feedback that comprise the piece.

Something bothers me about these two images. Art since the 1960s 

has had a thing for documentation, for distilling its most transient 

episodes into definitive iconographic statements, and for anyone 

with an interest in art’s relationship to music, these two freeze frames 

are heavy with promise. I say ‘art’s relationship to music’ — rather than 

music’s to art, or the two with one another — for a reason; if the 

majority of thematic exhibitions about music held in art galleries and 

institutions over the past 20 years are anything to go by, the con-

ditions of this relationship have been set by art. Exhibitions about 

rather than with music. Music represented as if it is to be examined 

by art at a safe critical distance. Shore’s photograph of Warhol says 

it all: a portrait of an artist with a cardboard cutout of the band he 

Image: Andy Warhol at the Factory, 1965–67 (Stephen Shore)

RB — I like that idea of exchange. It relates to the notion of sound 

as a vehicle for ideas — not necessarily an act of direct commu-

nication but more of an experiential inquisition that involves both 

creator and receiver. It may occur in the studio through the way 

in which a particular beat is twisted and mutated, and in doing 

so somehow creates a new social context, a new sensory form. 

Or it could be through the literal content of song lyrics disrupting 

our existing sense of language’s relationship to sound. These are 

definitely things that question the ground between production 

and perception.

There does seem to be a challenge with such musical pro-

cesses. How are they actively presented and spoken about and 

considered? Is there value to doing so within an institution like the 

ICA? There is a prescribed role for such spaces in finding ways to 

present challenging new practices. But what is also clear is that the 

work doesn’t require cultural consensus in order for it to function. 

This comes back to improvisation, which can seem a very hermetic 

process. That is at the core of what it is, what the process between 

a group of individuals is. It gets down to some notions of sound as 

a tool resistant to commercial co-option. And certainly when talking 

about experimentalism, there are roots in politicised positions that 

accompany that sentiment; conceptual- and Fluxus-oriented 

experimental practices from the 60s really were at the forefront of 

disrupting not just musical traditions but social conventions. 

It begs a number of questions as to where we are now, 

whether there are overbearing clichés around what we perceive to 

be radical and therefore ‘interesting’ in relation to music, or whether 

we are still enabled by the progressive logic of the avant-garde. 

Does the growth in the accessibility of music operating beyond 

a commercial field, through digitisation, constitute a less passive, 

more volatile and disruptive public sphere?

JE — That’s interesting to think of in terms of what 

we initially discussed—the moment in New York in the 

70s when there was an amazing and at times explosive 

convergence. That cultural moment was one in which 

many of the different genres at play didn’t have a com-

mercial industry feeding off of them. So I do wonder if 

we’re at a moment in time in which a cycle has taken 

place through digitisation and through open access, 

and that there’s suddenly more room for this enabling 

to happen again. And this time around, of course, it’s 

going to be more two-way than ever before, because 

the audience and practitioners are much more familiar 

with each other and much more familiar with certain 

methodological traditions that lay the groundwork for 

the completely unexpected to occur.
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But if you bring music such as jazz into the equation, further areas 

of shared interest open up: those of authorship and interpretation, of 

form and of intuition, of collaborative groups as mutating, migratory 

social and creative entities, of re-skilling, of definitions of music’s 

social/political role in minority contexts —‚ all themes, again, that chime 

with artists’ interests in alternative distribution models or means of 

production. Exhibiting a Robert Mapplethorpe photo of Debbie Harry 

instead of a Mati Klarwein painting for a Miles Davis record, therefore, 

isn’t necessarily just a question of representing musical taste.

You could argue that for some time certain visual artists have 

been looking at music with this analogous rather than flatly repre-

sentational perspective — Jeremy Deller, for instance, with his Acid 

Brass and Manic Street Preachers projects, or Johanna Billing with 

her rolling archive of cover versions of Roky Erikson’s song You Don’t 

Love Me Yet. However, innovations in technology have recently 

begun to transform even these analogous conversations; the dis-

tribution of music — and thus the industry power structures that 

surround it — has been radically altered by file-sharing in a way that 

hasn’t really touched the art world, which, despite the mobility of 

certain types of conceptual and post-conceptual art-making, is still 

bound to a critical and economic system of physical 

objects and exhibitions in specific places.

Even where art and music rhyme at a structural or 

organizational level, the elephant in the room is that 

music and art are irreconcilably distinct. Contemporary 

artists, critics, and curators can tend to have an omni-

vorous attitude to other disciplines, believing that art 

operates at a ‘meta-level’ of critical removal from other 

art forms or intellectual practices, but there are certain 

points at which art’s appropriation of other fields hits 

a brick wall. There are ideas, skills, and debates about the organiza-

tion of sound that simply don’t relate to art visually or conceptually. 

Contemporary art, at a certain level, requires specialist knowledge 

in order to fully engage with it, and the same holds true for music. 

When did you last see an exhibition about non-idiomatic free impro- 

visation? Or hear a piece of music about ‘Art and Objecthood’? 

Artists’ bands are often dull because the fantasy of ‘being in a band’ 

is usually of much more interest to them than the hard task of making 

interesting music. When experimental music tries to grapple with 

making something that resembles art, the result is either trite spec-

tacle (DJing with 50 turntables in a field, say) or over-earnest sound 

art (audio collages of a walk through the city, for example).

Still, a strong mutual fascination exists between left-field art and 

music, one perhaps to do with being fellow travelers at the radical 

extremes of culture. For one thing, it’s not as if museums and galleries 

are places you go to just to look at objects. The performances, film 

screenings, and talks and debates held in art institutions are fixtures 

in listings guides and in the social calendars of the culturally omni-

vorous middle class. ‘Late at Tate’ or a night out at the ICA are part of 

manages — representation at the point of production. Somewhere 

between Warhol’s indifferent gaze and the aloof cool of the VU is 

the promise of both intellectual credibility and rock ’n roll excess, the 

inscription of art history into the visual sourcebooks of white, romanti- 

cally wasted pop history and vice versa. The Pendulum Music concert 

image captures three would-be giants of post-Minimal art (Nauman, 

Serra, Snow), an acclaimed avant-garde pianist (Tenney), and one 

of America’s most important twentieth-century composers (Reich) 

engaged in creating a single work. They may have just been a few 

guys helping out a friend, but the promise of this photo is its represen-

tation of an interdisciplinar y ideal: the desire to find a point at which 

experimental music and art can meet, or perhaps be synthesized, if 

only the right combination of the two could be discovered.

All too often, artists or exhibitions that lay claim to finding this 

meeting point are merely infatuated with the sociology of music. 

In some cases this might be the avant-garde high-mindedness of 

European Modernist composition, but in most it is the sex, sedition, 

youth, fashion, graphics, and atmospheric sub-cultural capital of pop. 

Music is considered for what it represents — Modernist nostalgia, 

say, or rebellion, or the merging of ‘high’ and ‘low’ art — rather than 

as music. Ironically, the 

nearly complete absence 

of music defines many 

shows about music. 

Rarely will you find any 

mention of jazz, South 

American, Caribbean, 

Eastern European, Middle 

Eastern, African, or Asian 

music. Art’s definitions of 

music seldom go beyond the accepted canon of white, mostly male 

underground rock and pop — or rather, beyond the personal socio-

economic and age backgrounds of the artists or curators in question. 

The same carousel of artists spins the same idea of what the art/

music crossover should be, petrifying messy avant-garde subcultures 

into avant-conservative fossils, into a specialized sub-branch of the 

heritage industry. Dan Graham’s 1984 video Rock My Religion? Check! 

Some old Raymond Pettibon drawings for SST Records and a Christian 

Marclay collage? Check! Sonic Youth and Ian Curtis adequately repre-

sented? Up on the wall faster than you can say ‘Teenage Riot’!

The art world’s narrow concentration on music in the tradition of 

Western alternative pop/rock, or canonical ‘avant-garde’ composition 

— Karlheinz Stockhausen, John Cage, Cornelius Cardew, Reich — 

means that opportunities where art and music might connect at a 

more structural or methodological level can be overlooked. Exhibi-

tions that refer to punk, for instance, often note its self-organized, 

DIY, or de-skilled aspects — issues close to those of art production. 

Image: Pendulum Music performed at the Whitney Museum of American Art, 1969 (Richard 
Landry). Left to right: Richard Serra, James Tenney, Steve Reich, Bruce Nauman and Michael Snow
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the vast spread of leisure options in a city such as London. It’s also 

much easier to stage a gig in an art gallery than an exhibition in a 

concert venue, and music — which suits the exclusivity of today’s 

event culture perfectly — often plays a part in the gallery schedules. 

(One exception may be Hans Ulrich Obrist and Philippe Parreno’s 

recent exhibition of theatrical and musical vignettes, Il Tempo del 

Postino, which claimed to unfold across time in front of an audience, 

although this was arguably more curatorial spin than any substantial 

radicalization of exhibition-making.) On the upside, the art world can 

offer experimental musicians access to means of production and the 

opportunity to join forces — venues for new music are far more limited 

than those for contemporary art. But in gallery event programmes 

music is often bracketed as add-on entertainment; a band playing 

after an opening, say, or a DJ booked for some atmosphere-less 

museum ‘club night’. Again the Warhol and Reich photos emerge 

from the shadows with their false promises: the pleasures of pop 

framed by the institution of art; a radical new inter-disciplinary art 

being born simply by dint of everyone being under one roof.

Admittedly, music performances aren’t always framed in ways 

that sit easily alongside those of contemporary art presentations. 

There are the no-frills 

conventions of small, alter- 

native venues, in which 

room acoustics are more 

sympathetic to music 

than h igh–cei l inged 

galleries, and audience 

and performer behaviour, 

crowd control, or the con- 

sumption of alcohol is 

generally more relaxed than in an arts venue. Or there are classical 

music venues, in which each work performed comes with programme 

notes and diligently observed rituals of audience/performer acknowl-

edgement. Experimental music can be a deeply hermetic world, riven 

by tedious territorial bickering and contestation for historical recogni-

tion. (Some might argue that this isn’t too different from the art world.) 

Opportunities for making a living from experimental music are far few-

er than in the radically expanded art world of the last ten years, yet the 

flipside of this is a fluidity of access and participation for those inter-

ested than the more hierarchically organized art establishment allows.

Music is not there to be stuck onto cardboard for art to parade 

around. It’s too big and complex to be reduced to a set of signifiers. 

But, then, nor is art merely a set of signifiers: it involves structural 

ideas, methodologies and ways of relating to the world that music 

can feed from. If art and music are to relate to each other, they have 

to do so in counterpoint, occasionally swinging, like pendulums, 

across each other’s paths.

Dan Fox is senior editor of Frieze magazine. He is also a musician and co-runner of Junior Aspirin Records.
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