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Noch immer gilt Abstand, Maske, Isolation und das fast überall auf
der Welt. Auch die #24 unserer karlheinz bleibt wieder digital auf Distanz und der leere Konzertkalender schreit „Bleibt zuhause“. Wie
können wir in dieser Situation weiterhin Verbindungen knüpfen,
Nähe schaffen und den Abstand überbrücken? Wir versuchen in dieser Ausgabe den Blick zu weiten und haben den Kontakt zu Initiativen neuer Musik an anderen Orten der Welt gesucht.
In ausführlichen Interviews geben maßgebliche Akteure Einblick in
ihre Szene der experimentellen Musik: Welche künstlerischen Perspektiven und Fragestellungen bewegen sie zur Zeit? Wie gestaltet
sich die organisatorische Praxis der Freien Szene? Wie fördert ein
Netzwerk seine Szene vor Ort und welche Möglichkeiten für internationalen Austausch existieren bereits oder können in Zukunft entstehen?
Aus Morelia in Mexiko berichtet Rodrigo Sigal, der Gründer und Leiter des Centro Mexicano para la Música y las Artes Sonoras – CMMAS, das in den fünfzehn Jahren seines Bestehens regen internationalen Austausch pflegt und über die lebendige Musikszene
Morelias hinaus zu einem Anlaufpunkt für Musiker*innen geworden
ist. Und Nataša Serec erzählt von der Besetzung des MetelkovaGeländes in der Innenstadt von Ljubljana, das heute ein kreatives
Zentrum geworden ist und Standort für das KUD Mreža-Netzwerk
für experimentelle Musik, das sie 1997 gründete und bis heute leitet.
Wir freuen uns sehr über die entstandenen Verbindungen und wünschen viel Vergnügen bei der Lektüre.
Ihr karlheinz Team von
ON – Neue Musik Köln +
Kölner Gesellschaft für Neue Musik

ON – Neue Musik Köln und die kgnm
werden gefördert durch die Stadt Köln.
Die Veranstaltungen von ON werden außerdem
gefördert durch das Ministerium für Kultur
und Wissenschaft NRW.
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education: providing courses, graduate and
postgraduate programmes with the national
university and another private university, our
diploma and our online services at CMMAS.com,
where people can also take our courses. We also
publish CDs, books and journals, in both digital
and physical formats. Finally we have our own
series of concerts every Friday, either virtual or in
person, and every September we have the
Visiones Sonotas festival, which has been
running annually for 16 years now.

Morelia

Fifteen years ago you founded CMMAS. What
were your initial intentions and how have they
changed over the years?
When I first founded CMMAS in Morelia in 2005,
the idea was to create a public institution with
funding from the national government and the
state government of Michoacán, which would
provide other institutions, universities and
research centres and artists in general with studio spaces and knowledge, with access to tools
and materials, to our library and courses, but
would also release CDs and publish journals.
We began by providing spaces to other music
programmes in the city, like the conservatory,
the state university and the national university.
Over the years it became a studio space and
eventually we had seven studios, where artists
from Mexico and abroad could work, use our

tools and even get grants. We also started our
Acercamientos Sonoros, “sound gatherings”,
where kids from underserved communities or
schools could learn how technology works and
how to use their own mobile tools as an expressive resource.

CMMAS has been releasing Ideas Sónicas, a
biannual magazine on electroacoustic music,
sound art, and technology with many acclaimed
contributors, since 2008. Who do you wish to
reach with this publication and how is it distributed?

Eleven people currently work for CMMAS. How is
the organisation structured and what are the
main areas of work?

We are currently finishing work on the new issue,
which will mark thirteen years of our journal.
Each issue is available for free online or can be
ordered in print via our online shop. The articles
are mainly written in Spanish, English and Portuguese and sometimes French. Each issue is
put together by a different guest editor. The aim
of Ideas Sónicas is to provide artists, universities
and institutions in Latin America with sources of
research and articles on music technology. We
have had hundreds of different guest authors
discussing everything from general issues on
computer music and composition, to topics such

At the moment we are eleven, but this has changed over the years; there were times when we
were only five or six, then there was a period
where we were up to 38 people. The idea of
CMMAS is very flexible. We continue with our
main programme, but we have to adapt to the
funding and programmes that change every year.
Our main area of work is in fostering creativity
with our studio spaces. After that comes

as Caribbean electroacoustic music, drum and
bass, and beat based music.
CMMAS has created a degree about technologies in interpretation and composition in
collaboration with the UNAM (Universidad
Nacional Autónoma de México) Faculty of Music.
What was your role in the process?
National University of Mexico UNAM, which is the
biggest in Latin America as far as I know, decided
to start a music technology programme in
Morelia with us five years ago. Alongside running
CMMAS, I am also a full time professor at the
university. I created the content of this undergraduate programme, Music and Artistic Technology, with the help of other professors. Today we
have students doing their Masters and PhDs
based on this joint venture.
CMMAS also offers artist residency programmes. How many musicians and composers visit
each year and what do you look for in applicants?
We have been offering residencies for years now.
2020 was of course a very atypical year, but we
used to have 20 to 30 residencies every year,
sometimes up to 50 with collectives or several
artists working at the same time. We also used to
have up to seven studios. Now we are down
to three, due to the pandemic and the lack of
funding. We have multichannel studios and also
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one studio with video facilities for artists to work
on projects with a visual counterpart. You can
find information on all the residencies, where
they came from and what they worked on at
CMMAS, in our archive.
The call for residencies is always open to everyone and can run from three weeks to a full year.
People can just get in touch with us or apply via
our website. Depending on funding, the application process might take a little longer at times.
We have collaborations with the Canada Council
for the Arts, the British Council, the Goethe
Institute, the Japan Foundation, and many other
institutions in the US, Argentina, Costa Rica,
Chile and Ecuador, who send artists to
CMMAS at least once or twice a year.
Can you tell us a bit about your city and the cultural life of Morelia? What role does CMMAS play
in the local musical landscape?
A couple of years ago, the city of Morelia became
an UNESCO Music City, because of the powerful
musical culture here. It is a very vibrant place and

in terms of music, maybe after Mexico City —
which is just three hours away — one of the most
interesting places in the country by far. Not only
of course for contemporary music, but there are
several universities, the La Rosa conservatory,
which is the oldest music teaching institution in
the continent, and at least five or six music festivals, including one of the biggest classical music
festivals in Latin America, the Morelia Miguel
Bernal Jiménez Music Festival, where I am also
part of the programming committee, a guitar festival, an organ festival, and of course our Visiones
Sonoras contemporary music and computer
music festival. But there is a lot of traditional
music, folk, popular music, jazz — so it is a very
powerful music scene in Morelia.
Your organization puts a lot of focus on artistic
exchange, on both a continental and an international level. What do you want CMMAS’s role in
this to be?
We put a lot of focus on artistic exchange all over
the world and it is certainly one of the reasons
why I started CMMAS 15 years ago. Composers,
performers, musicologists, creative people
come to work here for a few months or a few

weeks, then they also teach, do performances
and community work around the centre. These
interactions help our own students a lot. Artistic
exchange through residencies creates connections and we have many success stories of students meeting composers here and going on to
do their postgraduate degrees with them in other
countries. Others create their own collectives
here and present their work in a concert or a CD
at the end of their stay.
There is a big difference between institutional
culture (museums, orchestras) and independent
culture (independent musicians, composers,
etc.) in Germany. Do you also see this distinction? How do you experience the relationship
between institutions and the independent
scene?
There is, of course, a difference between institutional and independent culture, because
orchestras or museums belong to the state.
CMMAS is different, because we are a public institution but also receive private funding. In that
sense we are a link between public institutions
funded by the government and independent
artists that don’t have access to technical or
other assistance. CMMAS is like a research centre that allows artists to make this connection
between both ‘cultures’.

Our position between the institutions and the independent scene is always tough and we struggle. But we’ve been working hard in trying to get
festivals going and provide local, national, and
international artists from the independent scene
the opportunity to participate in our concerts.
That also means that they curate their own
concerts—we just give them the equipment,
technical support, and sometimes funding for
accommodation and travel expenses. We never
get involved as curators ourselves. Of course,
some people, including myself, may not always
like the result, but that doesn’t matter. What we
get out of it is a community that is interested
in presenting what they are doing, and getting
involved.
You recently launched a new programme called
CMMAS+. Is this programme your approach to
continuing your work during the pandemic?
We have been running our very successful summer diploma for the past seven years. Artists,
mainly from Latin America, sometimes from the
US and Canada, were invited to take part in very
intensive courses for a few weeks between June
and August, concluding with a concert.
Of course, during the pandemic people are not
travelling anymore, so we decided to move everything online. We launched CMMAS+, an online
system, where people can present their results,
have one-to-one classes with their teachers and
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much more. We developed courses especially for
CMMAS+ in collaboration with professors and
present a new course every month, with 15 more
already lined up. Everything is being translated
into English, alongside Spanish, so that people
from all over the world can get a subscription. We
will continue to develop CMMAS+ in order to offer tools to artists who can’t access this information anywhere else. Everything is also a lot
cheaper online, so it will allow us to generate
some income and to continue accomplishing our
mission.
How else has the pandemic affected your work?
The pandemic has affected us in many ways. The
facilities have been empty for months, we have
just switched to working from home, and we have
had to close a couple of studios. But the biggest
problem we’ve been struggling with is not receiving our public funding for 2020. We are adapting
for 2021 with CMMAS+ and other initiatives with
the university to be able to keep working on a
more project-based system, without people
coming to the studios every day. Whenever inperson work is possible again, hopefully by
March or April, we will reopen our studios.

Have you had any government aid to offset the
restrictions caused by the Corona crisis? If so,
what kind of assistance have you been given and
how well is it working?
No, on the contrary! The Mexican government decided to cut all the funding for centres like ours.
Instead of giving us support to be able to keep
working, we’ve lost 100% of our funding for 2020
and 2021. They have just told us that the money
for 2020 is cancelled, which is already too late at
the end of the year, and that we won’t have any
funding for 2021 either. They have decided to put
all of the money to other things. Culture in Mexico
during the Corona pandemic and in general has
been a nightmare and there has been zero support as well as a lot of bad decisions. CMMAS is
actually struggling quite a lot.
Which artistic perspectives and issues do you
think will occupy art and culture professionals
over the coming years?
The main point is we will have to adapt. I think the
first semester next year is part of a survival
process. As soon as we are able to do things inperson again, students will return to our studios,

professors will teach and present concerts and
hopefully everything is going to return to how it
was with grants from other countries and artists.
But we are not going to go back to the same process. We will have to adapt with our hybrid programme of people working from home, cutting
expenses and being much more efficient in the
use of the little money we can get. It’s going to be
a very, very big change, but hopefully also a good
opportunity for us to update our way of working.
Our festival in September will be hybrid as well,
and our concerts and courses, what our students, artists and general audience need from
us, is going to move online. In that sense it is also
a good move.
What formats and potentials have you seen
emerging from the current situation that might
point to how we will work in the future?
As I was saying, there will be hybrid formats. All
of our new books are published for free as
E-books and we are moving our journal online as
well. But what we get from the artists is also increasingly digital. We have already had a couple
of proposals for next year from artists working
remotely, who need CMMAS to generate content
with high-quality production and streaming
possibilities. So we envision a way to support
artists on the technical side, through teaching,
streaming, and monetizing their work on our own
platform CMMAS.com. We are working hard, and
hopefully that effort is going to pay off in the next
few months.

M AS

From your perspective, what might the art and
culture scene look like in a post-Corona society?
What do you hope it will look like and how do we
get there?
It’s similar to the previous question but more long
term. I think places like ours have to adapt,
because bricks-and-mortar spaces are going to
be less relevant. If we want to keep CMMAS as a
public institution, I need to be very efficient in
terms of working remotely and providing artists
and students as well as the general audience
with content that is completely unique. In that
sense, the Corona pandemic is pushing us towards being more creative with our content:
unique teaching, that is not just normal Youtube
content, unique courses, with our technical staff
providing assistance for artists all over the world,
and unique online concerts that you can listen to
with multichannel systems, maybe even
3D virtual reality concerts that actually get the
audience involved and engaged. The Internet is
so crowded nowadays, everyone has so many
options and concerts to choose from, that we
have to provide something completely relevant
and unique. Maybe it won’t be that often, not
every week, but a concert every month that is
completely unmissable — that is what we are
aiming for and what our work should look like
post-Corona in my perspective.
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CMMAS website

Finally, I would like to thank you for this
opportunity! I’m very, very happy to be able to
take part in this interview. Promoting what we
do in a journal like this and reaching multiple
spaces around the world is something that
could really, really help CMMAS into next year!
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Pop-Musik*

Der Konzert-Kalender für Köln

www.
musik-inkoeln.de

Folkwang Universität der Künste. Institut für Pop-Musik. Projektbasierter Masterstudiengang Populäre Musik
(M. Mus.). Individuelle Betreuung bei Songwriting, Produktion, Art Direktion. Interdisziplinäre Projekte und
gesamtgesellschaftliche Debatten. Hier schärfen Musiker*innen ihr Profil. Für alle, die immer weiter lernen wollen.
Bewerbungen online unter: www.folkwang-popinstitut.de/studium
Bewerbungsschluss: 15. März 2021.

IFM e.V. – ein Zusammenschluss
unabhängiger Musik Akteur*innen
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Dear Nataša, KUD Mreža is active in a wide
variety of disciplines and fields in the arts. You
organise series of improvised and experimental
music concerts, manage two art galleries, set up
urban arts projects, offer residencies for foreign
artists and also provide cultural education programmes for children. How do you bring all of
these different activities together under one
roof and what is KUD Mreža’s central mission or
approach?
Well, first of all, KUD Mreža’s basic mission is
closely connected to the Autonomous Cultural
Centre Metelkova mesto in Ljubljana, which is
basically an open space for innovation and
dialogue on several levels. Our long-term presence within such a heterogeneous cultural
space has given us the tools to think constructively about promoting openness and the
richness of differences, and to emphasise the

importance of diversity. We support artists who
dare to take an active role in our modern world,
who question the roles of artists and various art
systems within our current society, and strive to
find creative answers. As our name suggests —
Mreža means “net” or “network” in English — we
also connect, collaborate, network and coproduce with many high-profile public and nongovernmental, local and international, cultural
and educational organizations beyond the walls
of Metelkova.
In our organisation we usually work in smaller
teams of 2 or 3 professional and extremely
dedicated colleagues, who have trained within
the association and have independently
managed their chosen projects over the years.
These include curating two of our galleries,
organising annual festivals and series of concerts, running creative workshops for children

and young people and so on. Some joined the
association as local volunteers, some via the
European Voluntary Service, and some simply as
part-time staff. At present, two of our colleagues
are full-time employees. The rest of us are mostly
self-employed producers of culture or artists.
All of our diverse projects are coordinated and
brought together under the same roof by a team
of three people who provide administrative and
technical assistance, joint PR, and other kinds
of support in addition to their own professional
projects.
If we took a magnifying glass to all of our
activities, we could make out a great number of
advantages, mainly reflected in our highly qualified and truly committed professionals and
volunteers. One of the biggest must be the free
rental of production facilities and our excellent
location in the city centre of Ljubljana, which is
also a very popular destination for tourists.
The visibility of alternative artistic approaches in
general and our great public are also huge advantages. The association works in the public
interest in the cultural realm, a status the

Ministry Of Culture Of Slovenia bestowed on us
more than 20 years ago. This is a big advantage in
terms of securing funding from different public
sources. There are significant opportunities to
expand international partnerships, and consequently the possibility of attracting EU funding.
And last but not least, we have started to see
opportunities to increase our internal finances
by putting more emphasis on marketing.
The KUD Mreža offices and facilities are located
in the Autonomous Cultural Centre Metelkova
mesto. Can you tell us about its history and how
KUD Mreža ended up there?
It’s a long story but I will try to keep it short. The
story of Metelkova began in the second half of
the 1980s with an extremely strong national independence movement, which actuated a highly
vibrant social and cultural scene. The initiative to
convert the military barracks along Metelkova
Street into a multicultural centre sprung up, and
over 200 individuals and several NGOs formed an
association called Mreža Za Metelkovo or in
English: “Network For Metelkova”. Half a year af-

Metelkova buildings thes

ter the Yugoslavian Peoples Army departed, in
autumn 1991, the City of Ljubljana and the
Government of the Republic Of Slovenia officially
declared that the barracks were to be run by Network For Metelkova. Everything seemed to be
going to plan. Activists had already started to set
up the foundations of an information and documentary centre, they defined their programmes
and promotional goals. We had already started
the Metelkova fanzine, but the legal procedure
was suspiciously slow. Under pressure from the
public, the city council promised to answer these
unsolved legal matters but on 9 September 1993
they undertook an unannounced, illegal and hurried attempt to demolish all of the Metelkova
buildings with bulldozers and wrecking balls. Ha!
Exactly the opposite of what they had promised!
In response to this quite unethical act, a self-organised group of approximately 150 individuals
occupied the northern section of the Metelkova
barracks. Among them was a young student, who
hurried on foot across the city with a sleeping
bag under her arm to “save" Metelkova.
At that point, Metelkova looked like a bomb site.
It was a mess. A week later the city council disconnected the electricity and the water supply
followed. The cultural programmes and other activities that were organised at Metelkova were
still extremely rich and inspiring. There were over
200 cultural events and art happenings in the
first few months, from September to December
1993.

It terms of its architecture, Metelkova is made up
of two complementary sections. The northern
section is made up of buildings owned by the
Municipality Of Ljubljana. It is comprised of six
separate buildings that retained military names:
Infantry (now art studios, concert halls, offices,
recording studios, handicraft studios), Hunters
(art studios, GLBTQ+ community spaces), Hangar
(a music club), Stable (galleries, residency studios, art studios, info shop), Garages (art studios)
and Prison (Celica youth hostel). The Ministry Of
Culture has officially given over the southern
section for the establishment of a new home for
the Ethnographic Museum, the Museum Of
Modern Art (MSUM+), the Rectorate for the
Protection Of Natural And Cultural Heritage, and
building Metelkova 6, which still functions as offices and rehearsal spaces for some of the most
prominent Slovenian cultural NGOs.
KUD Mreža was established in 1997 with the main
goal of improving the infrastructure and production conditions at Metelkova. We first started
managing a gallery in the former military kitchen,
established on the initiative of young students
from the Academy Of Fine Arts as an exclusively
artist-run space. I joined the association at the
beginning, but first became more active two years later. However, I was among the squatters
who occupied the barracks on the crazy night of
9 September 1993. Many art associations formed
soon after, and we began to employ staff, but the
main focus of the association was still on Metel-

kova as a whole: improving working conditions,
doing renovations, installing electricity, Internet
and water, communicating with the municipality,
and of course, the most difficult of all, internal
communication and solving problems between
the various Metelkova “residents”. Prior to that,
I was involved in creating the Development Plan
For Metelkova, under the leadership of the
American architect Kevin Kaufman, in 1994.
When we met during the “International Visitor
Programme” you talked about Ljubljana’s
vibrant art scene. What makes the city and the
scene so special for you?
The diversity, richness and progressive nature of
Ljubljana’s independent art scene is rooted in the
early alternative cultural movements that were
an important factor in democratisation and civil
society in Slovenia in the 1980s. At the time, alternative culture in Slovenia consisted of various
punk and post-punk scenes, youth clubs, organisations, artistic and social movements, and
some youth media outlets like Radio Študent and
weekly magazines such as Mladina. The provocative and renowned art movement NSK — Neue
Slowenische Kunst — was also founded during
this period, generating the subversive band
Laibach, among others. It is interesting to note
that all of the organisations I have mentioned still
exist and operate with the same intensity and
progressiveness as 40 or even 50 years ago.
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Those who joined the independent cultural scene
in the 1990s certainly had good role models who
helped them in their endeavours and encouraged
critical thinking. In normal times—before the
pandemic—so many events take place simultaneously in Ljubljana, a town with less than
300,000 inhabitants, that protagonists in the
scene are sometimes bitter that they constantly
overlap and “steal” the audience from each
other. But it is also often the case that five
concerts take place at five different locations on
the same evening, and they are all extremely well
attended.
Personally, I am happy that the variety and selection here is so huge, while the quality remains
pretty high. Not a day goes by without there
being an interesting cultural event somewhere in
Ljubljana. I even find it worth paying the more expensive living costs in the capital in return for
this cultural richness. Cultural and social events
disappeared from the venues and streets of
Ljubljana during the pandemic, and suddenly
Ljubljana felt very poor and empty.
It is also important to add that the independent
cultural scene can only flourish with the support
of the city’s Department Of Culture, which cofinances NGO programmes and projects with
3 million Euros a year. Until the arrival of our new
government last March, contemporary art was
still well funded by the Ministry Of Culture, but by
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the end of the year they had made several harmful decisions, which clearly indicate tough times
ahead for the contemporary art scene in Slovenia.
What role does KUD Mreža play in the local art
community and what do you wish to provide?
Do you collaborate with other initiatives and
organisations?
Our trademark is mainly distinguished by the truly authentic “Metelkova art style”, characterized
by recycled art, which cultivates the awareness
that artistic interventions in space are not
limited to the field of art, but can take the wider
social environment into account too. By 2020
over 200 individual urban art projects had been
created in Metelkova, together forming a complex and comprehensive public sculpture. Due to
the clear association with Kurt Schwitters’ Merzbau, we have called this collection of urban art
projects Gesamtkunstwerk Metelkova.
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Gesamtkunstwerk Metelkova has actually been
one of the most attractive cultural locations in
Ljubljana for many years, and is becoming one of
the most visited tourist destinations in Slovenia.
The British newspaper the Guardian exclaimed
“Ljubljana? Metelkova!” in their article “How an
abandoned barracks in Ljubljana became
Europe’s most successful urban squat”.
Metelkova has become known as Slovenia’s second capital. No joke. Although this description
is a bit over the top, I often get the feeling that
Metelkova is more appreciated abroad than it is
locally. However, we have a really good relationship with the city authorities, and it seems they
are proud of Metelkova. We also cooperate with
the University Of Ljubljana – Academy Of Fine
Arts, and hope to work with some open-minded
professors from the Academy Of Music soon. It is
all about mutual support and empowerment.
Without cooperation we simply cannot accomplish our mission.

There is a big difference between institutional
culture (museums, orchestras) and independent
culture (independent musicians, composers,
etc.) in Germany. Do you also see this distinction?

institutions, not only for the reasons mentioned
earlier, but also to expand our possible audience.
These bigger public institutions have much larger
PR services, and can reach a much larger
audience than we can.

How do you experience the relationship between
institutions and the independent scene?

You curate and organise two series of concerts
with László Juhász: FriForma (since 2016) and
FriFormA\V (since 2018). What is you curatorial
approach and how does FriFormA\V differ from
previous series?

The situation is pretty similar here. The
managers at bigger public institutions are less
enthusiastic about cooperating with smaller
independent cultural organizations. When we
stage music or sound events that are more technically demanding — which can only be hosted in
a space with a lot of speakers for example — or
we need a concert piano, everything gets desperately expensive for us. The next obstacle is
booking a desired date for an event, which is
pretty hard and often means accepting second
best. For example, we tried to organise a concert
for the Cologne-based quintet Emißatett three
times last year. We wanted to put them on at the
largest national hall, Cankarjev Dom, but it was
difficult to book the date we wanted as the venue
gave preference to their own productions. Ultimately they were all dropped anyway due to the
pandemic. I recently watched an Emißatett
livestream and almost cried. The music they
played was so beautiful. And we couldn’t make
this happen in Ljubljana! But we haven’t given up
and will try again this year. Another example: we
recently received three very interesting offers
for international partnerships in 2021 and 2022,
and they all involve experimental, improvised or
new music. One came from Graz and is called
V:NM Festival, the second is an exciting initiative
from Berlin, and the third one is from Quebec, Canada. The same concern is already emerging: will
we be able to provide suitable venues to host 20
to 30 international musicians in Ljubljana or not?
We will certainly strive to cooperate with bigger

The FriForma concert series promotes creative
music, a weird mixture of genres that we usually
label free improvisation, free jazz or experimental music. The innovative aspect of the series is in
combining contemporary academic music and
entirely self-invented approaches, and basically
everything in between. We try to present a carefully assembled balance of various concepts and
approaches, which can be contrasting or
completely different from each other, while
combining them into an organic unit that we call
FriForma. Our audience appreciates this careful
selection.
In addition to the common stage performances,
we also offer residency stays, video and audio
documentation, more serious sound recordings,
video production, presentations or lectures, and
even international tours. All of the activities
within the series strive to establish fruitful
cooperation between renowned international
artists and talented local musicians. These
international collaborations over the last couple
of years gave birth to several music releases on
Edition FriForma, which is a local sub-label of the
international record label Inexhaustible Editions.
In terms of FriFormA\V, it is a performance series
that offers unique artistic creations which involve video, light and photography in contemporary
sound environments, either in the fields of sound

art and sound installations, or in the fields of improvised and composed music. FriFormA\V was
established in response to the need to artistically upgrade or add further value to our existing
concert series. Both series of events aim to explore new and innovative works and artistic
potentials of the younger generation of Slovenian
musicians and visual artists. It is important to
add that as we are not tied to a single venue. Our
events take place at various, sometimes surprising locations in Ljubljana, from clubs and bars,
through art galleries and museums, to functioning churches or other historical locations.

How many artists visit each year and what do you
look for in applicants?

With FriForma and your residency programme
Studio Asylum, KUD Mreža has focused on international collaborations and artistic exchange
with local artists. What kind of effect does this
exchange have on your organisation and the
local scene?

KUD Mreža, and others, has been organising the
International Feminist and Queer Festival Red
Dawns, which you also co-founded, for over 20
years. The discourse around women* in art has
been changing constantly in that time. How has
your festival kept up with and maybe even adapted to different discourses?

“An artist on a work challenge” is a one- to twomonth residency stay at our Studio Asylum in
Metelkova, which allows artists to get a feeling
for Metelkova, Ljubljana and Slovenia. The
working visit challenge also requires intervention
from the artist. Not only does the international
artist get to know the local art scene, the emphasis is also on what happens in the other direction: the introduction and transfer of skills,
knowledge, ideas and reflections that the new
temporary resident brings to Ljubljana. This is
not the only priority of our residencies, and often
these programmes do not have predefined guidelines. We don’t invite artists via annual open
calls—they can apply any time via a very simple
application form on our website. We are clearly
aware that it is important for artists to move
away from their everyday environment sometimes and work somewhere else, so we offer them
a free stay in a space that allows them to work in
peace and quiet, while still being in an inspiring
environment.

I take care of the residency programme myself. In
a good year, I can set up five or six longer working
visits, each hosted at Studio Asylum in Metelkova. This is unpaid work for me and is only driven
by my enthusiasm to help artists achieve their
desired plans or results. Our previous residents
include Seijiro Murayama, Samuel Dunscombe,
Irene Kepl, Léo Dupleix and Simon Roy Christiansen, just to name a few musicians who come to
mind immediately...

Although it was always feminist at its core, what
is now the International Feminist And Queer
Festival Red Dawns started out as a Women’s
Festival, and was once even called a Women’s
Pocket Festival. “Feminist” was added to the
name in 2007, and shortly after it became a
“Feminist And Queer Festival”. In 2016, the festival team Slovenized the adjective “queer” to
kvir(ovski), to better suit our needs. The changes
in the festival’s name correlate not only with the
discourse about women in art, but also with the
changes in the members of the voluntary team
that organises the festival, changes in political
situations, and the growing need to be more inclusive in the festival’s statement of intent—
which is displayed through the events the team
organizes. As Tea Hvala, a former long-time
member of the programming team, put it in an interview in 2011: “One of the definitions of queer
that Red Dawns leaned on was the coalitional—
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the one that defends political cooperation based
on mutual solidarity, not on private interests as
determined by the individual’s gender, sex, class
and age affiliation. We labelled the programme
events that disapprove of the assimilation of gay
and lesbian politics and those that discuss sex
and gender diversity “queer”; so bodies, expressions and wishes of people for whom, with strictly prescribed manners and appearances for
(necessarily feminine) women and (necessarily
manly) men, there is no space in society.”
Heteronormativity, or any kind of normativity,
needs to be questioned and addressed continuously in order to avoid social exclusion. This is
what the festival events have aspired to do
throughout the years, while evolving with the
flow of changing times, with its many participants attracting a feminist and queer public in
Ljubljana. Since the very start, the idea of the
festival was, firstly, to honour the mostly invisible creative and organizational work done by
women at Metelkova, and secondly, to create a
platform for expression, to redefine public space
to make it accessible for creativity and for women to socialise on their own terms, in an nonhierarchical, non-exploitational and anti-capitalistic manner, based on and still using DIY
principles, through collective effort, not only of
the team, but also the individuals and organi-

sations participating. The feminist struggles of
the past have proved that attempts to define women by gender or even by common features of
character are misleading: they are concerned
with the metaphysics of “femininity” and “masculinity” instead of dealing with the reality of
everyday hatred, disrespect and exploitation of
people of all genders, not just women and men.
The festival does not advocate a further polarization of genders. Instead, the creativity and
the mixing of the participants questions the
boundaries we take for granted, the isolating
boundaries that separate people regardless of
gender.
How did the pandemic affect your work? Did you
have to deal with restrictions? And what kind of
changes did you have to implement?
Our organisation is predominantly involved in visual art and, as I already mentioned, the establishment of a gallery for contemporary art in a
former military kitchen was our very first act.
In 2020, the programme schedule for Alkatraz
Gallery, our semi-street gallery, the Night Display
Gallery Pešak’s programme, and of course the
Gesamtkunst Metelkova schedule were all fully
booked. The galleries started to host exhibitions
at the beginning of the year and then the

constantly changing instructions from the
government and the national institutes of health
began. Vernissages and finissages, which are
really popular social events, could no longer be
put on. The only option was to open the gallery
doors and supervise every single individual visit.
So no crowds, no socialising. From June onwards
we established an outdoor venue, right in front of
Alkatraz Gallery and Klub Gromka, and organised
some open-air events. We just managed to catch
the right moment in September, right before
venues were completely closed again due to the
second wave of Corona. The penultimate
FriForma concert was partly public—with legal
permission for only 15 visitors—and partly livestreamed, followed by 263 people. Our last
FriForma concert in December took place completely online via the Vienna-based streaming
platform Echoreaume, and we had 123 individual
viewers. So that’s how we moved slowly from
closed spaces to open-air and then to virtual
spaces.
Which artistic perspectives and issues do you
think will occupy art and culture professionals in
the field of experimental music over the coming
years?
I sincerely hope that governments in the EU will
take serious action and help musicians make up
for the creative and financial opportunities they
have lost. When people suddenly found themselves locked inside their homes, art helped them to
overcome their anxiety. Many swore they would
go crazy without listening to music, watching
movies, or reading books. I hope they will remember this and support musicians by attending concerts when the situation improves. From conversations with musicians—László also conducted
several interviews last year—we learned that
some took advantage of time without live performances to reflect on their past works, make
plans for the future, while other artists composed or edited their sound archives.

What might the art and culture scene look like in
a post-Corona society? What do you hope it will
look like and how do we get there?

I am afraid that attendance to concerts and other
live events will remain limited for quite some
time in the near future. For our experimental,
boutique concerts, a limit of 50 listeners is not a
major problem. It is a much more painful outlook
for festivals with hundreds or thousands of people, and it is certainly devastating for the music
industry. I am also concerned about how international transport and travel possibilities will
function in the future. I wonder if putting on concerts will become more expensive due to security
measures, which will surely last for some time.
Hopefully our audience will not have shrunk
by the end of the pandemic, but that more and
more people will be hungry for real, in-person experiences.
What formats and potentials have you seen
emerging from the current situation that might
point to how we will work in the future?
A positive experience that I would definitely like
to see continue into the future is the livestreaming of certain concerts. However, they
must be organised by professional teams.
Professional cameras and real-time visualisation
play very important role here, and eventually it
can serve as a documentation in the form of an
attractive video product. Of course, this kind
of “fun” is also expensive. It is really exciting
when you invite your friends from New Zealand,
Japan or the States and watch a concert
together online.

We thank László Juhász for his support in proofreading the text, as well as Ana Grobler, artistic
director of the Alkatraz Gallery and a member of
the Red Dawn Festival team, for answering the
question concerning the Red Dawn Festival.
First and foremost, naturally, we thank Nataša
Serec for this interview.

Nataša Serec and
© Eva Kosel
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Jeff Henderson

Audio Foundation

The Audio Foundation operates as a sound/sonic
art gallery during the day and a performance venue at night, presenting anything from 2 to 5
nights of music per week and 12 exhibitions per
year. We also have a free lending library of homemade electronic instruments, an audio archive,
research libraries, and we run regular workshops, artist talks, artist residencies, festivals,
tours and more.

Jeff, John and Grac e hard

Dear Jeff, two years ago you visited NRW with
the International Visitors Program. Were you
able to take away some ideas for your work with
the Audio Foundation and how has your work developed since then?
I had the great pleasure of visiting NRW and had a
wonderful time meeting great people, hearing
incredible music and being introduced to some
inspiring organisations such as ON! I came home
with many ideas and inspirations and have often
referred to the experiences I had with the International Visitors Programme in discussions
about change and transformation. One of the
central observations I made on my visit was that
at the heart of each organisation is the fundamental respect for artists, and in particular freelance artists. The championing of freelance
artists through an organised lobby group is inspiring and vital.

n
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How big is the experimental music scene in your
local area?
Tāmaki Makaurau (Auckland, New Zealand) has a
healthy and diverse scene of experimental and
adventurous music which, as one would expect,
blends expressions of Maori, Pacific, Asian,
European and North American cultures and
traditions (collaboration, innovation, change,
adaptation etc.).
The scene for live, original music is focused
around Karangahape Road, probably the most
famous street in Aotearoa, and in particular a
cluster of venues within a short walk of each
other.

Once a month the Audio Foundation presents a
showcase event at the Wine Cellar, our next-door
neighbour and the venue at the heart of
Auckland’s independent music scene. These
nights feature established and emerging artists
in an informal atmosphere and are a popular
feature of our performance programmes. Every
Monday night the Wine Cellar hosts Vitamin S, a
free improvisation night which has been running
a weekly session for almost twenty years. Vitamin S is a very important community collective
which enables musicians, artists, dancers and
more to create spontaneous performance in a
supportive environment.
In the same neighbourhood there is also Whammy Bar, Neck of the Woods, Anthology Lounge,
Thirsty Dog, Artspace, Tautai and the Auckland
Old Folks Association, which feature fantastic
electronic music, punk, industrial, jazz etc. etc.
etc!
Being a tiny, isolated group of islands on the way
to Antarctica, Aotearoa is in the fortunate position of operating as normal whilst much of the
world is suffering due to the Covid 19 pandemic.
The 2020 lockdowns and ensuing travel restrictions have drastically changed the performance
landscape. The absence of international touring
artists/acts has resulted in more opportunities
for local artists, and audience growth for local
venues and events.

Let’s step back a bit. What were your motives for
starting the Audio Foundation?
The Audio Foundation was in fact started by my
friend and colleague Zoe Drayton, who began by
connecting the underground music scenes
throughout New Zealand via a website and chat
room. I believe the motivation to start Audio
Foundation stemmed from noticing a lack of recognition, representation and appreciation of
New Zealand’s experimental underground, and
wanting to remedy this. Zoe had the vision and
the passion to connect people, create a sustainable infrastructure and invigorate the scene.
For over a decade, Zoe grew the Audio Foundation into a thriving organisation with a strong community following and programmes with a national and international reach. When Zoe started
the Audio Foundation I was running a venue in
Wellington. Upon moving to Auckland in 2012 I
immediately volunteered at the AF and began
producing events there. When Zoe left for new
adventures in 2014, I took over steering the vessel.
On your website you describe how your institution evolved from a journalistic endeavour into a
performing and promotional initiative. How did
this development come about and what need
were you hoping to satisfy?
The Audio Foundation began in Zoe’s bedroom
with a computer and a phone and grew from there. From online texts, chat rooms, noticeboards,
gig guides to small events and concerts, to a venue, exhibitions, symposiums etc. The river
brings and sustains life as it winds to the sea.

Neil Fe

A lot of the programming is done by my amazing
colleague Samuel Longmore, who has been with
the Audio Foundation since 2015, and myself.
Part of our job is to try and keep up with what is
happening throughout the country and to do
what we can to feature as much as possible in our
programming.
We also take submissions, invite curators, organisers and collaborators. One can always become involved with Audio Foundation, we have
many volunteers and helpers, a supportive board
of trustees and many great community partners.
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You have a lot of different programmes, from a
radio station to exhibitions and a yearly festival.
How is the Audio Foundation structured? Do you
curate the programme yourself or can one get involved?

ather ©

How do you select artists for your residency programme and what do you aim to provide for
them? Does the residency also involve networking with the local scene?
We run quite flexible residency programmes and
have an open submission process. As we only
receive minimal funding for residencies, we have
a number of different ways we host artists.
Sometimes we are able to pay artists a stipend
and provide workspace for two weeks, some
residencies are performance based and present
a week of concerts, collaborations and workshops, other residencies are for research.
We assist each residency as we are able.

You also actively promote young artists. In what
particular areas do young musicians need support these days?

How does your organisation manage to
finance such a large range of programmes? Do
you receive government support?

Musicians need opportunities to perform in public, opportunities to collaborate with established
artists, space and time to develop their work and
people to listen to and care about their music.
This is what the Audio Foundation tries to
provide.

The Audio Foundation is fortunate to be funded
by Creative NZ, which is the government arts
council, the Auckland Council (local body), and
community trusts such as Foundation North. We
also rely on box office earnings and donations.
Does Audio Foundation collaborate with other
organisations at a local, regional, national, or
even international level?
Yes, we have many partners throughout the
country and many international partners and
friends, including new ones such as LTK4 in
Cologne, with whom we are currently engaged in
a collaborative project involving six sound artists
from Germany and New Zealand!

The Ob

In Germany there is a big difference between institutional culture (museums, orchestras) and independent culture (independent musicians, composers, etc.). Do you also make this
distinction? How do you experience the
relationship between institutions and the
independent scene?
Things are similar here I imagine. Aotearoa is still
suffering from the ravages of colonialism and
imperialism, the continuing oppression of indigenous people, the greed and callousness of
neo-liberalism, the horrors of fascist ideology,
the mind-numbing ignorance of Internet conspiracies, climate and environmental disasters, and
a fucking pandemic… What was the question?
Do you see areas in your daily work where you
would be interested in new collaborations?
Always!
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The pandemic has not had the same impact in
New Zealand as it has, for example, in
Germany. How did it effect your work? Did you
have to deal with restrictions and was there any
state aid available?
The Audio Foundation received no additional
support during the lockdowns. Our main priority
in this time is health and well-being. New Zealand has a tragically high suicide rate and the
music and arts communities are regularly devastated by such events. The Audio Foundation is
a community hub that offers an open door.

Jeff Henderson

What might the art and culture scene look like in
a post-Corona society? What do you hope will
change and how do we get there?

website

audiofoundation.org.nz/

Well, the days of unbridled, cheap international
air travel have ended... I think local scenes will
thrive, people will travel less, get tired of the Internet, go to a local venue, walk more, invent
instruments, sing, dance, talk on the phone, talk
in person, cook at home, share food, and so on.
At least, that is what I am planning…
What formats and potentials have you seen
emerging from the current situation that might
point to how we will work in the future?
I am waiting. I feel it is still so early. A lot of
responses were online focused, most I find very
boring. Do people need more reasons to sit on
their arses in front of a screen? I am looking forward to things moving away from the Internet.
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reMusik.org
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identities of contemporary composers, where a
cultural discourse for finding common ground is
created.
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What strikes us about your institution is that it is
particularly international and very high-calibre.
How do you see the relationship between this international orientation and your national and
local work?
Culture is a wide-ranging concept comprising the
values and social norms of human society, as
well as individual knowledge, beliefs, arts, laws,
customs, skills and habits.
With the expansion of global and transnational
identities, people tend to become more undifferentiated in their tastes, relationships, and perceptions. The process of globalization disrupts
stability, homogeneity, and integration on the
one hand, transforming society into a permeable
and fragmented space, but on the other, it implies communication, kinship, interdependence
between individuals, groups and communities,

thus contributing to a greater awareness of the
human world on a wider scale of culture and
identity. As identities are essentially constructible, and such construction occurs in a definite
way in each period, global integration has
brought the bases of this process together to a
single point.
Music forms the identity in any country or nation,
as well as contemporary thinking patterns, and
as such is one of the most significant elements of
culture. Contemporaneity in music is understood
as the philosophical and aesthetic contemplation that emanates from changes in musical
language and its evolution over the past one
hundred years. Thus, the identity of musical culture and the process of its globalization are natural, progressive and evolutionary. So in response
to your question, I would say that reMusik.org is
actually a platform that represents the musical

The Saint Petersburg Contemporary Music Center is about education and the development of
Russian contemporary music, and this process
demands mutual involvement, engagement, and
interaction within the professional community,
both in this country and abroad. This is especially
true since new music is far from being something
static, identifiable by timeless facts and classical principles, but a form of art that can be considered a historical and evolutionary phenomenon.
Summing up, I would say that due consideration
of transnational and global events allows us to
satisfy the needs of the younger generation of
composers, musicians, artists and those who
concern themselves with new music, and to pave
the way for the emergence of new perspectives,
going beyond the country’s borders in a global
context.
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What were the motives behind establishing reMusik.org?
By 2010, after I had completed my studies in
music composition at Saint Petersburg Conservatory, I already had some experience as a composer working with different orchestras, ensembles, and musicians from St. Petersburg. It is
well known that St. Petersburg is the home of the
most prominent representatives of the Russian
school of composition, such as Glinka, Borodin,
Mussorgsky, Tchaikovsky, Rimsky-Korsakov,
Prokofiev, Shostakovich. Moreover, ever since
the time of its foundation, it has also been an attractive city for foreign musicians, which always
strengthened Russian and European musical ties
and increased the city’s international prestige.
The city has a huge number of orchestras, concert venues, music schools, including regular
contemporary music festivals such as Sound
Ways, St. Petersburg Musical Spring, New Horizons, From Avant-Garde to the Present Day, Time
of Music: Fin de siècle. In addition, the PRO ARTE
Foundation presented lots of interesting programmes with the participation of eNsemble under the direction of composer Boris Filanovsky.
Despite all of this, a number of circumstances
led me to leave Russia in order to continue my
work in another country and be, like any interested composer of contemporary music would
wish, at the focal point of world events, espe-

cially those in Central Europe. However, the
course of events took me on a different path as
I was permanently involved in various projects
with a venue in St. Petersburg, which kept
drawing me back to Russia.
I found myself still bound to the active scene in
St. Petersburg and at the same time I also wanted to be involved in on-going world events, to
keep in touch with the music community I was
interested in outside Russia. My way around this
was to open an information resource centre in St.
Petersburg, serving as an online platform with
which we could create a database of composers
and events and include a lot of other functional
information that was clearly lacking in St.
Petersburg in 2010.
In our first year, we worked solely as an information portal. We then began to organise our first
concerts, workshops, composition competitions, as well as contributing to other festivals
and projects. At the end of the pilot year, we
came to the conclusion that we would continue
with Saint Petersburg Contemporary Music Center “reMusik.org”. We registered the first independent, non-profit Centre for Contemporary
Music in Russia on 1 April 2011. I would like to
mention that another similar centre did exist before: the Centre for Contemporary Music under
Moscow Conservatory, founded in 1993 by Vladimir Tarnopolski, a remarkable composer and
friend of mine, who also founded the Studio for
New Music Ensemble in the same year. I would
also like to mention another popular and important Russian music ensemble, the Moscow Contemporary Music Ensemble, founded in 1990 by
another excellent composer Yuri Kasparov, which
continues its work to this day owing to the excellent managerial efforts of another friend of mine,
Victoria Korshunova. Despite all of these groups
being active in Moscow, the situation in terms of
resources and information, especially in St. Petersburg, did not improve much, so I was happy to
focus on developing this at the beginning of my
career. This information was urgently needed in
2010 to raise music awareness among the public.

How did you become the president of reMusik.
org and the artistic director of the International
New Music Festival? Were there any advantages
to these roles of you being a composer yourself?
It was not at all easy to remain a composer while
trying to establish myself in different capacities
and being in charge of numerous aspects of the
organisational process, which required the
acquisition of interdisciplinary knowledge. In
order to manage the process perfectly, I had to
study all of its features for a long time, meet
different people, discuss what they were doing
and how particular processes worked. I was not
scared to embark on this work because, I already
interacted with different companies, orchestras,
etc as a composer. It is clear that in the course of
any work, especially at the beginning, there are
always mistakes, and wrong paths chosen.
I made some mistakes too, but I learned a lot
from trying many things. I succeeded in some undertakings, but failed in others. This way I am
gradually trying to settle all of the issues related
to organisational activities. Of course, all this
would not have been possible without the help
and support of the people around me, including
our expert council, the centre’s board of trustees. Looking back, I can say that the most difficult time was the first, second and third years,
when we did not know how it all worked, where to
find funding and—if we didn’t get it—how to
maintain our project plan. At the same time, I had
to work as a composer and teacher in order to cover the main expenses of the centre, even drawing on family funds with the help of my spouse.
We managed to develop our centre in the early
years thanks to all of these efforts. Throughout
our work we have faced difficulties in persuading
governmental structures, partners and institutions to support contemporary music projects.
We put in a great deal of effort and patience to
work with a young team in our collective, something I always deemed to be a priority. But
I have always regarded it as an advantage that I
was able to become acquainted with an extensive body of composers’ works, with brilliant
ensembles performing new music from all over
the world, to have an opportunity to make friends
and communicate with virtuoso musicians,
including critics and researchers in music, and a
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lot of other things. If I was only a composer and
had not created such a platform, it would probably have taken me many years to make these acquaintances, even if I had moved to another
country to become a composer-in-residence,
and I would not have a sense of the intense whirlwind of music events. However, I would still
always recommend migration to composers,
rather than remaining static, because this gives a
huge impetus to the development and formation
of your world view, which is reflected in your
creative work.
How many institutions are behind the Centre for
Contemporary Music St. Petersburg and how are
they connected?
reMusik.org currently works with different European representatives. Our main partners are Pro
Helvetia Swiss Arts Council, the French Institute
(Institut Français), and the Polish Institute (Instytut Polski). Our projects are also supported by
the German Consulates General in St. Petersburg, Switzerland and Belgium. Over the years,
we have had an opportunity to work with
numerous organisations, including concert promoters, especially the major venues in St.
Petersburg that support our projects, such as
the Mariinsky Theatre (in particular the general
director and one of the world’s great conductors,
Maestro Valery Gergiev, who supported us from
the very beginning, helping us to organise festi-

vals for a wide audience), the St. Petersburg
Philharmonia, the New Stage of the Alexandrinsky Theatre, and many others. Moreover, we have
been working with St. Petersburg State Conservatory, our main partner, for many years. Due to
this collaboration, we have been able to organise
many different educational events, including
courses, scientific conferences, lectures, masterclasses, and more.
There are of course many nuances and subtleties
in working with partners, especially for me as a
composer rather than a curator, and dealing with
state institutions, some of which are now the
centre’s main partners, the Culture Committee,
and the Government of St. Petersburg. Several
projects were supported by the Ministry of Culture of the Russian Federation. However, despite
the scale of our projects, we do not receive special support from the state compared to that
granted to a number of other organisations, such
as the Russian Union of Composers. The scope of
our projects and the contribution we make to culture is well known to the experts. In any case, we
hope we can work more cohesively and understand each other better in the course of future
collaborations with various organizations, partners, and institutions. At the moment it is not so
easy to organise contemporary music projects in
Russia, compared to Central Europe with its numerous foundations and institutions, some of
which provide exclusive support to our domain.

© reM

The lines of the centre’s work are designed to
complement each other and to interweave in
order to realise new unique projects across geographical boundaries in the sphere of new music.
In recent years, the platform has actively
focused on developing projects in new formats,
publishing, and maintaining the work of the
resource centre, thereby extending the scope of
out educational activities. It is therefore difficult
to talk about a priority as such, since the
educational side and the support system coexist
symbiotically.

For instance, there is currently no single organization that supports composers in Russia
through the commissioning system. Organizations are required to go through various procedures in order to receive grants or subsidies that
they then pass on to authors as part of projects.
On the other hand, the Russian Ministry of Culture has taken certain steps to support a great
number of projects, especially in recent years,
with the focus slowly shifting towards supporting
composers in different regions. We understand
how this problem can be solved in theory, but we
have not been able to resolve it for many years.
When we talk about creating a system of commissions we do not mean allocating state grants
to cultural foundations through competition.
There are numerous state orchestras in Russia,
including about ten state-funded symphony orchestras in St. Petersburg alone, and it would be
great if they could allocate funds from their annual budget to commission new music from talented young composers whose works they would
add to their concert programmes over time. I am
not saying that this doesn’t happen, but it is not
enough at present and the urgency of the problem has become acute.

We follow the work of other platforms and their
particular directions, but we are constrained by
limited possibilities and are not in the position to
realise everything on our platform. A number of
factors are always in play: the location/country,
available resources, state-funded or nongovernmental support, etc.

Many private foundations supporting culture in
Russia have been established in recent years,
but very few support projects related to contemporary music. The Aksenov Family Foundation is
an exception. They recently launched an annual
programme “Russian Music 2.0” that supports
ten composers.
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Russia has huge resources, including private
foundations. The amount of state support is not
much less than in Europe, but it is focused on
supporting the classical arts. Our tremendous
task is to shift the focus of these foundations and
resources towards contemporary art. On the
whole, I am quite positive about this situation as
it is already turning our way in small steps.
How are musicians selected by reMusik.org? Is it
possible to become a member of reMusik.org?
Musical groups, artists and composers either
apply to us, or we find them via our music community or recommendations from our expert
council. We are not a music association that only
presents the work of its members, so we receive
a lot of proposals and this makes our choices
complicated—we have a limited amount of resources.

Would you consider reMusik.org’s offer an educational opportunity or more of a freely accessible support system?
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What is the significance of the St. Petersburg International New Music Festival for reMusik.org?
Is it your flagship or central project?
I wouldn’t say the festival is reMusik.org’s central project, but it is certainly one of the important areas of our work. It is our best-known
project and one of our most sound undertakings.
It is also one of our tools to interact directly with
the general public, since all of the events are held
at major concert venues in St. Petersburg,
I would even say the best music venues in Russia.
A number of virtuosi and well-known artists perform at the festival.
The festival programme abounds in a variety of
events every year, bringing together people from
all over Russia and the neighbouring Baltic States, with the numbers taking part in the festival
increasing recently. The public also likes to come
to the festival at the end of May, during St.
Petersburg’s White Nights, which has become
quite a tourist attraction.
Russia’s borders have recently been opened,
specifically for visitors to St. Petersburg. You no
longer need to go through the complicated and
lengthy process of obtaining a visa, as is the case
for other parts of Russia; the online eVisa can be
arranged within four days. The city has more than
200 museums, such as the Hermitage and the
Russian Museum, opera halls and numerous
historical attractions on the shores of the Gulf of
Finland. Owing to this location, the festival
has enormous potential to increase its number of
visitors.

reMusik.org offers a fully comprehensive range
of promotion and support for artists. What are
the advantages of having everything in one place
and has this offer developed over time or has it
been part of your concept from the beginning?
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Numerous guests come to the festival from the
Baltic States and Finland, due to the regular train
and daily bus services. All of these factors contribute expressly to the development of the project, especially its promotion by our partners and
private organisations interested in supporting
projects in the cultural sphere. In virtue of this,
we might say that the festival is better known
than our publishing house for example, which has
a narrow focus aimed at supporting composers
and is not particularly based on making commercial profit, or our resource centre or academy,
which is currently being developed for professional music activities.
In light of this, we can say the festival has developed to become more productive. However, from a
fundamental perspective, the centre’s other
directions and activities are just as important as
the festival. Personally, I give more weight to our
educational work and our resource information
activities. The festival appeals to a wide
audience of music lovers, encompassing different trends in academic music. The events are
held throughout the city and include more than
50 premieres, heard for the first time in Russia,
annually. In 2016 we decided to only include Russian and world premieres in the programme. Now

I am trying to include more free improvisation
and multimedia compositions in the concert programme. In the future I am planning to add a
block relating to choreography and theatre. All of
this will give tremendous impetus to the centre’s
activities and will bring together a huge number
of people practicing in other spheres of art.
This year we are planning to hold an international
new music forum for the first time, aimed at bringing together various Russian groups and organisations, as well as those from other countries,
that work actively in the sphere of contemporary
art, in order to draw their attention to contemporary music and to spark collaborative projects
combining new music and contemporary art.
We hope this will allow us to launch a mechanism, through the reMusik.org platform, that will
connect people from different organisations and
foundations and contribute to developing our
community, and, most importantly, will give
impetus to the development of culture in this
country and worldwide.

When we first considered opening the centre we
wanted to create a platform to support and promote the creative activities of St. Petersburg’s
composers. After a while we realised we should
change our strategy radically and split support
into several aspects, despite the limited resources available to reMusik.org at that initial period,
which continue to seriously effect the scope of
our activities. We gradually began to build up a
chain of reciprocal interaction, enabling composers, ensembles, and artists to present their
compositions. We make great efforts to ensure
that all our mechanisms function and interact
smoothly and fit perfectly into an integrated
mosaic-like picture. For instance, we frequently
offer to publish the work of the best composers
who attend our composition courses through our
publishing house; we also include their compositions in our concerts, or we perform their music
within the framework of future festivals.
Everything is interconnected, helping everyone
in our system to coexist integrally and to move
forward.
How big is the local new music scene? How is it
perceived, especially in a country with such a
strong and present classical music history?
It seems to me that having audiences with sufficient knowledge and understanding of classical
music offers us a huge potential, because they
have already formed ideas about academic music. On the other hand, there are those among the
younger generation in St. Petersburg who have
little knowledge of academic music. They tend to
attend multimedia concerts, installations, interdisciplinary projects and other events connected
in one way or another with new music. Our project
seems quite attractive to such interested and inquisitive minds. Many venues, platforms and
new art spaces have opened in Russia in recent
years, especially in Moscow and St. Petersburg,

where contemporary music concerts take place,
contributing to an increased interest from the
public.
Attendances at our festival have increased over
the past few years, and the audience has also become more varied. I hope that public authorities
and private foundations will become aware of
this change of scene and will change their
policies around supporting contemporary art
projects and contemporary music in particular.
There is a big difference between institutional
culture (museums, orchestras) and independent
culture (independent musicians, composers,
etc.) in Germany. Do you also make this distinction? How do you experience the relationship
between institutions and the independent
scene?
I think the distinction between institutional and
independent culture was characteristic of the
last century. The situation is different nowadays. Most activities take place in independent
culture and we observe it advancing through the
achievements of freelance artists, composers
and musicians who have managed to make it into
the spotlight and be heard on the back of their
own resources and efforts. We can also say that
the time when institutions told musicians what
to do and how to do it is over. The bully pulpit now
belongs to independent culture—composers
and artists—and it is these people who set the
standard. On top of that, we should not forget
about how social media has actively promoted
independent culture, especially in recent years,
and we should be grateful for its rapid development. Previous practice dictated that artists followed a narrow corridor set by the governing institutions, while today the artist can talk about
anything that resonates with the public on their
FB page or YouTube channel.
Therefore, it seems to me the trend is towards
circumstances that promote utmost interaction
between independent cultures and institutions.
This favourable path becomes increasingly open
and informal.

Music is also distributed and offered for sale on
reMusik.org. Do you see yourself here as a kind
of self-publisher or more a curator of published
works?
Edition reMusik.org is the first Russian publisher
specialising entirely in contemporary music. It
was established in 2018, so it is only at its onset.
Our intent is to publish and distribute the works
of our authors. It is important for us to bring together the best specialists in the sphere of contemporary music, who are not numerous in Russia today, in order to release rare, but
high-quality products. So far it is hard to predict
what path it will take in the future. Publishing is a
very specific activity involving many legal nuances, including copyright and commerce-related
issues. Although our platform is prepared to distribute and disseminate work issued by other
publishers, we do not pursue a specific commercial aim, but are oriented exclusively towards
educational activities as we are still at the initial
stage of development.
I would also like to note that our publishing activities include an online magazine, begun in 2019,
presenting articles by young music critics and
journalists who cover new music events in Russia. The magazine is an open platform for topical
discussions and discourse about contemporary
music.
It seems to be important for you to attract a
broad audience to what are rather niche contemporary music performances in your festival programme. How do you manage to reach this audience?
The festival is geared towards encompassing different segments of the target audience. Due to
the fact that the city has a huge number of concert stages visited daily by a public that prefers
classical concerts, while at the same time there
are also a lot of art spaces with numerous underground events visited by young people, we designed our festival by choosing the best venues
in St. Petersburg. Our experience with the Concert Hall of the Mariinsky Theatre, where the
public listens to classical virtuosi on a daily

basis, is a case in point. We brought excellent ensembles specialising in new music to this venue,
such as intercontemporain (France), Talea (USA),
proton bern (Switzerland), and several others.
In venues like this, where the number of seats
exceeds 1,000, some people attend to get an
impression of the spectacle, not specifically in
order to watch our festival. The experience of all
these years has shown that an audience that is
not familiar with new music is gradually turning
into regular followers of our festival. So to increase the number of regular spectators it is very
important where you hold a concert, what is included in the programme, who is performing at a
particular venue. For instance, this year the
festival’s final performance will be held on June 2
in the Grand Hall of St. Petersburg Philharmonia,
where the number of seats is 1,500. It will be a
concert by ensemble recherche from Germany.
I am convinced that this concert will be an experience in which the philharmonic audience will be
immersed in the music of the last decade, composed by contemporary composers from various
countries.
In contrast to this, we also present experimental
concerts that have specific characteristics.
In these cases we are guided by an entirely different approach. In recent years social media has
become the most important tool for attracting
spectators, and we manage to attract people on
a regular basis by presenting original content
obtained through other lines of our activity, thus
securing additional support of our concert work.
For instance, in the past year our magazine presented a selection of articles about participants
in the festival in the form of interviews, reviews,
etc., which formed serious content to be digested by the readers—our potential public—over a
longer period. I should also mention our news
portal, which has been covering contemporary
music news in Russia for many years, which
attracts both lovers of contemporary music and
the professional community, especially young
people interested in finding out what’s new.

Have you received any government aid to offset
the restrictions caused by the Corona crisis? If
so, what kind of assistance have you been given
and how well is it working?

Regretfully, like many others, we have had an extremely difficult year. But owing to our long-standing work on the online platform, reMusik.org
succeeded in presenting the 7th St. Petersburg
International New Music Festival, including the
composition course, online, with good grace and
efficiency. Although everything was perfect from
an artistic point of view, and we received a lot of
positive feedback, we were shocked to be faced
with serious financial problems in terms of external support for the centre, especially in a period
when there were no big projects or events on the
Russian music calendar. My numerous requests
for support from the Ministry of Culture of the
Russian Federation, to Rosconcert and some
major private foundations, such as the Potanin,
Russkiy Mir, and others, were invariably rejected.
At the same time, I am truly grateful to our permanent international partners — Pro Helvetia
Swiss Arts Council, the French Institute, Fondation Suisa, the Polish Institute, the German Consulate General in St. Petersburg — who were
able to support reMusik.org and help us to hold
the festival with participants invited from all of
these countries. This was very important for us
and I was happy that we succeeded. We would
have found ourselves in a very difficult situation
without their support, despite all of our work.
I was saddened by the situation in terms of support not only from the Russian side, but also from
the foreign side last year. It was hard to believe,
but our appeal to the Ernst von Siemens Music
Foundation, one of the most reputable international promoters of contemporary music, was
also rejected. Please don’t think that I am complaining through such a public interview (you will
not find such an open exposition of the situation,
demonstrating the state of affairs these years, in

other interviews), since I prefer to act rather than
talk, and I hate scandals. However, having been a
composer engaged in parallel educational activities for 10 years (this year is our jubilee) and considering the tremendous work implemented by
reMusik.org within this period of time, I believe
that I have the right to present you with at least
a fragment of a truthful overview of the present
situation.
From your perspective, what might the arts and
culture scene look like in a post-Corona society?
What do you hope it will look like and how do we
get there?

The pandemic has given us the chance to slow
down and look around, and finally see the things
that are most important in our times, which truly
reflect human values. Forms of communication
are changing radically, and this has given the cultural community an opportunity to see new routes for fine art, and all that will obviously shape
the quality and reasoning of creative concepts.

Thank you!

We are especially grateful to Mehdi Hosseini
for this interview despite the adverse circumstances!
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