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MAKING SENSE OF SOUND
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TEMPORARY DISCREPANCY: RE-CONTEXTUALIZING SOUND

In order to find out what music is and how musical man is, we need to ask
who listens and who plays and sings in any given society, and why. por qué.
// John Blacking, How Musical is Man? (1973)

It is interesting how important sound is in our societies, particularly
for actors that are involved in and committed to processes of creation
and presentation, not only of music but of the performative arts. But
how relevant is sound and music to a general audience, or to a specific
audience? Why obsess over the fact that sound does not have its own
space, that is, that it is not paid sufficient attention in the broadest context
of contemporary art or that it does not hold the interest of curators or
critics? When does sound become relevant and take shape in the field
of art? To which specific needs does it respond? Adopting a point of
view that is outside of the music community helps us analyze the issue,
what plays out there, and if it is indeed a pseudo-problem, a problem that
is inexistent in the eyes of other disciplines.

From a sociocultural definition, we could say that sound has
always surrounded us and that it has been an original element across all
cultures. But how has its function and its reception evolved? And how
has the historical definition or rejection of music changed, particularly
in new types of music? For example, one could question how music that
is not well-received in its time is adopted and enjoyed with more
flexibility and openness by subsequent generations.

Today, non-assimilated music of the past is being revisited
by contemporary artists, like Tarek Atoui, whose practice consists,
in part, of rescuing and activating musical archives, whether it is
taking traditional Arabic music as his basis, or through his project
The Dahlem / Reverse Sessions. This latter case seeks to “revive” non-
cataloged instruments that do not have an identified use, placing
them in the hands of improvisers who generate compositions that,
in turn, inspire and inform new instruments, modern instruments

imagined by luthiers. It is a conversation between old and new, a

recontextualization of sounds, as much in time (other eras) as in space
(performance in an exhibition space), that allows the audience to
discover sounds via recent practices and visions.

Recently, various labels, among which Dust-to-Digital stands
out, have made an effort to reactivate archives through recording,
discovering artists that at their time were unclassifiable or little exhibited.
These later editions have also reexamined field recordings—like those
of Alan Lomax—or traditional music from various countries and
regions, modifying the meaning of the musical object: moving it from
sonorous support toward becoming a record. In a similar way, Abraham
Cruzvillegas indefatigably navigates between types of music that don't
have a stable classification—from folk or traditional to contemporary,
especially rock, punk, and Huastec—and like a good anthropologist,
he follows his own trajectory of discovery and learning through each
project: interacting and collaborating with other musicians makes us
rediscover such and such music in a work of art, from another space
and time.

Moreover, as Guillermo Santamaria has observed in this
conversation, people are less and less concerned with music per se.
That is, what is the importance of sound when it is not mediated?
Why fight for and insist on its value? From a negative standpoint, our
curatorial labor could seem futile, but what happens when we think
about it as an organic, spontaneous process, which is only justifiable
in the future? Because perhaps—and without any pessimism—the
meaning of curatorial work is not within reach in the present. We
produce archives for extemporary receptors, for the listening of other

times and spaces.

// Eric Namour, Ciudad de México, 2018
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Western knowledge has tried to look upon the world. It has failed to
understand that the world is not for the beholding. It is for hearing. It is not
legible, but audible.// Jacques Attali, 1977

More than legible, or aside from being legible, the world is
audible. While sight individualizes, focuses, and isolates, sound
unifies, incorporates, collectivizes. Vision is unidirectional and sound,
omnidirectional. Whereas sight creates an external space, sound
generates a space that is also internal. The ear hosts sound as if it
were a snail. Then suddenly, contemporary experience alters the act of
listening, and the ear may become a walled-up window.

So, what happens to this audible world in contemporary art, a
world usually ruled by sight? Almost a century ago, Jean Cocteau
would talk to his mural in Leicester Place: hearing was an essential
part of his piece, even though in principle it was a visual piece. How
and why are so many artists in the art world interested in working
with or incorporating sound, caring for what's sonorous, imagining
experience through hearing, and rethinking the many senses of sound
within today’s context?

Starting from these questions, we invited Abraham Cruzvillegas,
Guillermo Santamarina and Tarek Atoui to discuss the possibilities
of sound. The conversation spiraled into the very shape of an ear. As
with any good discussion, more questions than answers arose. As the
Mexican saying goes, “a tree born crooked...” and so our conversation/
dérive bifurcated, its knots branching out through these pages. We
began speaking in Abraham Cruzvillegas's living room, located in the
neighborhood of San Miguel Chapultepec. It was a sunny morning,
and all of us sat around the recorder, sharing some spicy chips, when
suddenly, Tarek Atoui's specter haunted us. Because Atoui lives in a
different country and time zone, his participation was deferred, and
Eric and I chatted with him over Skype.

Editing and including all these voices was possible because
Tarek replied and continued the conversation with Cruzvillegas and
Santamarina, extending the branches of our tree out to new latitudes.

In the context of Contemporary Art, context in which our
interlocutors inscribe themselves or are inscribed, one of my concerns
was, paradoxically, how to visibilize sound. On the other hand, the
methodology of sound, memory, archive, nostalgia, and the will to
innovate were other topics springing from Guillermo Santamarina’s
and Abraham’s works, which finally came together around the theme
of collaboration and collective labor, one of Atoui’s shared concerns.

Thus, the leitmotif of the social function and the anthropological
perspectives of sound comes up, as well as the politics of sound and
its prophetic character. We addressed all this without neglecting to
question the nature of the work itself, and technological innovation
vis a vis tradition. Finally, the question of nomenclature reappears: is
it dealing with sculpture with sound, sound art, or simply music? Is it
necessary to name it, to frame it, or should we just let it be?

The title that came to mind after reading and rereading the
conversation: Making sound sense, or even Making sense of sound,
alludes not only to what sense(s) sound can make today (does it make
sense?), but also to the senses that sound invokes, beyond listening
and the ear, i.e. the ways in which sound expands (in) thought through
the work of these artists and beyond them, sometimes in similar ways,

others divergent, always evocative.

// Gabriela Jauregui, Ciudad de México, 2017
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Ac I want to show you all something: butterfly cocoons with ant nest
soil. They're called tendbaris. They're from Sonora. It's not mine. This
one belongs to Cudcharas, a friend who's a musician with whom I

collaborate. You wrap them around your ankle and dance.

Gs Have you seen the ones from Ecuador? They might also exist in
Peru and Bolivia. They are goat horns used also kind of like a rattle.
Where are they from?

AC Sonora.

GJ Do you think it’s called Sonora because of the way it sounds? This
is a great way to start this conversation—with instruments from

Sonora.

EN Yes, and we can also pick up the discussion we had a year ago about

the importance of sound and the interest around it.

G) Can we talk about sound and its visibility? How do you see it and
shape it, and how does it manifest within your musical interests, in
your melomania, and in your works in particular? We can talk about

specific works and start with where they are at now?

Gs Some months ago, at the Carrillo Gil, we had an exhibition which
took as a starting point Hyeronimus Bosch’s The Garden of Earthly
Delights? , which connects imagery with sensations that certain
sounds generate. This is done through metonymy, by a series of
connections linked to memory—a much broader memory—almost in
the Jungian sense of this nearly genetic relationship with knowledge

and its connection to sound.

"Resonancias desde el jardin de las delicias una experiencia aural y de entropia
[Echos from The Garden of Earthly Delights: An Aural and Entropic Experience] (Museo de Arte Carrillo Gil,
2016). Curator: Guillermo Santamarina.
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I assumed that this exercise, especially for those who work regularly
with sound as sound artists and not as musicians, would be much
easier than with musicians. That was not the case. Interestingly, the
connection that musicians have with these narratives and semantic
structures (that could be simpler, resulting in metonymy) is not very
common among sound artists. So, the exercise had to be executed as a
series of reconsiderations of these imaginative, fantastic associations,
towards the graphic, the apparent, and the immediate that is that
picture. It was very interesting. Eventually we had to come back to
that kind of connection.

Paradoxically, I feel that we are increasingly linked to the sound
from our ideology, but we are not aware of it. For example, how does
radio work in Mexico? The power that it still has, and yet at the same
time, music doesn't have a space beyond a mediated culture. Without
approaching what could be a deeper and unmediated understanding
of what music is, I feel that what is happening in Mexico is full of
paradoxes, these phenomena that apparently are not associated with

our minds and our ability to listen.

ac In the deep, epistemological, sense of how language and knowledge
are produced, I'm reminded of Antonin Artaud, the poet, and his
willingness to generate a methodology consistent with the object of
study. If the object of study is delirium and madness, the methodology
has to be delirious and crazy, drooling, stupid, inefficient, idiotic,
unproductive, and therefore subversive. In that sense, I think that
bastard made it. He managed to build a methodology for a language
with sound in which there’s no representation, but an activation of
that language in itself and that, of course, we can't understand. It’s
something that only he could understand, or maybe not even him.
Hitting the table with a hammer and a cane, and hitting and making

a metronome for his language. That is how I have sought out sound

as a necessity, a constant in everything I do. It's not just a theme,

it's present all the time. It's not a representation of an idea, nor is it
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Ac The obvious twist, of course, is John Cage, right? Yes,
there is a breakdown, which again is associated with a
perception of the discipline, if not religious, it's definitely

a spiritual one.

Gs The discipline of thought meditation.

Ac [The perception] of a musician, of a composer, who
knows the notation, the execution, and their own
language so well that they can break with it, just shatter

it completely.

Gs He was already tired of that—what was left of music
and orthodoxy. He had to break with it completely,

but not starting from music but from the exercise of
meditation and an awareness linked to other types of

elements that are not specific to music.

Ac Again, the coherence of the methodology with the
object of study, which is the need to appeal to chance.
How can you talk about chance without using chance?
It would be like Freud talking about the joke being the

least funny person in the universe, right? I think he
would have to be funny in order to be coherent. However,

coherence as such is also very difficult.

EN You've talked a lot about ritual and activation, a thing
present in many of your works, sculptures, and actions,
Abraham, where the intervention or the action includes
that musical part. I was interested in your last piece,

in Nimes,* because the musicians that performed are
musicians who I've seen here in your house. To me, it was

almost...
aAc Coherent...

EN Or incoherent. Or rather, not in coherence with
what there was, but there is a musical element that was

integrated during the exhibition for some reason.

Ac It was initiated when I invited the guys [from the
LIMINAR ensemble] to play pieces by Julidn Carrillo. The
idea came from the fact that Damidn Ortega’s sculpture is

a tympanum.

“ Approximating Vibrant Retroflex Self-Construction, [Autoconstriction approximante
vibrante retroflexe], Carré d’Art- Nimes Contemporary Art Museum (14/10/16-19/02/17).
Featuring Virdiana Toledo Rivera and Andrés Garcfa Nestitla (Cuéacharas).
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Gl So, the sound is intrinsic.

Ac Totally, it comes from the show itself. There were
some peyote in the corners, Damidn's tympanum, Gabriel

Orozco's resonance box, and Jerénimo's (Dr. Lakra) discs.

Gs Even what I did, sweeping pounds of styrofoam. It has
to do with the perforated cube in Damidn’s installation
(Landscape 2). But for my focus, aside from opening
channels in the material and moving inside it, was to
exalt the sound generated, which was very tenuous,
almost imperceptible. This was all a part of my request for
people standing nearby to participate by listening.

Ac Of course. One could realize the microtonality in your
exercise. It was perfectly in tune with everything else.

GS S Yes, you could hear it. [t wasn't totally imperceptible.
Who saw the whole thing? Who could have spotted the
presence of each sound? I don't think anyone could.

AC Because it seemed that the sound was not part of [the

piece], but curiously, it was in everything.

EN And how did you get the idea to get these types of

musicians to activate the Nimes piece?

Ac: In 2002, I was invited to the Sdo Paulo Biennial,
and they asked me to choose my curator, so I invited
Guillermo. I was brainstorming a project from six
different angles, but in the end, the idea was never fully
realized. What was left of the work was not really a
project. However, one of those exercises was to smash
forty cavaquinhos with the pretense of learning to play

them without going to classes.

It wasn't really a performance because there wasn't an
audience, instead it was a part of the piece’s dynamics, i.e.,
to generate forms from the destruction of the instrument,
to activate it in an unexpected or incoherent way. It was
about generating something in the space that people
could perceive as a sculpture. Interestingly, I found out
later that to make the scaled model for the Museum of
Pop Culture, Frank Gehry put all of his assistants in the
office to smash guitars like Pete Townsend. He scanned
them in 3D and made a hybrid of all the exercises. Then he
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took the 3D model and translated it into the space of the building. It's
fucking great.

During this time, I also had that kind of spirit, which came from my
punk inclinations, from the self-destructive mode, that DIY mentality
of “learning the three chords and make a band.” From that moment on,
I've done many other experiments that generate a sculptural dynamic
based on approaches to other sites or interlocutors. In the case of
Nimes that you mentioned, I first met a very peculiar dancer named
Israel Galvdn, a gypsy-Jewish dancer, and he impressed me a lot. It
was Chantal Crousel who took me to see him because, she said, “you’ll
love him!". I fell in love with the guy, very impressive, the highest
degree of sublimity.

Gs Did he sing?

Ac He only danced, but there was certainly a link to singing. Chantal,
being smart as she is, knew that I would like this guy who dances on
props that he selects, which are sort of regular, everyday objects that
don't have a particular meaning. He dances on them and enacts a play
about the Holocaust, for example, which then evolves into a story about
a clown’s life. I was really impressed, and I tried to approach him—we
did meet but unfortunately we couldn’t collaborate at that moment. It’s
still pending. So, I thought of my friends Cudcharas and Viri,*> who are
the pals with whom I drink beer every week. As masters of traditional
Mexican dance, why not invite them to collaborate?

So I made a sculpture with materials from demolition sites, which
turned out looking like a chorizo the size of three gigantic museum
rooms. It's connected to the song Demoler [Demolish] by Los Saicos.
Back in the day, I had made a sculpture with them for the Jumex
Museum: “trying to destroy the Jumex Museum with zapatazos.” The

5 Aside from Garcia Nestitla (Cuacharas) and Viridiana Toledo, Joel Ramirez (Cocol) and
other musicians from the region have collaborated on various pieces with Cruzvillegas
since 2014.
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intention was to really stomp in there, but we weren't successful. “We

tried,” as Maria Sabina would said.

In this scenario, the point was to dance on the piece and generate a
dialogue between the dancers as experts in the language of stomping.
First, it was about Huasteco dance: Viri, and Cudcharas stomping from
one end to the other, and “talking” to each other through their steps,
generating sound on my sculpture.

I told him, “Dude, right here, I'd love for you to bring in a dance from
Michoacan.” And his response was, “Which region, man? Do you want
the dance of the Curpites, the Blacks, the Tares, the Guananchas?
Which one do you want?” I was in awe and said “Wow... humm, well...

you decide.”

What I'm trying to say with this anecdote is that for me, this kind of
approach with an interlocutor and stemming from music—because
they are musicians, they never say ‘I'm a dancer, it's always, I'm a
musician—implies a high-level of learning. When it comes down to it,
this is an educational endeavor, and the person who's learning from it

is me.

Gs I keep thinking about this one sound artist who has taken a shot
at something much broader. His piece is an interpretation of Bach’s
fugues performed by a chorus of deaf-mutes.

GJ Joseph Grigely.

Gs That artist is amazing, he's impressive. And it is precisely that, an

experience of didactics, of learning.

Ac Like the choreographer Jerome Bel and his work with Thai dancers

and Balinese dancers, creating a dialogue with conventions that seem
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figure out who he was. As he told us, “You've never had

your belly button ripped off, man.” It was a need to return
to where he belonged, which is how all of this became the
core of my education. Not looking from the outside, but
from within. That's why [ would never call it vernacular

or folkloric.

When one talks about the kind of places such as the one
where [ was born and raised, they are often referred to
as vernacular architecture, but that’s not it either. I don't
think it's either architecture or vernacular. Anyways, this
would be a point that could lead into a discussion about
the sources and raw material used in my ongoing series
called Autoconstruccion. I'm not going to get into it right
now, but it has to do with growing up; going to marches
with women in aprons; listening to Alfredo Zitarrosa,
Chileans like Violeta Parra, who also deployed traditional
music, and groups like Los Folkloristas, those guys were
really great ethnographers.

For me, there are another couple of problematic points

in what Guillermo was saying. One is the need for

something new, the other is utopia. Why utopia? It's never
going to exist. I prefer that things exist, and to let things
happen, and avoid this tendency to idealize. I think that in

any case, Tarek isn't producing a new technique.

GS I'm not a musician and I don't consider myself to be

a sound artist, but nothing I've ever done has had to do
with creating something new, surprising, extraordinary,
utopic, or unheard of. Unlike what's been happening
recently, or what continues to happen in those areas

of sound art and music closely linked to technology.
Especially at given times when a certain avant-garde
was linked to this aesthetic notion of conquering a new

technique.

GJ Going back to what you mentioned before, Tarek, how
do you balance or unbalance tradition and innovation? On
the one hand, it was within the technology of this context
of music that you started to look at archived material in
museums, and also turning to traditional music, perhaps
in a different way than Abraham. How does bringing

tradition and the archive in a present context affect the

reenactments or move the music to a different place?
Could you tell us more about that and how you achieve
this without nostalgia? Because when people do archival
work or work with traditional elements there is usually a

nostalgic element.

TA Maybe what I'm seeking out is how we can improvise
in the present if we were to work with the principles of
Arab improvisation music. There’s no literal meaning to
being able to perform the tonalities of the rhythms and
the different modes of this music, but rather there’s a
synthesis to understanding how the temporalities are
handled. To try and apply these to the ensembles and
musicians of today, that’s one thing. It's another to see
the notion of being a force to transform the present.

If we think about the Dhalem project, which is about
observing the historic elements and old things, and try
to go beyond this, you will create something in your
own trajectory. However, at the same time, you use the

trajectory as an initial instrument, an unexpected format.

Ac For me, I look forward to recognizing myself in what

already exists. I'm talking about not just the language
of visual arts or music, but also the pre-existing objects
or what's already at hand. I like to wonder what I can
do with an ancient object, like a conch or a part of a

teponaztle, or a piece of a shell or shoe, or whatever.

G) It might be good to go back to the social function
of sound and how sound constructs community.
Maybe there’'s something to say about constructing a
collaboration or constructing a community through
music. I'm thinking about your Dahlem and also Tarab
projects. In that sense, how do you initiate your

collaborations?

EN The social element of your production process, the
form that you configure these human entities that make

up the whole work.

TA I think that the word collaboration is dishonest. When
you ask someone to collaborate, it's under the pretense of
a co-authorship. I think it's unfair to the people I invite

and unfair to me. For instance, when I ask someone to
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create instruments for Dhalem® or the Reverse Sessions, you can't say
that it's a collaboration because this person built an instrument in

his workshop. They made major decisions and did all of the research
for the materials. I'm looking at the sketch, and I'm discussing it with
that collaborator. This exchange of ideas can affect the design and the
original intention. But I still haven't gotten to the point where I can be
a collaborator.

We can also look at this from another angle: someone is building

an instrument in his workshop and he is not aware that others are
making seven other instruments in their own workshops, or who
they are or where they are. The musician at the Dahlem museum is
improvising, using his own techniques, and I am directing—so we are
not really collaborating. He doesn't know that what is being recorded
is going to an instrument maker and that there will be an instrument

produced out of his performance.

G) Almost like it's pretentious to say you're collaborating with these
people, because their work is completely their work. It’s silly to
pretend that they know the bigger picture of the project, that they're
participating and have any kind of agency in that.

TA Yes, but what's happening in this process? On one hand, the musician
in Dahlem takes everyone’s recordings, so that sound belongs to the
“‘community” of musicians that participate in the project. The person
who made the instrument is introduced, as they have authorship over it
as well the opportunity to sell it to other musicians. I would say in this
sense; I don't feel like I'm appropriating the work of others. My piece
isn't just an act of inviting Axel Déner or Mazen Kerbaj to play a solo in
the Dahlem Museum or to participate in a performance, and my piece
isn't an instrument made by Léo Maurel in Strasbourg.

°1n both Reverse Session at Kurimanzutto and Reverse Collection at the Tate Modern, Tarek worked with the
musicians, and the instrument makers Léo Maurel, Thierry Madiot and Vincent Martial to create the instru-
ments/artifacts that are now the works of the piece conceived and built from the Dahlem sessions recordings.

29

G} We need to find a different word for this process, instead of
collaboration. Maybe it's more along the lines of a collectivization of

work and the result of that labor.

TA It's like composing labor which ends up with a music composition or
musical piece. From a social situation to a ritualistic situation, with all
the social aspects that are withheld in this notion. Maybe we can call it
composition of labor or cooperation, sometimes facilitation or invitation,
it really depends. Collaboration is a very broad word. Like postcolonial.
It's very hard. I've used it at stages of my career but then I felt there was

something really inappropriate about it.

EN Mousse’s latest publication discusses the project Reverse Sessions, and
Catherine Wood talks about the model of “cooperation or participation.”*
She mentions how complicated and specific it is, rather than just being
the mere idea of “relational” participation, in aesthetic terms.

TA Some understand this as facilitating. If my piece allowed Léo Maurel
to make an instrument and then sell it, he would be using me as a

facilitator for his investigation and the ideas that he wants to explore.

GJ But this isn't the same as collaboration.

TA No, it isn't. And maybe Thierry Madiot, someone who isn't looking to
sell his instruments but to deal with them as kind of a challenge, a sonic
object or something else specific to the project. My role is similar to that

of a commissioner.

EN But thanks to randomness and these meetings, the process of
facilitation also allows for something serendipitous to happen. Leo
knows Mark Harwood!?, from Penultimate Press, who is fascinated
with his Pancrace project. He published his first recordings and they
did a show in London. It seems to me that there are a lot of things
""Tarek Atoui, The Reverse Collection / The Reverse Sessions (Milan Mousse Publishing, 2017).

?|_eo and Mark met for the first time during the opening week of the Reverse Collection performances they took
part of at the Tate Modern.
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Ac It's probably one of the reasons.

EN For me, it has been frustrating for a while now, I'm
still obsessed with the idea of encouraging the act of
listening without being didactic. I also want to find
contexts where music is the reason one attends an event.

I feel that at least there are signs that trigger other
perspectives. Abraham, going back to your piece in Nimes,
I would have loved to see it. I imagine the way spectators
went there to discover new music through the medium of
a sculpture. It is like an awakening. I feel there are artists
thanks to whom people are saying: “Oh, I need to use my

sense of hearing too.”

Ac You know? There’s something in the language [that
expresses| my intention for the piece I did in Glasgow. This
was amazing: the museum director wrote me to say that

he had seen a group of African refugees play my sculpture.
Unfortunately, no one recorded them, but they listened, they
felt the need to listen. The mere fact that they were refugees
implies that their determination was much more complex

than of a person who just goes to a store to buy a CD.

GJ The determination to listen but also to be heard.

Ac At least they were listening to each other. Now I'm
going to say something radically opposite. I used to go

to this cantina, right here in the neighborhood, it’s called
Ardalio and it’s terrible, but I really like it. There’s this
guy who comes by a lot. He's our age, and he's from Neza.
He comes in with his guitar and, all of a sudden, he starts
playing songs to the others and the ones he comes out
with, are from a well-known repertoire. But suddenly, I
was so surprised as he started playing Capri C'est Fini in
French. I stood up, walked up to him, and see that the guy
had a little sheet of paper with the lyrics of Capri C'est
Fini written out phonetically. It was beautiful, you have
no idea. Then he started to play All Shook Up in English,
again completely phoneticized. He then started off on

an incredible repertoire. He even played Sky Pilot. So, I
ask him, “What'’s up, man, where are you from?” He says:
“from Neza". “But why do you come here?”, “I grew up here
in Tacubaya.” I'm like, “well, what's your deal?” And he
says, “Well, I used to be in Los Panchos.”

So in a way, he is a survivor of his own self. And the way
in which he listens socially is very complex, an awareness
of marginalization, of authoritarianism, of society’s
impoverishment and putrefaction; all of this brings him
to a very small territory from which he listens.

Gs It could be that he is listening from a very precise
culture, from this city mainly, that has to do with listening

to Radio Universal. They are the hits of Radio Universal.

ac Of course, Sky Pilot, All Shook Up, and Capri c'est fini.
On that station. My dad had an incredible book of album
covers called Album Cover Album!® - incredibly beautiful,

with some neo-deco script, like The Grateful Dead style.

Gs Yeah, it was the Hamlyn edition. It was the first book

of album covers.

Ac Thanks to that book I got interested in a ton of records
that I later got a hold of, and I still have them, but it was
because of the cover. I still buy albums because of the
cover. I say: “This has to be good,” and sometimes it sure is.

Gs I would like to do the same with covers of Mexican
music. Album covers of what was part of the Mexican
music industry. It would be good. There are collections
around; it could certainly be done.

G) Tarek, what Abraham and Guillermo mention here

is maybe as a place to find an end to the conversation,
which does not mean we close it off. Moving away from
nostalgia, but remaining in the archive, and how to
visualize sound, what you said earlier made me think
about symbiosis and ways of working which aren’t the
common ways that most artists use when working with
other people and when working with various materials,
both archival and technological, like physical interfaces
that actually put the work on separate levels. There's
something there that’s very specific to what you're doing,
as I said, that is both very musical and very biological.

TA Maybe this is just due to - as we say in French - élan
de generosité, a form of generosity where [ want to share
things and let go of things, and where you want to really

appropriate a lot of things. I want the people I invite to

'8 Roger Dean and Howells Hipgnosis (ed.), The Album Cover Album (Zurich: Olms, 1977).
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benefit from the invitation in one way or another. That's something
that drives a lot of the decisions I make. Sometimes what inspires
me when [ write a compositional situation is making this unique
experience with the musician who accepted the invitation. It's not
just about my piece and him executing it but giving him something
he'll remember and cherish, or at least so s/he can say “I did this in
my life, even if it's not that good, it was something really different or

something [ wouldn't have tried.”

GJ And this form of generosity is also present in Abraham’s work with
musicians, as he said, he ends up learning. Generosity works both

ways, and then for the audience as well.

EN I think it goes back to the idea of collaboration and inviting
someone to participate. It's not only the musician, as you have a lot

of research involved. There are a lot of other people that are a part of
the process. Even the porcelain instruments from China'’, how does
an artisan relate to a project you haven't been involved in—people
benefit from those invitations and not just the musicians. I think that’s

very generous, it makes new ways of composing labor in that sense.

TA To go back to the body and technology, in a city like this one
[Paris], technology is very welcome. It's a friend, it's there when you
need it to help, there’s no conflict or questioning of the negative or
positive effects on us. For instance if we take WITHIN, my project on
sound and deafness, embracing technology was not an issue. There
was a whole debate about embracing cochlear implants and whether
deaf people should start adopting them. There is this whole thing in
deaf technology and culture, this debate. The first cyborgs are the
first people with a cochlear implant, so there is a big resistance from
within this community to become cyborgs, on the contrary to others
for whom this invention is a salvation. In the context where a debate
like this one was very vivid, I didn’t really have the possibility for the

7 These were made in collaboration with Chinese artisans as a new percussion instrument for The Reverse
Session.
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people to work with or without the implants, people could switch
them off, tune them or do whatever they wanted with them. The
instruments that were built also called upon technology. Everything
in this project was about amplification or over-amplification of,

let’s say, bass frequencies, low-end sounds. But it wasn't at all that
technology would have been predominant and its use over-dominant
in the project, the attitude was to bring together life and the organic,

and make them cohabit and support each other.

GJ This is where I find your work strikes a peculiar balance and finds
harmonic relations where it doesn't seem obvious. What you were
saying about inviting people for whom the project will be interesting
as well as executors, but also as something that interests them. I

was reading the text in your Tate book, where the sax player, André
Vida, writes about being a fish. Such a beautiful text, almost like a
psychedelic experience! This is what this collaboration brought to
him and what he is bringing back to the collaboration, in addition to
his performance of the instrument is this narration of his experience,
which seems so trippy. His experience of it was almost ritualistic.
Could be a way to bring back in what we left as a sort of parenthesis,
where music or sound is a place where a community is built or that

articulates social relations that we were all discussing earlier.

TA If we take a project like Tarab or like WITHIN, those are projects
that created their own form of social coming together. In Tarab
because there was a big heritage from the past, of how a concert comes
together in classical Arabic music. For WITHIN we are working with
sound and deafness, trying to revisit space, the place of the audience,
the relationship between the musicians and working with things like
sight because the musicians don't necessarily hear each other. You

end up creating a situation where you have so many parameters that
they frame the way you deal with things, the way the event is going
to happen. Here there is no need to look for any embellishment of this,
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TAREK ATOUI (Beirut, 1980)

Is an electro-acoustic artist and composer based in Paris who works in the field of
sound performance. He studied contemporary and electronic music in the National
French Conservatory of Reims. His recent productions and presentations have
been held at the Tate Modern, London, United Kingdom (2016); the Louis Vuitton
Foundation, Bois de Boulogne, France (2014); and Bonniers Konsthall, Stockholm,
Sweden (2013), among others. Among his most important exhibitions are: Art of
Sound, Fondazione Prada, Ca’ Corner della Regina, Venecia, Italia (2014); WITHIN, in
the 11th Biennial of Sharjah, Sharjah, United Arab Emirates (2013); La Suite, Serpentine
Gallery, London, United Kingdom (2012); Metastable Circuit, la Lutherie and Dimis
Reconnected, Documenta 13, Kassel, Germany (2012). His work has been part of
biennials such as the Biennial of Marrakech, Morocco (2016); the 8th Biennial of
Berlin, Berlin, Germany (2014); and the 9th Biennial of Mercosur, Porto Alegre, Brazil
(2013). Empty Cans, his pioneer workshop, has been presented in France, Holland,
Lebanon, Egypt, and the United States as part of his residence at Museum as Hub,
part of the New Museum of New York.

ABRAHAM CRUZVILLEGAS (Mexico City, 1968)

Is an active member of the Sociedad Intergalactica de Tai Chi Taoista. As a sculptor,
he has developed a body of investigation around the concept of self-construction,
which simultaneously involves self-destruction, reconstruction, and self-confusion.
His work has been presented in the biennials of Nicaragua in 2016, Sharjah, Gwangju
in 2012, and Istanbul in 2011, dOCUMENTA 13 in 2012, Venice in 2003, Havana in
2014, 2009, and 1994. He recently presented the sculpture Lote baldio in Turbine
Hall of the Tate gallery in London. Last year Harvard University Press published a
collection of his texts translated to English entitled ‘The Logics of Disorder,’ edited by
Robin Greeley. In 2015, Sexto Piso published a similar selection in Spanish entitled
La voluntad de los objetos.

GABRIELA JAUREGUI (Mexico City, 1979)

Is the author of the poetry book Controlled Decay (Akashic Press, 2008), and coauthor
of the collective creation book Taller de taquimecanografia (Tumbona, 2011), as well
as the storybook La memoria de las cosas (Sexto Piso, 2014), and Leash Seeks
Lost Bitch (2015), as well as ManyFiestas (2017). She has doctorate in comparative
literature from the University of Southern California. Jauregui has also collaborated on
various cultural publications in Great Britain, the United States, Germany, Australia,
and Mexico. She is the co-founder and editor of the collective SUR+ Ediciones.

GUILLERMO SANTAMARINA (Mexico City, 1957)

Is an art critic, curator, and visual artist based in Mexico City. He was the curatorial
coordinator in the Museo de Arte Contemporaneo (MUAC) of the Universidad
Nacional Auténoma de México (from 2008 to 2010), and he has served as the
director of various cultural institutions such as Ex Teresa Arte Actual and the Museo
Experimental El Eco. Since 1981, Santamarina has curated diverse exhibitions for
private and public institutions, both in Mexico and internationally. He is currently a
professor of Museology and Art Theory at the Escuela Nacional de Pintura, Escultura,
y Grabado “La Esmeralda” in Mexico City. As an artist, his works have been included
in numerous exhibitions since 1979.
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LIBRETA ELNICHO

How to approach the accessibility of new music to new audiences? How to entice
people to get closer and discover without preconceptions or reluctance—but rather as
anew form of participation and natural listening experience, what is often perceived
as difficult music? What is the relationship of this music, if any, with contemporary
arts in a way that it may grasp the attention and active involvement of the spectator
and/or listener?

In 2016, elnicho and Bur6—Buré curated a panel as part of the program “Miércoles
de SOMA” in the context of the festival elnicho#5. The topic was the relevance of
sound in art and the relationship between them.

From a socio-cultural point of view, sound is all around us and historically it has been
a vast territory of exploration. How have anthropological, folkloric, and vernacular
elements influenced our listening experiences today? Music that was not assimilated
in the past is now being revisited through contemporary practices and, in some way,
itis becoming more penetrable because of new ears.

This notebook entitled The Senses of Sound emerged from a discussion that was
raised in the SOMA, and the topic that the notebook project addresses concerning
accessibility. What is the importance of sound and what are the differences between
yesterday and today? Perhaps “new” music is only relevant in its current context?

While musicians and artists must reach out and pull people in, it is also our calling as
listeners to brave boundaries of prejudice or fear. We hope that this series of Libretas
will open new sound territories to a broader audience.

// Eric Namour, elnicho

elnichois a smallindependent organization based in Mexico City dedicated to promote
the appreciation of new and experimental music with concerts, presentations, talks,
workshops and a festival. Through random micro sessions and editorial projects,
elnicho aims to put innovative music on the foreground, combining and reconciling
different approaches and contexts to broaden the spectrum of contemporary culture
through sound and music.

elnicho.org
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Libretas. This publication is a collaboration with elnicho, as part of a series of booklets dedicated to
sound and music within the broad context of contemporary culture. Libretas is a project of Buré-Buré
that aims to share conversations and encounters that contribute meaningful ideas and reflections on
contemporary culture.

Buré-Buré is an interdisciplinary office and publishing house that addresses contemporary topics
through culture, art and education.
buroburo.org
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