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Les installations sauvent la mise au FIMAV 
YANICK POISSON ypoisson@latribune.qc.ca VICTORIAVILLE 

17 octobre 2012 

— L’ajout d’installations sonores a permis au Festival international demusique actuelle de Victoriaville 
(FIMAV) de doubler son achalandage au cours des quatre dernières années. De 5697 qu’il était en 2008, le 
nombre de visiteurs est passé à 12 103 en mai dernier. 
L’ajout de ce nouveau volet fort prisé a permis de pallier la diminution marquée de l’assistance aux diffé-
rents concerts. Moins de 4000 personnes ont franchi  les tourniquets de la vingtaine de spectacles musi-
caux au programme. 
À titre comparatif, les festivités entourant le 25e anniversaire de l’événement mythique avaient attiré 
tout près de 5700 personnes dans les salles. Il faut dire qu’à cette époque, le Festival se déroulait sur cinq 
jours et offrait cinq prestations de plus. 
« C’est un projet en développement, mais qui a déjà acquis une certaine maturité. Il y a une clientèle pour 
ce type d’art. La démocratisation de l’art nous a permis d’aller chercher plus d’argent au public et nous es-
pérons que ça nous aidera dans notre travail auprès des entreprises privées », a indiqué le directeur géné-
ral du FIMAV, Michel Levasseur. 
Visiteurs avertis 
Les installations sonores ont également permis d’intéresser davantage de gens de la région. L’achalan-
dage local a bondi, passantde729 à 3679 personnes. Il compte maintenant pour 30,4 % de la clientèle du 
Festival. Les excursionnistes (qui sont de passage sans dormir dans la région) sont également plus nom-
breux, passant de 672 à 2869 visiteurs. 
La participation aux installations sonores n’est pas le fruit du hasard. L’étude révèle que 93,5 % des répon-
dants s’étaient déplacés en connaissance de cause. 
Le défi du Festival sera maintenant de convaincre les gens qui ont visité les installations de mettre le pied-
dans les salles. Bien que le prix d’entrée (il est d’environ 25 $ par concert) semble constituer une barrière 
à l’expérimentation, le grand manitou de la musique actuelle au Québec n’y croit pas. 
« Nos jeunes paient 100 $ et plus pour aller voir des spectacles comme Madonna ou pour aller au Festival 
d’été de Québec. Je ne peux pas croire que c’est trop cher de payer  
20 $ ou 30 $ pour assister à un concert ici », a-t-il indiqué. 
 
 

 

 

Plus de visiteurs au FIMAV 

Pierre-Luc Turgeon 
Infos Réseau des Appalaches 
17/10/12 

(Victoriaville) – Selon une étude réalisée par Tourisme Bois-Francs, le Festival de 
musique actuelle de Victoriaville (FIMAV) a doublé son achalandage en 2012, par 
rapport à la dernière étude faite en 2008. Toutefois, c’est sensiblement le même nombre 
de spectateurs qui ont assisté à ses concerts. 

12 000 visites ont été effectuées, par 6 000 personnes différentes, sur le site du FIMAV 
en 2012. Les gens ont visité soit les installations sonores ou assistés à un concert. 
Parmi ceux-ci, 46 % sont des touristes qui ont passé au moins une nuit dans la région, 
30 % sont des locaux et 24 % sont des excursionnistes, soit des gens demeurant à plus 
de 40 km, n’ayant pas séjourné dans un hôtel. D’après le directeur général du FIMAV, 
Michel Levasseur, l’étude démontre la santé de l’évènement : 

mailto:ypois%1fson@la%1ftri%1fbune.qc.ca
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FIMAV : une étude aux résultats concluants 
Publié le 16 Octobre 2012 
Manon Toupin  
 

 
 

Selon une étude de provenance et d'achalandage, réalisée lors du dernier Festival international de musique 
actuelle de Victoriaville, l'événement tenu en mai dernier aurait doublé son achalandage, comparativement à 
l'étude réalisée en 2008. 

Selon une étude de provenance et d'achalandage, réalisée lors du dernier Festival international de musique 
actuelle de Victoriaville, l'événement tenu en mai dernier aurait doublé son achalandage, comparativement à 
l'étude réalisée en 2008.  

En effet, cette étude, menée par Tourisme Bois-Francs, démontre que 12 103 entrées ont été enregistrées 
lors de l'édition 2012. En 2008, ce chiffre était de 5 697. 

Il faut expliquer, toutefois, que l'achalandage 2012 inclut le nombre de visiteurs qui ont apprécié les six 
installations sonores, disponibles gratuitement en six endroits différents, le long du parc Sainte-Victoire à 
Victoriaville. En fait, ce sont 8 138 personnes qui ont apprécié les installations sonores. 

Ce volet, instauré il y a trois ans maintenant, permet de rendre le festival plus accessible et vient répondre à 
la mission de l'organisme qui est, comme l'a expliqué Michel Levasseur, le directeur artistique et général du 
FIMAV, «de promouvoir, produire et diffuser les musiques novatrices ainsi que toutes formes d'art avant-
gardiste d'origines québécoise, canadienne et internationale». De même, il a ajouté que le FIMAV c'était 
désormais l'amalgame des installations sonores et des concerts. 

Il s'agit de résultats qui, selon les organisateurs, confirment que le FIMAV a toujours une influence dans l'art 
d'avant-garde et qu'il est apprécié auprès d'une clientèle grandissante. 

Des 12 103 entrées, il est important de noter que 45,9% sont des touristes (voyage d'une nuit ou plus), 
23,7% sont des excursionnistes (qui résident à plus de 40 km sans nuitée) et 30,4% représentent des gens 
du coin. 

L'étude a également permis de compiler un indice de pertinence de 93,5%, ce qui vient confirmer que les 
gens ne viennent pas par hasard à Victoriaville, mais bien spécifiquement pour le FIMAV. 

Une autre question posée aux participants du festival démontre une grande satisfaction de ceux-ci puisqu'ils 
accordent une note de satisfaction égale ou supérieure à 8 sur 10 pour leur expérience au festival. Cela leur 
fait même dire, à 87%, qu'ils reviendront probablement pour le FIMAV. 

«Il s'agit de résultats concluants qui sont dus à l'équipe en place», a insisté le président du FIMAV, Jean St-
Arnaud, en rappelant que le FIMAV était un événement culturel international qui a un caractère unique sur la 
planète. «Il est aussi intéressant de noter que pour le FIMAV, c'est le client qui se déplace vers le produit. 
Même avec la suroffre et la compétition», a-t-il ajouté. 

Steeve Gagné, qui a réalisé l'étude, a souligné que le taux d'attractivité du FIMAV perdurait encore ce qui 
vient confirmer «qu'il s'agit d'un événement important dans le portrait régional». 

Il a ajouté que les installations sonores donnaient un nouveau souffle au FIMAV et qu'il ne manquait plus 
qu'à faire passer en salle les visiteurs de ces installations. 

Pour parvenir à ces chiffres, l'étude a été réalisée en deux phases. Une première consistait à déterminer la 
provenance des gens en réunissant 400 codes postaux de façon aléatoire. Aussi, des festivaliers ont pris la 
peine de remplir 463 questionnaires. «C'est l'assemblage des deux qui vient donner le résultat et qui est 
complété par un sondage téléphonique qui est venu valider les visites aux installations sonores», a-t-il 
ajouté. 

Ces résultats sont intéressants et encouragent les organisateurs dans l'organisation des deux prochains 
FIMAV, dont celui de 2014 qui marquera la 30e présentation du Festival international de musique actuelle 
de Victoriaville. Ils arrivent aussi à-propos alors que le festival est en début de campagne de financement 
privée et publique. 
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Phil Minton, FIMAV 2012 ©Martin Morissette 2012 

“Talking for a long time is the worst thing for the voice – it’s staying on one pitch that does 
the damage … talking when you’re angry is especially bad.” 

Phil Minton (Victoriaville, May 18, 2012) 

Victoriaville, Quebec, is a quietly bustling city of 40,000 people, located south of the St. 

Lawrence River between Montreal and Quebec City. There’s nothing about Victoriaville to 
suggest that it would make a particularly apt location for a festival of radical music, any more 
than most other North American towns or cities about 150 miles from a major urban centre. 
The Festival International Musique Actuelle in Victoriaville (FIMAV or Victo for short) exists 
(and exists where it does) because of the vision of its founder and director Michel Levasseur 
who as a young man seems to have decided that his home town was somehow the 
appropriate place for a coming together of experimental streams in jazz, improvisation, rock, 

and electronic music – that melange for which the French have the handy term musique 
actuelle. 

Levasseur has a keen sense of his community and his festival’s place in it. Each year FIMAV 
opens with a performance that seems particularly geared in some ways to the needs of the 
community, whether the music has specific cultural resonances (Jean Derome’s Canot 
Camping project of 2000 comes to mind), or just a strong affinity with folk music (last year’s 
mix of Japanese and Siberian idioms with Koichi Makigami and Bolot Barishev). This year 
Levasseur found the ideal ensemble to express community spirit: a Victoriaville incarnation of 
Phil Minton’s Feral Choir. 

The concert began with an empty stage and imitations of bird calls erupting throughout the 
Cinéma Laurier theatre, the choir gradually accumulating on the theatre’s outer aisles and 

forming a procession to the stage. There Minton whistled alone until the 30-odd members of 
the choir erupted suddenly into massed collective talk as Minton began an extended 
conduction, both ritual and inventory, that would mine many of the voice’s possibilities in a 
unique collective realization. Minton would, in effect, dial-up the volume, match solo voice 
against the chorus, and lead sub groups into patterns of call and response. There was effective 
use of pointillism and a long and striking passage of chattering highs against slowly moving 
low-pitched lines. It was an exploration of the range of the human voice – shouts, whispers 
and the silence of maximum attention. 

Minton would raise and lower the pitches of sections to create complex modulations and 

harmonic movements of the freely assembled clusters of voices. There were also sudden cut-
offs of bits of speech against a long sustaining drone. He would lead the group in rhythmic 
chants then suddenly accelerate them in a spirit of play in which the notion of leadership itself 
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seemed firmly grounded in the idea of the group’s potential, a kind of tacit agreement rooted 
in a sense of constant subliminal dialogue. At time the choir’s activity sounded like a pre-
condition of language, at other times like a hive, as if this free choir were engaged in a 

fundamental act of mimesis, the auditory equivalent of the ancient cave sites at Lascaux and 

Altamira where rituals took place in the midst of depictions of a world and its fauna that were 
at once nature and spirit. The piece concluded with a rapid exchange of shouts and silences, 
the limits of response, executed with impressive precision. 
 
While Minton is an ardent collectivist, he is also a virtuoso, extending improvisation to text 
settings, mining and multiplying meanings. The Phil Minton Quartet (John Butcher, Roger 
Turner, Veryan Weston ) thinks as fast collectively and individually as any group might and 

they have in the past performed portions of James Joyce’s Finnegans Wake, the ultimate work 
of verbal virtuosity (that work that Cage would so often seek both to undo and to celebrate by 
chance). In another virtuoso group, Simon Nabatov’s quartet with Frank Gratkowski and Nils 
Wogram, Minton has given a multitude of different voices to Josef Brodsky’s poem Nature 
Morte. 

For all those inventive flights, the act of improvisation for Minton is a keenly collective and 
political act. When he sings “The Cutty Wren” there’s a silent chorus drawn from at least eight 
centuries of the English working class. The Feral Choir concept integrates voice, improvisation, 

empowerment and the idea of a community in sound. Beginning with a three-day series of 
workshops, the choir culminates in a performance. It’s a series of activities in which creative 
expression is sought in the group, and it suggests that community is rooted in spontaneity. 

Minton started the idea of the Feral Choir in the late ‘80s as a gradual outgrowth of vocal 
workshops he’d been conducting. Since then he has developed the practice with Feral Choir 
performances arising around the world. In May 2012, he led Feral Choirs in both Ottawa, 
where it was organized by sound poet Max Middle and took place at St. John the Evangelist 
Church, and in Victoriaville. 

The Victoriaville performance was rooted in the participation of the city’s Choeur Daveluy de 
Victoriaville, a group that performs regularly with a repertoire of traditional works. Michel 
Levasseur recalls, “I approached Suzanne Lainesse, the choir leader, to check out her interest 
and how many of her choir would be interested in working with Phil Minton. Her choir had 

worked with us many years ago and also 2 years ago with André Papathomas’s sound 
installation project. So last October or November Suzanne said that nearly thirty members of 
her choir were interested and committed. By the end 20 or 22 made the concert, but I decided 
then to commit to Phil and it worked out great. We found another 10 or 12 individuals to get a 
good group.” 

An Interview with Suzanne Lainesse 

Stuart Broomer: How did the members of the choir first respond to the idea of the Feral Choir? 

Suzanne Lainesse: I talked to them about the project many months before the event. I 
encouraged them to go on the internet to see what Phil Minton's work was about, I told them I 
thought this was a great opportunity for them – something new, something that can make 
them practice letting go and being in the moment. It was not our first project with FIMAV, and 
we had a good experience previously. 
 
SB: What was the impact of the voice exercises? 

SL: We worked with Phil for three consecutive nights, three hours each night. The first night 

we – and I include myself – did not really know what was going on. It gradually became 
clearer at the second and the third practice. The voice exercises were fun to do, but a little 
hard on the vocal cords, and the throat, too. Phil Minton is a calm and very generous person. 
He took us to where he wanted very smoothly, with a lot of respect and sensitivity. The voice 
exercises made the choristers aware of the infinite possibility to show emotions with voice. 
The fact that every sound was okay gave us the freedom to fully express each emotion. 

 

SB: Can you describe some of the reactions that different choir members had to the unusual 
freedom of the Feral Choir? 

SL: Some choristers quit after the first night. They did not understand what was going on. 
Some others asked questions that showed their insecurities: “Are we going to do the exercises 
in a particular order at the concert?” “How should we dress?” “Are you going to place us in a 
certain way?” “How do we sound?” “Do I have the right to do this or that?’’ Most of the 
reactions after the second night were very positive. I personally felt very inspired after each 
practice. I write songs and when I came home after a practice, I felt ready to express myself 
and write music and words. I felt connected. 

 
SB: What was the process of the workshops like for you? 

SL: Well after a day of work, spending the evening standing up and singing, of course I felt 
some tiredness. But my soul liked it a lot. The first night was a strange experience, because, 
even with my experience as the leader of the Choeur Daveluy, I did not really know what was 



http://www.pointofdeparture.org/PoD40/PoD40Ezz-thetics.html 

going on. But then, it all became clear. This was an experience of letting go, and being who 
we are, and no judgment on anything or anyone. I particularly enjoyed the parts where Phil 
was improvising, and we were supporting him very freely. I thought I was contributing to 

something special and great. 

 
SB: Did the choir seem different before the performance than it usually would before a 
performance? 

SL: Yes, the choir was different. That was no stress at all before the performance, like there 
usually is. Like them I had zero stress. They had nothing to memorize, nothing to prove, they 
just had to be in the moment and follow Phil's directions. 
 
SB: Did the choir seem different after the performance than it normally would? 

SL: No, I think they were feeling proud and grateful, as they do after a normal performance. 
 
SB: Do you think the Feral Choir experience will have any lasting effect on the choir? 

SL: Yes. The letting go, the confidence in the leader, all the possibilities of the voice. As the 
director, I will include some exercises in my warm-up. And I might just add a short experience 

like that in our next performance. It was a very positive experience for me as a human being, 
as a musician, singer, and leader of a choir. 

 
An Interview with Phil Minton 

Stuart Broomer: You mentioned that you started doing the Feral Choirs in the late 1980s? Do 
you remember what triggered going from workshops to the choir performances? 

Phil Minton: I have to start a bit before the first workshops. I had been described in the early 
80s by friend, poet, musician and performer Lou Glandfield as a feral singer. I'd never heard 
the word feral before, but checked it out and thought: Yes! That’s ok: the voice released or 
escaped from “civilized domesticity” finding its way again, away from the constraints of 
nationalist culture, religion and all the other stuff laid on us from birth. About this time, we 

had a group that played on the improvised music scene in London. It was Hugh Davies, Roger 
Turner, Alan Tomlinson and me. I suggested the name The Ferals, very apt for all participants. 
We made an LP for Leo records. We never worked a great deal, but the feral concept was 
always with me. When I was asked to do some workshops in Stockholm, the feral voice was 
my method, but I also felt we must perform the results, so the “Feral Choir” did its first gig at 
Musik Centrum Stockholm back in the eighties. 
 
SB: Can you describe the kinds of exercises you do? 

PM: I hum, yodel and laugh for voice health, I encourage participants to do the same. I talk as 

little as possible, bad for the voice. 
 
SB: Do performances have a developed sequence of events?  

PM: No, we start with improvisation, which is never the same, then some simple signs, in no 
prescribed sequence, that can be interpreted quite freely by the singers, who then lead me 
into the territory of surprises. There are surprises all the time. I use my old voice riff “Louis 
Kappa” and variations on occasions if I think the performance needs it. It's the only bit that's 
very slightly composed. 
 

SB: It seems like an experience outside of language? Do you intend to step outside the 
cultural specific of language? 

PM: I hear it as music. 
 
SB: Have you ever worked with texts with the Feral Choir? 

PM I do sometimes sing "Mourn Not the Dead," a modal song with words by Ralph Chaplin of 
the IWW and original tune by Frankie Armstrong that I improvise on. I am in the process of 
“composing” a specific voice piece called Grunwick, no words, that can be performed by the 
Choir; I did some parts of this with the Feral Choir in Victoriaville. I would love to record it 
sometime with "Feral Chorus" which will be a group of about 20 committed Feralists from the 
improvising voice world. 

 
SB: The choir seems to represent a challenge to participants in some ways. 

PM: Yes. They enjoy it too. 
 
SB: Do you get drop-outs in the process? 

PM: Some people find laughing, or even pretending to laugh, difficult. Fair enough. They often 
leave after the first session, sadly, but not always. The drop-outs are more likely to happen in 



http://www.pointofdeparture.org/PoD40/PoD40Ezz-thetics.html 

the larger and less intimate choirs where I have less direct contact. 
 
SB: Do you have any immediately memorable moments of people engaging with the process? 

PM: I've performed and done workshops with feral choirs all over the world, with homeless 
people, opera singers, scientists, prisoners, musicians, handicapped and even jazz singers ... 
hundreds of fantastic musical memories. In Katoomba, Australia recently, we did a feral choir 

workshop and a great performance to an audience of about three. A choir member, a gentle 
quiet old hippy about my age – 71 – said afterwards, “Thanks, Phil, you've changed my life.” I 
hope he didn't go off and become a banker. 

SB: What do you take away from the Canadian performances? 

PM: In both Ottawa and Victoriaville I’ve been touched by all the singers’ generosity of spirit 
and curiosity to try new stuff. That made both performances unique and memorable. 

* * * * 

Minton has resisted putting out CDs of any complete Feral Choir performance. “If I put out a 
CD it would be finished in a way,” he remarks; but some Baltimore Ferals can be heard on 

Enigma Carols (Recorded rec 019). He has also posted sound and video files of performance 
excerpts at his web-site: http://www.philminton.co.uk/feralchoir.html. 

There are also numerous video excerpts from Feral Choir performances on YouTube. One 
that’s particularly notable is an outdoor event in Maiden Newton in support of a local path for 
bicyclists and hikers: http://www.youtube.com/watch?v=pcy9d2-riOE&feature=related 

Stuart Broomer©2012 

 

http://www.philminton.co.uk/feralchoir.html
http://www.youtube.com/watch?v=pcy9d2-riOE&feature=related


http://www.nycjazzrecord.com/issues/tnycjr201207.pdf 

 

 

FIMAV 
by Stuart Broomer 
Photo of John Zorn by Martin Morissette 

 
Festival de Musique Actuelle de Victoriaville (FIMAV, or Victo as it’s known to 

frequent attendees) is a special event, a festival nestled in a bucolic Quebec 
hamlet that, since 1983, has mixed free jazz, avant-rock, electronica, all manner of 
improvisation and theatrical crossovers under the very open French rubric of 
musique actuelle. Artistic Director Michel Levasseur has taken the unlikely and 
utopian notion of a radical music festival in his hometown and somehow made it 
work. Part retreat and part full-immersion baptism, FIMAV 28 (May 17th-20th) 
presented 19 concerts over a four-day period.  
 

This year’s opening event was a special occasion, as some 30 local singers gathered for one of British vocalist Phil Minton’s Feral 
Choirs. With three days of intense workshops, Minton and the choir had reached out to one another to find fresh potential in the human 
instrument, including a whistling procession to the stage and various massed whispers, conversations, drones and chants that gradually 
assembled into a work of substantial and sustained impact. Minton creates a community of free voices that combines both the known 
strengths and the new discoveries of the group.  
 
A strong idea of community was just as evident in Wadada Leo Smith’s Golden Quartet/Quintet’s presentation of Ten Freedom 
Summers, a 90-minute version excerpted from the three-evening work with chamber orchestra that debuted last October and which has 
just appeared as a four-CD set. Accompanied by a live-video stream by Jesse Gilbert that mingled shifting abstract graphics with 
photos of Smith’s subjects (among them Malcolm X, Emmett Till and Martin Luther King, Jr.), the invocation and commemoration of the 
American Civil Rights Movement was the festival’s crowning achievement, music (and sometimes silence) of constant grace, focus and 
energy with tremendous performances by Smith and the band of pianist Anthony Davis, bassist John Lindberg and drummers Pheeroan 
akLaff and Susie Ibarra.  
 
John Zorn, perhaps FIMAV’s most frequent star, presented two projects this year. Nova Express had Zorn conducting a quartet with 
pianist John Medeski, vibraphonist Kenny Wollesen, bassist Trevor Dunn and drummer Joey Baron in a suite inspired by the writings of 
William S. Burroughs, which matched elements of ’50s period jazz (from the Modern Jazz Quartet and Cal Tjader to early Cecil Taylor) 
with sudden expressionist explosions. Zorn’s second project, The Hidden – with texts and illustrations selected from mystic traditions 
was a profound trip through Masada territory with the previous quartet augmented by violinist Mark Feldman and cellist Erik 
Friedlander. The lyrical music included virtuoso flights into Sephardic modes by the trio of strings while Friedlander played a brilliant 
unaccompanied piece that mined Flamenco and its middle-Eastern roots.  
 
While Friedlander invoked an older guitar music, Joe Morris embodied a furious contemporary form, combining runs of unthinkable 
velocity and walls of distortion in the ear-bleed volume of Spanish Donkey with keyboardist Jamie Saft and drummer Mike Pride, an 
oddly medieval variation of the organ trio that never deviated from its tortuous motto in an hour-long improvisation.  
 
For sheer collective spirit and invention, Mary Halvorson’s quintet had few peers, her edgy, sometimes-pitch-twisting guitar pressing the 
more traditional timbres of Jon Irabagon’s saxophone and Jonathan Finlayson’s trumpet into uneasy heterodox textures. Bassist Miles 
Perkin, originally from Manitoba, led an international quartet with British trumpeter Tom Arthurs, French pianist Benoît Delbecq and 
Montreal drummer Thom Gossage. Perkin’s compositions created a continuous stream of melody that passed from the written heads 
throughout the solos in a smooth continuum. If the festival seemed at times to be a tale of two cities, Montreal and Chicago, 
saxophonist Matana Roberts brought them together in “Gens de couleur libres”, a work inspired by African-American history and 
performed by an ensemble she calls her “Montreal 10”, which found fresh ways to combine text and improvisation.  
 
There is always strong representation of Quebecois music at FIMAV and this year was no exception. The Maïkotron Unit, the long-
standing trio that combines modal and free jazz improvisation with reed-player Michel Côté’s “maïkotrons” (homemade combinations of 
brass and reed instruments that burble with a host of unrelated sounds), played a fascinating set with trumpeter Stephen Haynes as 
guest. Ensemble Supermusique assembled leading Montreal figures like saxophonists Jean Derome and Joane Hétu and turntablist 
Martin Tétreault in an electro-acoustic nonet that playfully mixed and mangled genres at an accelerated pace, eventually launching an 
extended percussion piece that seemed to turn the entire group- electronics and strings included - into a brilliantly unified drum-kit. The 
Victoriaville-based violist Jean René led a particularly thoughtful project, a quartet that revived pieces from numerous Montreal 
experimentalists (like Derome) in a too-rare exploration of existing repertoire.  
 
The festival ended as strongly as it had begun, with the trio of pianist Muhal Richard Abrams, trombonist George Lewis and multi-
reedist Roscoe Mitchell, who bring a tremendous collective wisdom to improvisation. At the outset they moved from one isolated long 
tone to another; by the end it had become an extended sonic tapestry, from intense oration to the fun-house mirrors of Lewis’ 
electronics.  
 
Ultimately this year’s FIMAV was a polystylistic, multi-cultural and multi-generational festival of radical music, a celebration of the 
music’s potential to renew itself and to refresh the spirits of its listeners. 
 
For more information, visit fimav.qc.ca 











 

From Zorn to Leo Smith, Conceptualism Reigns in Victoriaville 
Posted 6/11/2012  - http://www.downbeat.com/default.asp?sect=news&subsect=news_detail&nid=1921 

Among its many virtues, including its status as one of the most important and longstanding avant garde 
festivals in all of the Americas, the Festival International de Musique Actuelle de Victoriaville (FIMAV) in 
Victoriaville, Quebec, has become known as a likely spot for Zorn sightings. Polymath 
musician/composer/record company micro-mogul John Zorn, an admitted and avowed fan of the festival 
which founder/director Michel Levasseur has built over the past 29 years, has brought many projects to this 
small, lovely town over many years.  

Surprisingly, this year’s model of FIMAV, which took place on May 17–20, was the first in which Zorn 
actually offered up what could be called a world premiere, a conceptual piece called “The Concealed.” 
Inspired by ancient Jewish texts and imagery, in this body of music, Zorn traced along pathways between a 
jazz rhythm section with his Masada strings work, between Jewish melodic colors and mash-ups of juiced 
swing and ambling free play.  

There was greater musical interest the night before, when Zorn led his post-modern MJQ spinoff, “Nova 
Express,” with pianist John Medeski, drummer Joey Baron, bassist Trevor Dunn and Kenny Wolleson in his 
impressive, distinctive role as vibraphonist. Here, abstract splashes, linear mazes with links to classical 
serialist tradition more than jazz, per se, and Zorn’s Latin-esque lounge music side come together and butt 
heads, artfully. Coincidentally, this piece relies on Zorn’s role as a conductor, guiding the players’ actions 
and intensities from his seated perch, and the previous concert featured the “conduction” services of the 
great madcap vocalist Phil Minton, who led a large, game group of community volunteers in one of Minton’s 
primal, funny and phenomenological “Feral Choir.”  

One of the intriguing sideline features of the 2012 
festival was an expansion of last year’s focus on sound 
art, with a series of publicly accessible sound art works 
in government buildings and in the great outdoors. That 
new feature makes for an artistically sympathetic and 
resourceful means of reaching out to the Victoriaville 
community, which otherwise may or not be interested in 
the innately esoteric musical realm which FIMAV 
traffics in and is, in its way, world-famous for.  

Unfortunately, a planned visit by a power trio led by 
bassist Bill Laswell, with Finnish guitar shredder Raoul Björkenheim and Swedish drum force Morgan Ågren 
transformed into a bassless duo due to Laswell’s unexplained no-show. But the duo made some muscular, 
thunderous and ultimately joyful noise in the situation, and the other consolation prize was a late-breaking 
booking of the great bassist Henry Grimes, putting in a short but energizing set on bass and violin, graced 
with his special charisma. Further adventures in power trio urgings went down the night before, when 
sinuous guitarist Joe Morris, captivating drummer Mike Pride and always-tuned-in keyboardist Jamie Saft 
summon up dynamically-controlled raucousness and sound-action painting.  

Genres wax and wane in this festival’s definitively flexible agenda, but there 
was a distinctly more jazz-flavored feeling in town this long weekend. From 
that world came the fascinating structure-meets-abandon artistry of guitarist 
Mary Halvorson’s quintet—a clear festival highlight—and a momentous arrival 
of Wadada Leo Smith’s ambitious, socio-historically themed new epic, “Ten 
Freedom Summers,” here in its compact form. Further social commentary-
driven conceptualism came through a chapter in saxophonist Matana Roberts’ 
“Coin Coin” series, dealing with African American experience in expansive, 
vivid musical form.  

Roberts, who has strong musical connections in Montreal, built her large 
ensemble from Quebecois players, and Montrealers split the difference 
between improvisation and compositional scheming in the adventuresome Ensemble SuperMusique. 
Elsewhere among the Canada contingent of the program, Canadian-in-Berlin, bassist Miles Perkin led an 
impressive, introspective quartet, evoking something akin to ECM aesthetics.  

For this FIMAV edition, the best arrived last, as the all-star improvising unit known simply and grandly as 
The Trio stole the show in the closing night slot. AACM-connected allies Roscoe Mitchell (reeds) George 
Lewis (trombone and deftly-controlled computer) and veteran AACM pianist Muhal Richard Abrams make 
some profound yet ever-flexible and malleable music together, with uncommon empathy. One of the more 
exciting groups on the current post-free jazz scene, The Trio once again demonstrated the bracing beauty 
and strength of collective, ear-powered playing, with roots going back fifty years and still alive in the 
moment. They may have trouble doing business in art-phobic America - south of the Canadian border, that 
is—but their performances at the Guelph, Ontario, jazz festival two years ago and now in Victoriaville were 
ripe causes for what should be, in an ideal cultural environment, all-American pride.  

—Josef Woodard  
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Live 

XXVIII Festival International de Musique Actuelle

Victoriaville, 17-20 maggio  

Il festival diretto da Michel Levasseur ha presentato quest’anno 
diciannove gruppi e le installazioni sonore di cinque artisti in 
diversi spazi della cittadina del Québec. 

John Zorn ha portato due controversi nuovi progetti: Nova 
Express e The Concealed con in bella evidenza il violino di 
Mark Feldman e un sorprendente Kenny Wollesen al 
vibrafono. Phil Minton con i quaranta elementi del Feral Choir 

ha dato vita a un concerto pieno d’invenzione e poesia. Il quintetto di Mary Halvorson ha 
presentato l’ottimo cd «Bending Bridges»; e una piacevole sorpresa è venuta dal concerto 
di Stephen Hayes che con il trio canadese Maïkotron Unit ha dato un concerto di rara 
bellezza, tra i migliori del festival. 

Grande delusione, invece, The Spanish Donkey (di Jamie Saft con Joe Morris e Mike 
Pride), ingabbiato in formule abbastanza scontate e ripetitive. Il quartetto del 
contrabbassista canadese Miles Perkin ha offerto un’esibizione intimistica ma mai noiosa 
con il pianista Benoît Delbecq che ora disegnava delicati arabeschi, ora trasformava il 
pianoforte in strumento a percussione con echi africani. Mirko Sabatini, svizzero di 
nascita da lungo tempo tra Italia e Canada, ha improvvisato su vari strumenti elettronici 
in un progetto inedito con Jean-Pierre Gauthier (autore di un’istallazione sonora dislocata 
in centro città) e un video realizzato appositamente per il festival. 

Wadada Leo Smith era alla testa del nuovo Golden Quintet con 
due batterie (Susie Ibarra e Pheeroan akLaff), il fido John 
Lindberg e Anthony Davis al pianoforte, che ha mostrato grande 
maestria sia nelle parti improvvisate sia nei passaggi in cui 
faceva da base al lirismo del leader. Un filmato legato alla 
stagione delle lotte civili negli Stati Uniti era usato 
creativamente dal videoartista Jesse Gilbert. 

Matana Roberts ha ripercorso il primo capitolo del suo lavoro 
«Coin Coin» alla testa di un tentetto canadese dove spiccava la 
bella voce di Gitanjali Jain che recitava in francese e cantava i 

testi in inglese scritti e recitati anche dalla sassofonista chicagoana. Gran finale con The 
Trio ovvero Muhal Richard Abrams, Roscoe Mitchell e George Lewis con le sonorità 
ascoltate nei due cd «Streaming» e «Spectrum». Soprattutto da segnalare l’ottimo lavoro 
del trombonista che al computer allargava la tavolozza sonora con suoni campionati live. 

Luigi Settala [prima foto: Wadada Leo Smith; seconda: Matana Roberts] 
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There are many ways to weigh a music festival, but one method that sets a fairly reasonable 

standard for excellence is whether or not there was at least one point that elicited feelings of 

good fortune. Not just if it was enjoyable or if highly respected artists appeared, or if it was 

like a month in Berlin or London or New York compressed into a long weekend, but that there 

was even one concert that actually stoked the embers of gratitude. 

The 2012 Festival International de Musique Actuelle de Victoriaville achieved just that with its 

first concert. And even if after that opener the rest had been just so much gravy on the 

poutine, the 28th edition of the annual Quebec jazz and new music festival would still have 

been the strongest in years. It felt like a return to form (after a few years of shrinking budgets 
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and audiences) in no small part due to two appearances by festival favorite John Zorn and 

strong showings from the fertile Chicago and Montreal scenes. 

That bar-setting opener was British experimental vocalist Phil Minton, leading a chorus of 

singers in a group improvisation of utterances and vocalizations. His Feral Choir of 31 

Victoriaville denizens began the concert in the rear seats of the large cinema used as one of 

the festival's three staging grounds. It's a common ploy, starting at the back of the room and 

moving toward the stage, but it was especially effective having the members seated in the 

audience with no instruments to hold. There was no way to tell how many would rise to join 

the bird-whistle procession as Minton led them slowly to the stage. He proceeded to guide 

them through gibberish, screams, laughter and sustained, nearly sung notes more about unity 

than pitch. 

None displayed anything approximating Minton's vocalese virtuosity, but they made up for it 

en masse with sheer velocity and will. It came off as something like Portsmouth Symphonia 

doing Luciano Berio, and was wonderful even before Minton upped the game. The second 

section was a composed piece called "Grunwick,," based on a key moment in race relations 

within the British labor movement. If nothing about the performance gave indication of the 

historical origin, it was still a charged and moving piece; a powerful, wordless drama with 

Minton giving a strained, almost tortured performance over the whispered hissings of the 

choir. 

Woven through the rest of the festival were three threads of geographical associations: 

Chicago's longstanding Association for the Advancement of Creative Musicians and, from 

Montreal, the Ambiances Magnétiques collective and bands spawned of the group Godspeed 

You! Black Emperor. The geographical divide was stitched together by Montreal's Constellation 

Records, which has released recordings by GY!BE-related bands, as well as AACM saxphonist 

Matana Roberts. 

It was the material from that 2011 release that Roberts brought to the festival. Coin Coin 

Chapter One: Gens de couleur libres is a sprawling work about slavery and Roberts' own 

family history. The concert, like the album, featured herself on saxophone and vocals with a 

ten-piece band of Montreal players. Drawing upon gospel and antebellum song as well as a 

language informed by the protest jazz of bassist Charles Mingus, Roberts gave a driving and 

sometimes harrowing concert with horns and strings augmented by musical saw and 

occasionally heavy electric guitar. The suite didn't present a clear storyline but still reached a 

dramatic peak with an a cappella slave auction that eventually found a sort of redemption 

even if its female slave protagonist likely didn't. 

 

The next chapter—or the next ten, perhaps—of the history of race relations just south of the 

Canadian border was told by Wadada Leo Smith in another suite condensed from his 

staggering new foujr-disc set Ten Freedom Summers (Cuneiform, 2012). The album employs 
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both jazz quartet and quintet, and a chamber ensemble, but for the condensed (still 80 

minutes) concert version Smith rescored some of the orchestral sections for a band featuring 

pianist Anthony Davis, bassist John Lindberg and drummers Pheeroan akLaff and Susie Ibarra. 

The concert employed silence, tension and fantastic peals from Smith's trumpet, as well as 

wonderfully evocative real-time video art showing the band and photographs of the music's 

subjects (Malcolm X, southern fields) into a powerful piece which might well prove to be the 

70-year-old Smith's magnus opus. 

If the first two AACM-related concerts concerned themselves in overt ways with civil rights and 

racial oppression, the third (which closed the four-day festival on May 20) might be said to 

have shown overcoming by example. The trio which calls itself The Trio includes two of the 

organization's four founding members and a Columbia University professor who is also the 

AACM's historian. Namely, that's pianist Muhal Richard Abrams, who led the big band that 

grew into the AACM more than four decades ago and who was recently awarded an honorary 

doctorate from Columbia; Roscoe Mitchell, who holds the Darius Milhaud Professor of Music 

chair at Mills College and who has arguably done as much to advance the language of the 

saxophone as anyone since the 1960s; and trombonist George Lewis, the Edwin Case 

Professor of Music at Columbia and author of A Power Stronger Than Itself: The AACM and 

American Experimental Music (University of Chicago, 2008), the definitive text on the seminal 

collective. 

 

Together they played a music that was wizened and deeply intuitive. Calling it improvisation is 

almost misleading, as the three are so deeply in sync aesthetically, philosophically and 

politically that they are playing a music they know well even if it isn't scored. Or, as Lewis 

would likely argue, that is exactly what informed and heightened their shared improvisation. 

At times, all three reduced their expressive gestures to single notes and brief, isolated 

glissandi. Abram's piano seemed often to set the pace (and set it slowly) while Mitchell—on 

soprano and sopranino saxophones and flute (and a piccolo he didn't pick up), often far from 

the microphone—defined the perimeters. Lewis' trombone filled the field defined by the other 

two but he also redefined the playing field from his laptop, processing the sound of the other 

two while folding in voices, his own field recordings, a bit of drummer Han Bennink and 

layered variants of white noise. All three took unaccompanied solos—long a hallmark of the 

AACM—including Lewis at the laptop which made for dramatic listening and an intriguingly 

unsettling stage presence. 

The Constellation contingent of the Montreal presence included bassist Thierry Amar and 

drummer David Payant, who both played in Roberts' band and later the same day with Thee 
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Silver Mt. Zion Memorial Orchestra, delivering roundhouse punches with heavy, violin- 

inflected rock. The day began with the melancholy instrumental chamber pop of Montreal's 

Esmerine, led by the emotive cellist Rebecca Foon. The sweeping moodiness of that set was 

matched beautifully by the lightbox scenes of Clea Minaker, who stood onstage with the band, 

dropping leaves and feathers over the glass platter of the projector. Like Jesse Gilbert's video 

work during Smith's concert, Minaker's imagery worked fantastically well as a dimension of the 

music. Both artists' work represented another aspect of the festival as well. Music is certainly 

FIMAV's primary objective, but Artistic Director Michel Levasseur also brings the work of visual 

artists in to the performance halls and in recent years has expanded into the town's common 

areas with outdoor sound installations, this year curated by Quebec City sound artist Érick 

D'Orion. 

The other segment of Quebecois representation came by way of the always reliable Ambiances 

Magnétiques, and if that venerable collective has been looking to position itself as a new music 

organization, it's been doing an excellent job of it. The Ensemble Supermusique is a sort of 

cream-of-the-crop band (perhaps operating a bit like New York's Bang on a Can All-Stars), 

counting among its membership saxophonists Jean Derome and Joane Hétu, percussionists 

Michel F. Côté and Danielle P. Roger and turntablist Martin Tétreault, some of the finest of 

Montreal's musique actuelle composer/performers. 

 

They played as a tentet, opening and closing with a pair of wonderfully atmospheric pieces by 

Tétreault. Hétu's contribution was "Poème à faible résistance," a striking work even to a non-

Francophone; her voice acting is becoming as strong a part of her work as her saxophone 

playing. The ensemble also mixed a couple of improvisations into their set, which came off (to 

their credit) as cohesively as the composed pieces. If the genre of scripted discontinuity and 

small gesture is waning in the days since Zorn, Otomo Yoshihide and others have changed 

strategies, Ensemble Supermusique is to be thanked for keeping composed chaos fresh. 

The other part of Ambiances Magnétiques institutionalization came in 

the form of a sort of repertory group led by violist Jean René, who released the remarkable 

solo recording, Fammi (&records) in 2010. With violinist Joshua Zubot, fantastic drummer 
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Pierre Tanguay and bassist Nicolas Caloïa, René struck a Stéphane Grappelli bop that could 

melt and reform in quick minutes and turn to upbeat Quebecois folk the next. The set list was 

comprised of an Ambiances Magnétiques songbook, with old and new pieces by Derome, 

Norman Guilbeault and René Lussier, as well as some of René's own pieces. The quartet was 

lively and precise, and, along with Ensemble Supermusique, showed once again what a unique 

group of composers and interpreters there are under the Ambiances Magnétiques banner. 

Much of the rest of the schedule was filled by New Yorkers, or at least players from the States. 

Zorn conducted his Modern Jazz Quartet-molded William S. Burroughs project Nova Express 

(Tzadik, 2011), with drummer Joey Baron, bassist Trevor Dunn, keyboardist John Medeski and 

drummer Kenny Wollesen, although the concert seemed to fall short of the dynamism of the 

recent CD release. Better was a new project, The Concealed, with Zorn again conducting (his 

saxophone was not to be seen), which added violinist Mark Feldman and cellist Erik 

Friedlander to the MJQ instrumentation for a lushly romantic set of compositions based on 

mystic texts but falling into purely enjoyable listening. 

The anticipated appearance of another icon of New York's Downtown music ended up not 

happening for reasons not given, and as a result the trio Blixt became a duo of guitarist Raoul 

Bjõrkenheim and drummer Morgan Ågren, with spirits and energy level high. To fill out the bill, 

Henry Grimes (who was not scheduled to play but was in attendance for the whole of the fest) 

played a solo set on violin and double bass. Grimes may be at his best when he's on his own, 

and made a strong showing for an excitedly receptive crowd. 

Brooklynite guitarist Mary Halvorson played a memorable set with her new quintet. 

Halvorson's infectious ideas as a composer, and perhaps more so as an arranger, come 

through all the more strongly with the five-piece, and can only be expected to grow with the 

promise of a septet in 2013. The pieces often were built on strong unison horn lines and 

Halvorson's guitar less adorned than usual, with the rhythm section shifting tempi and 

intensity somehow independent of but still reinforcing the melody lines. 

Halvorson's playing seems to have grown along with the size of her ensemble. She's always 

been a bold guitarist but with this new band she's demanding greater versatility of herself. 

She did stomp on the overdrive now and again, but for the most part let the warm voice of her 

big hollowbody come through with less electronic augmentation than she has often used in the 

past. While the moods swung—a jazzy progression banged and fuzzed, a proggy vamp 

delivered with surprising delicacy, even something like a calypso through a prism—the 

structure continually shifted and remained solid. 
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The New York/New England power trio Spanish Donkey laid a heavy, heavy drone with a 

scream of what truly sounded like Jimi Hendrix-induced controlled feedback. The set may have 

been a shock to people who think guitarist Joe Morris and keyboardist Jamie Saft permanently 

reside on the polite side of avant jazz. Saft and drummer Mike Pride erect monoliths of sound 

under the name Kalishnakov, and seem to be concerned first and foremost in the trio with 

reframing Morris' playing. Morris, of course, is more than there for the challenge, and if an 

idiosyncratic single-note style is what he's best known for, he's also taken to bass, banjo, 

mandolin and ukulele, so Spanish Donkey is hardly the pony's second trick. At FIMAV, the 

aural onslaught was heightened by a rigorously democratic mix: everything was at such an 

even level, including a buzzing synth that stayed just safe of subsuming them all, that at 

times the only way the noisy keyboards and harsh guitar could be differentiated was by virtue 

of the players' body language. When on occasion the smoke cleared, Middle Eastern riffs and 

psychedelic organ became apparent. 

Reinvention was key to a set by Quebec's Maïkotron Unit with 

Connecticut-based trumpeter Stephen Haynes. While they were, on the one hand, a classic 

piano-less quartet, the unit had a way of shape-shifting with instruments they'd morphed in 

advance. Frankenstein monsters of brass and reeds filled the stage: a double-reed soprano 

sax with an elongated neck, a trumpet body held vertical with a clarinet mouthpiece, a rather 

unholy sousaphone and a fairly ingenious system for mechanized mutings. But more to the 

point, Michel and Pierre Côté (a pair of brothers unrelated to Ambiances Magnétiques' Michel 

F. Côté) have learned how to play their hybrids, how to trap air and nudge it through the 

tubes. The quiet flutters of the ill-begotten instruments made for nice contrast with their 

passages of free jazz. 

There are many ways to weigh a music festival, and one that might be a bit too demanding a 

measure is perfection. Perfection can be fleeting, and is too nebulous to really pin down. There 

were several moments of perfection during the 2012 FIMAV, but one stands out as the sort of 

thing it often takes a such festival to pull together. Manitoba-born, Berlin-based bassist Miles 

Perkin convened a quartet with British trumpeter Tom Arthurs, French pianist Benoit Delbecq 

and Canadian drummer Thom Gossage that delivered pure and serene abstraction. The music 

was soft and beautifully intricate, accented by mellow flugelhorn and subtle piano 

preparations. They played open-ended compositions with open improvisation; they played 

something like jazz and something like new music; and they played together with never a 

misstep. The point of a term like musique actuelle, or "music of the present," is to defy 

definition, but there could be worse things than if the Miles Perkin Quartet was offered up, by 

way of example, as a definition of the art. 
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Review of the 

 
28th ANNUAL INTERNATIONAL FESTIVAL MUSIQUE ACTUELLE VICTORIAVILLE! 

 

28th Annual Festival International de Musique Actuelle de Victoriaville May 17th-20th, 2012.  

As music venues, records stores, and book stores in cosmopolitan cultural centers like New 
York City, London, Paris and elsewhere continue to close down, the need for a festival like 
Victo has grown more important for all of us wishing to witness creative new music from 
around the globe. I often travel with a half dozen friends from the NY area, but this year there 
were just three of us in the car - Jason Roth, Len 37 Seigfried and myself. One of the great 
things about Victo is hanging with annual crew of Don White (Houston, Texas), Gordon & Vida 
(Ontario), Jim Ivy (Orlando, FL), Igor (Israel & Russia), Reed and Joe M. from Rochester. Our 
trip up the NY Thruway and through customs ran smoother than anytime we could remember, 
even though Len forgot his passport, nowadays necessary for crossing over the norther 
border. Our custom is to go to Montreal the day before, hook up with Don and stop at 
L'Oblique Records (to see Luc or Michel) before having some dinner and making our way to 
Victoriaville and settle in at the Victorin Hotel, our home for the week. 

On the first day of the Victo Fest, Thursday May 24th, we made our way to the FIMAV office to 
pick up our tickets, buy used Cds, and hobnob with the staff. I spoke with my old friend Michel 
Levasseur, the founder of FIMAV, about the upcoming festival and the future of the Victo 
Fests. Misinterpreting something Michel previously said, a certain blabbermouth - me! - had 
told others that this fest will end in with the 30th Ždition in two years. Hence, many rumors 
were flying and the big question that many of my friends had were "what will we do once Victo 
ends?" since it has become an important annual ritual/gathering for those who still want to be 
challenged by avant/jazz, progressive or other demanding musics. Michel said that Victo will 
continue for as long as he can make it happen and his health remains good. There was a big 
sigh of relief from my Victo buddies. The weather for the entire fest was pretty great and even 
Summer-like hot at times. This seemed odd for Quebec in May but it felt great to be outside so 
much in between the concerts. There were a half dozen different interactive art exhibitions in 
the area near the library behind the office, most of which we checked out earlier in the day 
before the festival began. Each of the exhibitions was fascinating sonically as well as visually 
in different ways so we took our time to check out each one. A favorite featured several 
metallic/tubular structures suspended under an open stage with assorted wires that were 
plucked or bowed by inter-connected arms and driven by small motors. It sounded as amazing 
as it looked. All of the installations were free, so many townsfolk were also able by to check out 
these temporary treasures. 

 There is a persistent rumor, often mentioned by John Zorn, that Victoriaville has no good 
restaurants. As someone who has attended the fest for more than 25 years, I know that this 
isn't necessarily true. There just a few relatively good ones, especially Mykonos where many of 
my friends went every night. Breakfasts at the hotel is not too bad but you can also try Pomme 
Vert for a decent brunch. For good coffee and snacks, the Shad is where we went in between 
sets. 
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The opening concert was Phil Minton & the Feral Choir which took place at the Cinema. Mr. 
Minton is one of the most extraordinary and bizarre singers alive. He is unafraid to dig deep 
and let out the most ridiculous vocals sounds that any sane or insane person could imagine. 
Mr. Minton has performed at Victo on several occasions with Lindsey Cooper, Four Walls and 
in Five Men Singing with other twisted vocalists like David Moss and Makigami Koichi. For this 
concert, Phil worked with a workshop of a couple of dozen Quebec-based singers for three 
days previous to this set. The concert started with the entire group slowly walking down one 
aisle and making bird-like sounds and whistles as they strolled up to the stage. Minton directed 
the ensemble and broke them up into smaller sections while there were just three rows running 
across the stage. Minton would make a sound, an odd gesture or expression and have some 
five sections of the choir imitate him, one section at a time. When he made a weird sound, they 
do would do something similar. There were a great deal of hilarious sounds and twisted 
expressions from the different members of ensemble. The first piece was pretty long and 
Minton did a great job of directing the different sections to sing and then alter their voices as he 
layered the different sections into a strong tapestry of crashing waves or related currents. The 
second piece included Mr. Minton doing some of him own bizarre vocal sounds and warped 
words, reminding me of the way Harold Beckett sometimes uses voices without distinct words 
to evoke certain elements of questionable sanity. The entire set had its own twisted charm and 
it was a prefect beginning to this increasingly unpredictable experience. 

The following set by John Zorn, as well as another Zorn set the next day, were two of this 
festival's highlights and both featured premiers of music never performed live. Mr. Zorn's 'Nova 
Express' CD was released in April of 2011. The personnel featured a handful of Zorn's most 
consistent collaborators: John Medeski on piano, Kenny Wollesen on vibes, Trevor Dunn on 
contrabass and Joey Baron on drums. Although this is the same instrumentation of the Modern 
Jazz Quartet, Zorn's quartet was often more exuberant and intense. One of the first pieces had 
that signature quick, start and stop structure with Zorn directing the energy with a tight leash. 
Zorn mentioned that this quartet featured the great Kenny Wollesen on vibes, an instrument 
that Kenny has been working with more and more over the past few years. The vibes were the 
central voice of this fantastic quartet. Kenny took a handful of lush, expressive vibes solos that 
show him to be a master of the instrument. There were also some equally superb piano solos 
from John Medeski, more often known for his organ playing. Both Trevor Dunn and Joey Baron 
were on the top of their game, I can't recall either playing any better than they did for this set. 
Joey, who is many folks favorite drummer, took one solo that left many of us all astonished. 
Nobody plays like quite like Mr. Baron! 'Nova Express' is a book title by William Burroughs, 
who also is the inspiration for the CD of the same name. There was one piece called, "The 
Lost Words of Dutch Schultz" which had a superb, bluesy, sly groove piano solo from Mr. 
Medeski. This set took place on the largest stage at the fest, the bigger stage at the Colloseum 
(A) and it was packed with Zorn fans. They encored with a piece from a William Blake project 
which was most elegant. 

One of the most anticipated sets of this festival was the Mary Halvorson Quintet. They had a 
new CD just released (on Firehouse12) and have been garnering much attention over the past 
few years. Besides collaborating with Anthony Braxton, Tim Berne, Tom Rainey and Weasel 
Walter, Mary Halvorson leads a handful of her own projects, each one worthy of the attention 
she consistently deserves. Mary's own bands keep evolving and enlarging from duos to trios to 
her current quintet to a future septet or octet project. The personnel for this set featured a 
young all-star Downtown crew with Jon Irabagon on alto sax, Jonathan Finlayson on trumpet, 
Mary on guitar & compositions, Stephan Crump on acoustic bass and Ches Smith on drums. 
This quintet is especially well-chosen and shows Ms. Halvorson at her best, both playing -wise 
and writing/arranging as well. This music is filled with surprising twists and turns and featured 
amazing solos from Mr. Irabagon (Mostly Other People Do the Killing & a prestigious Monk 
award), Mr. Finlayson (Steve Coleman's current band), Ches Smith (Tim Berne & Marc Ribot) 
and Mary herself. You had to listen closely to hear the way arrangements unfolded and 
challenged each member of the quintet. There was a number of odd combinations of players 
matching wits and interacting on several levels at the same time. Mary took a handful of guitar 
solos which completely blew my mind since she doesn't sound like anyone else in the history 
of jazz and draws from a wealth of influences like psych, folk, rock, third stream and assorted 
streams too difficult to describe. The word "progressive" gets tossed around too often 
nowadays but is doesn't begin to describe how much of an infinite umbrella it covers. This 
music is completely progressive on its own terms and filled with a variety of complex ideas and 
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strategies. If you haven't heard Ms. Halvorson's new disc ('Bending Bridges'), I urge you to et it 
and give it a number of listens before you decide who is the next new voice on guitar. 

Day Two began at 1pm with the Maikotron Unit from Quebec whose personnel included Michel 
Cote on bass clarinet, saxes & homemade reed things, Pierre Cote on contrabass & cello and 
Michel Lambert on drums & Maikotron (other homemade brass & reed oddities) plus their 
guest Stephen Haynes on trumpet, cornet & bugle. Although I had heard of this ensemble 
before, I had no clue they had so many discs out (nine?) on their own label. I know of Michel 
Cote from numerous discs on Ambiances Magnetiques, as well as his brother Pierre from his 
work with Francois Carrier. Michel Lambert has also worked with Francois Carrier as well as 
with Raoul Bjorkenheim, Paul Bley and Bob Moses. The set-up for this quartet was visually 
striking as each member played an assortment of odd instruments. There were a few mutant-
looking hand-made reed & brass instruments that looked like they were from another planet. 
Most of the solos of the hybrid instruments were bizarre sounding and hard to describe. Much 
of this set was pretty restrained with each piece started by a different musician. The hybrid 
horns included two contrabass clarinet-like instruments with odd mutes that were on a hinge 
and a string to pull to open & close. There was also an over-sized tuba-like instrument which 
was too big to hold played by the drummer. It took some patience to listen to the slow moving, 
often quieter side of their explorations. It was good idea to have this quartet start off day 2 
although it took some getting use to the more subtle side of their explorations. I felt that 
Stephen Haynes (a longtime Bill Dixon collaborator) was a perfect match for the rest of the 
quartet. Like moving cautiously in slow motion. 

A Spanish Donkey is a medieval torture device as well as a power trio featuring Joe Morris on 
guitar, Jamie Saft on electric piano, organ & synth and Mike Pride on drums. Anyone who has 
heard their CD on Northern Spy realizes that Spanish Donkey are not a jazz trio but an intense 
rock/jazz/noise power trio. What is interesting is that in this trio out/jazz guitar great Joe Morris 
plays a Les Paul and whips out streams of dark notes and intense lines. Spanish Donkey is not 
about soloing but creating a disturbing group sound that is tight, turbulent and often riveting. 
On the first long piece, Mr. Morris unleashed layers of lines almost nonstop that were 
occasionally drowned out by the pounding drums and/or swirling electric keyboards. One of the 
problems of this set as well as a few other sets was the unnecessary use of a smoke machine 
which created a big rock spectacle ambience and caused some unfortunate coughing from a 
few audience members. I dug the overall vibe of this set although parts were a bit bombastic 
and reminded me of seeing Deep Purple play in the early seventies when I was still a fan of 
their heavy psuedo-prog sound. 

The following set again featured a slightly larger John Zorn ensemble and was called, "The 
Concealed". This was a new sextet which featured Mark Feldman on violin, Erik Friedlander on 
cello, John Medeski on piano, Trevor Dunn on bass, Kenny Wollesen on vibes and Joey Baron 
on drums, with Mr. Zorn directing. For this set Zorn had artist David Chaim Smith choose 
artwork and text from ancient Jewish scrolls and had them projected on the screen above the 
sextet. The music was very similar to Zorn's Masada Book of Angels Two. For this set, Mr. 
Zorn selected an incredible ensemble of some of his favorite collaborators which had never 
played in this exact formation before. The projected text of philosophical Jewish texts often left 
us with food for thought. Some of the pieces features subgroups like the Masada String Trio 
(with Trevor Dunn subbing for Greg Cohen) or just a quartet or trio with Medeski, and/or 
Wollesen, Dunn and Baron. The music was some of the most lovely, creative and astonishing 
that we've heard from Mr. Zorn. Anyone who has heard Masada String Trio live, knows that 
they are always incredible and this version was as good as it gets. I've never heard the 
immensely talented and diverse Trevor Dunn play any better than he did here and his bass 
solo as absolutely flabberghasting! Every member of the sextet or trio/quartet got a chance to 
shine and showed how Mr. Zorn has surrounded himself with a consistently excellent cast of 
players. Outside of the monthly improv benefits at The Stone, Zorn nowadays rarely plays 
elsewhere in New York. So checking a chance to hear Zorn's finest collaborators play this new 
music was indeed a treat for all in attendance. No one will forget this set anytime soon. 

From a different perspective, the next set also faetured three strings but was completely 
different. The last set of Day 2 featured a quartet led by Jean Rene on viola with Joshua Zubot 
on violin, Nicolas Caloia on acoustic bass and Pierre Tanguay on drums. The sound of this 
ensemble was like a twisted string quartet with the drums as an equal part. Whereas Zorn's 
string players were articulate and tight, this quartet had a looser earthiness, which was wild 
and chaotic at times. The quartet blended partially written material with frenzied sections and 
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sparse moments as well. Mr. Rene's writing seemed to draw from folk/rock as well as the odd 
classical influence. Sometimes all three strings buzzed together intensely while longtime AM 
drummer Pierre Tanguay balanced both rhythmic and subtle melodic counterpoint. What was 
surprising about this set was that you never knew what direction was coming next. Both Josh 
Zubot on violin and Jean Rene on viola took a number of inspired solos while the group 
interplay that was filled with many odd twists and turns. This was music that will take some 
time to get used to so it is probably a good idea to get Mr. Rene's disc on AM and dig in 
deeper. 

The third day started with the Miles Perkin Quartet which included Benoit Delbeq on piano, 
Tom Arthurs on trumpet & flugelhorn, Mr. Perkin on contrabass & compositions and Thom 
Gossage on drums. The only musician that I was familiar with was Mr. Delbeq who has worked 
with Francois Houle and has several discs out on the Songlines label. Considering that this 
was the first set of the day, it was pretty restrained and took some time to calm down into the 
more subtle state. The music was very chamber-like, with celeste-like piano, strong, thoughtful 
bowed bass and sparse percussion. Brassman Thom Gossage took a handful of superb, 
austere Kenny Wheeler-like solos that were the highlights of the set. For one piece, the 
drummer played hushed bowed cymbals while Mr. Delbeq tapped inside the piano gracefully 
and Miles plucked his bass strings with a pencil-like rod placed between the strings. At times it 
sounded like Delbeq had a small jewelry box chiming inside the piano while the other members 
of the quartet added soft nuances or shades to the well-crafted music as it unfolded. A few 
folks told me that this was their favorite set at the festival. It certainly was sublime. 

Ensemble SuperMusique is/are an Ambiances Magnetiques all-star ensemble with ten 
members for this set, which featured longtime AM players like Jean Derome, Joan Hetu, 
Michael Cote, Danielle Roger and Martin Tetreault plus some young musicians like Alexandre 
St-Onge (el. bass) and Guido De Fabro (violin). The musicians sat in a semi-circle so that they 
could see each other and the music seemed as if it were directed by certain improv guidelines. 
The instrumentation included two reeds (Derome & Hetu, also on voice, two percussionists 
(Roger & Cote), cello, violin, electric keyboards or synth and turntables. Considering that there 
were ten musicians on stage, the music was often sparse yet focused. Much of the set 
reminded me of John Zorn's early game pieces (which are also directed improv without 
someone directing up front), although the overall vibe was slower and more cautious. Ms. Hetu 
did some odd vocal sounds which always fit well within the framework on the piece. Since 
nothing was explained, there were a series of incidents that took place which we had to 
interpret for ourselves. Each musician took a turn sitting in the middle of the stage and drawing 
or putting info into a laptop which directed the next part of the piece. I especially like the way 
each percussionists added something distinctly different to the direction of the set. There was 
also a fine sax duo with two founding members of the AM label, Joan Hetu and Jean Derome, 
which was both charming and quirky. I spoke with a few audience members who were 
confused as to what was going on on-stage so it did take some effort to figure out how things 
worked. Fractured fairy tales, indeed. 

Considering that I've been attending the Victo Fest for the past 25 years and I went out with 
woman from Victoriaville for seven years, I really should have learned more French by now. 
Sadly, this is not the case. Since practically all of the stage announcements were in French, I 
was at a loss at times to understand certain remarks made by Michel Levasseur as well as the 
occasional lyrics that were in French. Most of the time it didn't matter, since there was a 
minimum of singing at this fest. The next set was one that I felt on the outside of due to the 
language barrier. It featured a trio with Lucien Francoeur (vocals), Vromb (synth) and Michel 
Meunier (guitar). Mr. Francoeur was/is a famous lead singer for the Quebecois rock band 
Aut'chose. While Vromb (a/k/a Hugo Girard) played Tangerine Dream-like synth sounds, Mr. 
Meunier (who I know from his long-term employ at L'Oblique Records in Montreal) played a 
variety of rock or noise electric guitar leads. Francoeur did a fine job of spoken word rants that 
fit well with the spacey sounds of the synth and guitar. Unfortunately for me, 95% of his words 
were in French so I knew not what he has ranting about other than a couple of English words 
(like "Woman is the Nigger of the World" by John Lennon). I felt the voice and music worked 
together very well but my universal translator was off-line. Parts of the set reminded me of 
Suicide but not as dark as they can get. 

After another fine dinner at Mykonos, we made our way to the Cinema to catch Blixt, an 
amazing power trio featuring Raoul Bjorkenheim on guitar, Bill Laswell on bass and Morgen 
Agren on drums. Their CD on Cuneiform is incredible and this was one of the most anticipated 
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sets of the year. Blixt had only played twice before and both times in NYC. There were rumors 
that Mr. Laswell wasn't going to appear but I didn't want to mention this to anyone since no one 
knew if he was going to show or not. Everyone in attendance thought that Laswell was going to 
be there before the set began. Mr. Levasseur gave a long stage announcement in French 
which confused the situation even more to the many English-speaking members of the 
audience. At the end of his talk, Michel said that there would be a surprise solo set from Henry 
Grimes to start off this particular concert. Hmmmmm. So Henry Grimes came out and played a 
borrowed acoustic bass and violin. His set was about thirty minutes and it was splendid. Mr. 
Grimes is a fine bassist and violinist and hadn't played at Victo very often so it was great to 
hear him although many in the audience were confused by the turn of events. 

Many folks wondered why Mr. Laswell had decided not to play, especially after initially 
agreeing to do so. Word is that Mr. Laswell felt dissed by the placement Blixt in the bottom half 
of a list that appeared in the Wire magazine. At a press conference the next day, Mr. 
Levasseur dispelled rumors that Laswell missed the gig due to health problems, which had 
occurred just a couple of years back in NY. So, the duo of Raoul Bjorkenheim and Morgan 
Agren hit the stage and still kicked some butt! They had rehearsed as a duo and did more than 
just improvise. Their playing was extremely tight, focused and powerful. Morgan has a 
massive, double-bass drums set which he used to its full advantage. I hadn't seen or heard a 
drummer that played in the later-fusion style since the grand old days of Mahavishnu 
Orchestra or the Mothers circa the early seventies. Raoul seemed like a mischievous child as 
he stalked the stage setting up lines and grooves and taking a number of explosive guitar 
solos. Raoul occasionally dips into his Hendrix bag and pulls out some sounds or lines that 
evoke the great spirit of Jimi at his best. The set turned out to be pretty intense and spirited 
nonetheless. Earlier in the week, Blixt with Laswell did play at The Stone which I missed while 
attending this fest. Oh well, you can't be in two places at once. 

The previous day, I attended a press conference by Wadada Leo Smith. Wadada had a new 4 
CD set just released on Cuneiform called 'Ten Freedom Summers'. According to Leo, he had a 
vision when he was 12 and decided that he wanted to do something about racial inequality in 
the US. Hence, he has been writing and saving pieces with themes about this for more than 
thirty years. This box-set is the culmination of the his work and it is four & a half hours long 
with a double ensemble, his regular Golden Quintet plus a chamber ensemble. When asked 
how he dealt with all of the pain and suffering that black people have had to deal with for many 
years, while composing this work, Wadada left us with this: when all of the kings and empires 
have turned to dust, the one thing that survives is Art, so strive to be an artist. 

The Golden Quintet here featured Wadada Leo Smith on trumpet, composition & direction, 
Anthony Davis on piano, John Lindberg on contrabass and Susie Ibarra and Pheeroan AkLaff 
on drums. There were also images taken from the history of racial strife projected on the big 
screen above the musicians. The Golden Quartet has evolved over the past decade with 
assorted personnel changes. The current version works as a solid well-seasoned force. 
Considering that Wadada is 70, with dozens of excellent records under his belt, his playing 
remains consistently creative, spirited and singular. He does sound like Miles Davis at times 
but still has his own distinctive voice. His playing is often at the center of this music, like an 
ancient voice that has lived many lives and has many stories to tell. All five members of the 
quintet got their chance to stretch out and solo at length and each member was extraordinary 
in his or her own way. Once of my friends asked me why Wadada needed two drummers. 
Simple, both have completely different approaches and both sound great together and apart. 
Each one took a solo which showed how well they evoke separate visions. The projections 
were often more subtle with images of Martin Luther King, Malcom X and the civil rights 
marches of the sixties. Some images were more abstract and only hinted at a meaning so that 
we were able to interpret them in our own way. Without any lyrics or vocals, it was the music 
alone that swept us away. This set reminded me of the way a perfect jazz set is a matter of 
balance, timing and well-integrated personalities. I look forward to concentrating on all four 
discs of the box-set since there is so much great music there to absorb and consider. When 
the set was finished, Wadada left us with this: our planet has been taken over by dark forces, it 
is time to reclaim the planet and bring some positive energy to everyone. 

The final set that night was by a mysterious fellow named Copernicus. It was a complete solo 
performance with some pre-recorded music by Pierce Turner. The last time I caught 
Copernicus was more than twenty-five years ago at the Cat Club in NYC and no one seemed 
to know where he has been since. The mostly progressive Moonjune label reissued five of his 
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previous CDs and a DVD over the past few years. Copernicus sat in chair center stage or 
walked around with a wraparound mic attached. He spoke defiantly in proclamations much like 
one would expect from a prophet or a crazy person. He often spoke in terms that only a 
language expert or scientist (biophysics?) could understand. Many of were not sure how to 
respond to his ridiculous rants. Is this some sort of joke? Or are we the "blind zombies of 
ignorance" that Copernicus mentioned several times throughout his set? I found the set to be 
entertaining although I wasn't sure how to respond to his often confounding words. 

Sunday, May 20th was the final day of the fest and it began at the Cinema with Esmerine from 
Quebec. This was a unique quartet with cello, 2 large marimbas, piano and trombone or small 
guitar with some compelling projected images. Cellist Rebecca Foon was often the main 
soloist and shined in that role. The music had an organic folk/rock sort of charm and reminded 
me of the Penguin Cafe Orchestra at times. I dug the way both large marimbas were used, 
sometimes being bowed and sometimes playing interlocked grooves. Ms. Clea Minaker 
worked on the side of the stage producing her images so we could see how she did this. The 
earthy pastels, leaves and small branches always fit with the music that was played. I found 
the entire set immensely charming on different levels. Time to get their CD and listen closer. 

Matana Roberts is a restless, world-traveling saxist and composer who has been based in NY 
for the past decade. Matana performs solo, has a Chicago trio, a quartet in London, as well as 
this tentet from the Montreal area. Matana is driven by forces inside and outside and has been 
working on a project called Coin Coin which has evolved through various stages. From solo 
sets to her ten-piece, Coin Coin, continues to evolve. This tentet has a great disc out on 
Constellation from 2011 although the concert showed how this piece is still developing. 
Besides Matana on alto sax & vocals, the other instruments included tenor & bari saxes, 
trumpet, guitar, piano, violin, bowed saw and vocals and/or narration by Ms. Gitanjali Jain. 
There were also projected images of Matana's ancestors which seemed to fit with the music 
perfectly. Both vocalists (Matana & Gitan) were on either end of a semicircle and had separate 
yet connected dialogue going on often simultaneously. At one point both women were 
screaming together with some disturbing images flickering on the screen above. Each section 
of the piece featured one or two musicians soloing while the rest of the ensemble provided a 
connected cushion underneath. There were a number of inspired solos which emerged like 
some effective noise guitar from Ms. Xarah Dion and an outstanding violin solo from Josh 
Zubot. What made this piece so special was the way Matana put together a tight tapestry of 
songs, some gospel-like, some bluesy, an earthy acappella section which evoked an auction 
block selling of slaves. Matana stirred a great deal of emotions in all who attended this set. I 
felt both ashamed of the bloody history of slavery in the US and proud of the way we are able 
to look closely at what has happened and rise above, breaking free of the chains that have 
bound us for too long. For many folks who attended this fest, myself included, this was the best 
set of Victo 2012. 

It was difficult to leave behind all of the feelings and emotions that Matana Roberts Tentet 
evoked in us, so checking out the next set,I was at a disadvantage. The set featured the duo of 
Sylvain Pohu and Pierre Alexandre Tremblay. Both men played electric guitars with 
manipulations and/or electronic sounds as well. Pieces would start with soft static and build 
from there. At times, the guitars had some Fripp-like tones yet were slowly be mutated in 
different ways. There were sections of this set which I felt were pretty strong although I was 
somewhat distracted by things that were on my mind and hard to forget. 

The next set was another Quebecois quartet with discs on the Constellation label called Thee 
Silver Mt. Zion Memorial Orchestra. The instrumentation included guitar, two violins, electric or 
acoustic bass and drums. Their music was closer to some seventies rock some folk-like 
influences. In some ways, I was reminded of Neil Young & Crazy Horse, especially the way 
both violins buzzed hypnotic waves in unison. The lead singer and guitarist, Efrem Menuck, 
had an odd nasal effected voice and often stuck his tongue out while singing. Strange?! I had 
mixed feelings about this set, although I did enjoy it in a way that I can't explain. Perhaps I 
need to listen to one of their discs a few times to see if it does get better with time. 

The final set of Victo 2012 was the all-star AACM trio of Muhal Richard Abrams on piano, 
Roscoe Mitchell on soprano & sopranino saxes & wooden flute and George Lewis on 
trombone and laptop. Both Mr. Abrams and Mr. Mitchell are senior members of the AACM 
(founded by Abrams in the mid-1960's) while George Lewis (currently a professor at Columbia 
University) wrote a thick book on the AACM just a couple of years ago. All three of these men 
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are master musicians and composers with Mr. Mitchell also being a founding member of the 
Art Ensemble of Chicago. It seemed obvious to me that even when improvising, these three 
think in terms of composition, hence everything seems to be connected. Mr. Abrams was in 
especially fine form as he played layers of lines, waves upon waves at the piano, thematically 
developing ideas as he played. Starting slowly and softly, Roscoe cut loose with swirling notes 
from his soprano or sopranino sax, occasionally playing his wooden flute to a haunting effect. 
George Lewis is an amazing trombonist who was able to cut loose more than usual and played 
a number spirited solos. Mr. Lewis used his laptop to sample Muhal's piano or Roscoe's saxes, 
slowly manipulating one or the other or both at times. This was improvised music at its highest 
level and the entire set was outstanding throughout. It many ways, it was a perfect way to bring 
this festival to a grand close. 

The Victoriaville Festival has a way of providing hope to those of us who need challenging 
music to help get through these difficult times. It is like a large family reunion of folks who 
share a certain exploratory spirit. I noticed that everyone I spoke with felt like a part of a 
connected spirit, happy to be sharing this spirit of adeventure with their fellow travelers, no 
matter where they are from, whether they agree with your opinion of a particular set or not. 
Once again, I want to say thanks to Michel Levasseur and his dedicated staff for all of the hard 
work they put into making this festival so successful. Even when speaking mostly French from 
the stage, Michel still embodies a more positive view that permeates the entire fest. We need 
FIMAV to continue so that we have something to look forward to every year, meeting with our 
international family again and again. 

- Bruce Lee Gallanter, Downtown Music Gallery - 5/30/12 



http://www.pointofdeparture.org/PoD39/PoD39Ezz-thetics.html 1 
 

 

 

Ezz-thetics 

a column by Stuart Broomer 
Issue 39 - May 2012 

 
 

 

 

 
 

 

 
 

 

 
 

 

 

 
 

 

 
 

 

 

 
 

 

 
 

 

 
 

 

 

 
 

 

Wadada Leo Smith Golden Quintet ©2012 Martin Morissette 

If one had to answer quickly what work will matter most this year in American music (as if 

matters of mattering arose with some regularity), Wadada Leo Smith’s Ten Freedom Summers 
would trip readily to the tongue. The four and a half-hour collection of pieces inspired by the 
African-American Civil Rights Movement does more than music is usually asked to do, 

responding to and representing great currents in history. It does so not by merely lapsing into 
the programmatic but by forging new connections. There is much music that commemorates 
and much that is spontaneous. What may be most significant about Ten Freedom Summers is 
not that it is both commemorative and spontaneous, but that it manages to be both – 
sometimes separately, sometimes simultaneously – with an absolute urgency. 

Ten Freedom Summers is a collection of 19 pieces. Although there are pieces that stretch back 
to the pre-Civil War case of Dred Scott and forward to memorialize September 11, 2001, the 
work is concentrated on a ten year period, from Brown versus Board of Education in 1954 to 
the passage of the Civil Rights Act in 1964. Many of the figures represented suggest a 

martyrology, from the youth Emmett Till tortured and murdered to the assassinated leaders of 
the movement, Medgar Evers, Martin Luther King, Malcolm X and John F. Kennedy. There are 

also pieces paying tribute to breakthrough events and abstractions, from “The Freedom Riders’ 
Ride” to “Democracy.” 

The complete work for Smith’s Golden Quartet/Quintet (with pianist Anthony Davis and bassist 
John Lindberg; the quintet has both Pheroan AkLaff and Susie Ibarra on drums; the quartet 
has one or the other) and the nine-member Southwest Chamber Music directed by Jeff von 
der Schmidt premiered in October 2011 in Los Angeles. On May 19, Smith debuted a portable 

version of the work at the Festival International Musique Actuelle Victoriaville (FIMAV), and on 
May 22, Cuneiform released the four-CD set of the complete work recorded last November, 
shortly after the Los Angeles premier. 

Although Smith insists it’s a collection of individual pieces (the work began in 1977 with a 
commission from Leroy Jenkins dedicated to Medgar Evers), it is unified by its intensity, by the 
continuity of Smith’s compositional methods, and by the particular stylistic language 
developed both within Smith’s own band and in his decade of working with Southwest 
Chamber Music. 

As Smith talks at the FIMAV press conference, you get a sense of the way he sees history as 
itself akin to a process of composition. He mentions the speech by John F. Kennedy in which 
the president deviated from plan to address the issue of civil rights. Within minutes of the 
speech ending, Medgar Evers was shot in his home. Smith mentions, too, Martin Luther King’s 
great verbal improvisation on history the day before his assassination in Memphis. 
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In a sense, the power of Ten Freedom Summers comes from this perception of history as itself 
a mode of consciousness, not simply something imposed on events but events organizing 

themselves for maximum meaning and dramatic impact. Smith’s compositional intent is to 
represent a critical psychological moment. At FIMAV he repeatedly emphasized his 

compositional interest in representing the psychological moment for one of his figures, and 
that, too, may be a key to the way in which this work develops meaning. Each piece of Ten 
Freedom Summers is a becoming with a moment of history, a sense not of reconstruction but 
of Smith’s empathy and exchange of meaning and his acute sense of specific moments, each 
of which becomes saturated with history’s meaning, and the moment in which that instant 
might be recovered, reconstructed, known. 

Ten Freedom Summers is also a testament to the history of Smith’s own formative years in 
the midst of the struggle for African-American civil rights, the world from his early teens to his 
early twenties. Smith recently turned 70, and the figures to whom he pays tribute are the 

living, breathing heroes and martyrs of his youth. Smith was born within a few months of 
Emmett Till, in Mississippi, the state where Emmett Till would be tortured and murdered at 14, 
and Smith would eventually live in the city, Chicago, where Till had grown up. 

Ten Freedom Summers uses the languages of jazz, free improvisation, formal notation, and 

Smith’s own method of rhythmic organization, combining all of these discourses in a great 
commemoration of the heroes and events of the era. More than a monument, it’s a revisioning 
of the internal dynamic of the civil rights movement and its relationship to music. 

Ten Freedom Summers: The Recording 

The complete Ten Freedom Summers, as represented by the Cuneiform recording (Rune 
350/351/352/353) is genuinely epic. The 19 pieces are played by Smith’s Quartet or Quintet 
or by Southwest Chamber Music or by Southwest Chamber Music and the Quartet (with Susie 
Ibarra). While Smith represents the pieces as individual works – rather than the 
interconnected parts of a suite – the works are tied together by far more than their subject 

matter, methodology and gravity. Of the 19 pieces, the chamber orchestra appears on seven, 
three alone and with the quartet on three and with Smith as soloist on one. That might 
suggest a secondary role for the orchestra, but that’s not the case. Their pieces are generally 
the longest and they’re present for over two hours of the CDs. 

It might be convenient to describe the music of the quartet/quintet as tumultuous and 
celebratory, the through-composed music of the chamber ensemble as pensive, reflective and 

ceremonial. If at times such distinctions are possible, they ultimately break down in all the 
overlapping methodologies and moods of the different ensembles. The opening quartet pieces 
use tremolos from John Lindberg and Anthony Davis that pre-figure the sustained tremolos 

that will arise in the chamber ensemble several pieces later. The tension curves that mark the 
quintet’s music are just as strong in the orchestra writing. The great ceremonial drumming of 
AkLaff and Ibarra – drum rolls and cymbal crashes and thunderous melody – has its double in 
the martial tympani line of “John F. Kennedy’s New Frontier and the Space Age, 1960.” The 
grandeur of Smith’s trumpet line on “Rosa Parks and the Montgomery Bus Boycott, 381 days” 
is recalled in the orchestra’s “Black Church,” the strings there creating a beautifully dissonant 
transformation of blues, the tremolos here a subtle mutation of blues techniques extended to 
string ensemble writing. 

The chamber group is never window-dressing for the quartet, but together or alone, it’s an 

essential part of Smith’s music. More than even a timbral extension, it’s a kind of double, an 
almost internal voice brought to musical life. Immersing oneself in the recording, some of the 
traditional expectations drop away. The orchestra writing sounds as “natural” – as intimate, as 
vernacular, as the group dialogues. While it is more architectural in its momentary 

presentation of itself, more given to decisive shifts in viewpoint, it is perhaps less dramatically 
structured, less given to the fanfares and blasts that are the specific language of Smith the 
trumpeter. 

While it may be absurd to discuss the degree to which a music is “social,” Smith’s quartet 
performances here and the chamber writing represent different methodologies and 

relationships that come together to make Ten Freedom Summers the extraordinary creation 
that it is. 

The notion of social dialogue keeps arising as a structural possibility of this music. On one 
hand, the chamber music operates as a social extension of the improvising jazz group. At 
times representing a relatively fixed set of relationships, the chamber ensemble also mirrors 
and extends and becomes a kind of social order. 

Conversely, it also seems to express an inner condition, an elaborated and personal statement 
that first asserts a completed order that is then broken down, explored and reassembled in the 
social process of the group, ritualizing social relations at the same time that they are tested. 

There is something about the physical in the act of improvisation (something of the body in 
the near-funk of the bass ostinato in “Thurgood Marshall”) that is evident in the materials for 

the chamber ensemble, that are at times purely cerebral reflection, as in the unison of “John 
F. Kennedy.” 
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While the chamber orchestra pieces often use solo voices, they are usually in Smith’s voice, 
almost testament to the persistence of the self in the midst of these social engagements 

(reflective, perhaps, of the persistence of personality celebrated in a work that necessarily 
frequently commemorates victims of violence). 

Live at FIMAV 

For the Golden Quintet performance at Victoriaville, Smith played a selection of seven pieces, 
choosing representative pieces from each of the work’s three collections: Defining Moments in 
America, What Is Democracy? and Freedom Summers. The quintet was accompanied by 

streaming computer video by Jesse Gilbert, who combined a live feed of the band’s 
performance with washes of moving abstract patterns and a still-photo montage of portraits of 
subjects and news images of events. The presence of images of Till, King and Malcolm insisted 
on the gravity and also the immediacy of the work, and the group’s commemorative silences 
at both the concert’s outset and between segments heightened the cumulative impact of the 
visuals and the music. 

The performance maintained the original shape, beginning with “Dred Scott, 1857.” Without 
the presence of the chamber orchestra, one became more aware of the intensely orchestral 

make-up of the Golden Quintet, of its adeptness at collective dialogue and its skill in 

enhancing Smith’s power as a trumpeter. In Ten Freedom Summers, he has achieved the 
oracular. 

On “Dred Scott,” he moved from brash brass blasts of alarm amid the sudden rising drama to 
anthemic pose and on to sudden braying derision. On “Malik Al Shabbaz” his Harmon-muted 
trumpet created a mood of somber reverie amid Ibarra’s cymbal washes and Lindberg’s grave 
bowed bass. “Emmett Till” was an immoveable block of melody. 

The music was never simply oratorical, for every moment had a substructure of rhythmic 
detail as organizing and sustaining principle, the patterns of AkLaff and Ibarra animating the 
music’s breadth: Lindberg sounded like a string orchestra unto himself while Anthony Davis 
contributed an harmonic palette of Ellingtonian richness. On “Martin Luther King,” the group 
achieved the expansive religious vision – the liturgical mass (pun accepted) – of late Coltrane. 

The Movement and Music’s Motion 

Once one looks at the history of jazz and the movement for African-American civil rights, it’s 
hard to ever separate them. As I first listened to the Cuneiform set, I reflected on how the 
great era of modern jazz invention runs simultaneously with the time stream of the 
movement. Whether it’s Dizzy Gillespie adding the chant “Never Go Back to Georgia” to 

“Manteca,” Horace Silver and Bobby Timmons explicitly integrating elements of blues and 
Gospel with the harmonic mobility of modern jazz, or the rise of the jazz march (a pattern 
running through compositions by Benny Golson, Wayne Shorter and Anthony Braxton), the 
connection between modern jazz and the march to freedom is explicit. (Later in conversation, 
Smith places the association much further back, pointing to the Niagara Conference of 1905 
[convened by W.E.B. Du Bois, it led directly to the formation of the NAACP] and the near-

simultaneous first appearances of the walking bass and the stride left-hand in the music of 
Scott Joplin – it’s the direct connection between the movement and the modes of mobility in 
the music.) 

There is, of course, far more: there is, one might almost want to say, everything else. From 
the concert-hall clothing and musical decorum of the Modern Jazz Quartet (the rubato of 
“Django” and the appropriation of the measured dance-steps of Bach) and the cultural 
integration and ambition of third stream music to the explicit protests of Charles Mingus and 

Max Roach (from the launching of the independently-owned Debut to music like Mingus’s 
Haitian Fight Song [It’s that excision in the original Haitian flag – that removal of the white 

stripe from the French tricouleur that’s celebrated on Haitian flag day], “Original Faubus 
Fables” [and all the politicians who could not be named on a Columbia record, the fear 
perhaps that it might cut into the sales of modern jazz records to white supremacists] and The 
Black Saint and the Sinner Lady with its “Group and Solo Dance: Love, Pain and Passioned 
Revolt, then Farewell, my Beloved, Til It’s Freedom Day” and Roach’s We Insist! Freedom Now 
and Speak, Brother, Speak). It is the backdrop of the Civil Rights Movement that gives special 
significance to impulses as diverse as Cannonball Adderley’s explanation of “Dis Here” to a San 
Francisco bar audience and the exalted sorrow of Coltrane’s “Alabama.” 

One might even go so far as to tie the creative impulse in jazz to the civil-rights movement. At 

one stage John Coltrane and Eric Dolphy were famously pilloried by a Caucasian jazz critic as 
“anti-jazz,” one of the last unequivocal statements of proprietorship over the music. It might 
have been more just and rational to accuse Coltrane and Dolphy of “anti-minstrelsy.” 

There are, of course, sub-themes in there, and that the notion of freedom in jazz became a 

kind of internalized aesthetic debate throughout the years of the movement is germane. One 
might look as well at the status of Black church music in jazz from the mid-fifties to the late-
sixties, just as it had moved into Rhythm and Blues in the mid-50s in the music of figures as 
popular (and as initially controversial) as Ray Charles and James Brown. The role of the 
church in the civil-rights movement is paralleled in music from Silver’s “The Preacher” to 
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Albert Ayler’s recording of “Down by the Riverside.” In many ways the central historical 
current in jazz seemed to have run its course by the end of the sixties, perhaps in Ayler’s 
fusion of opposites in the meeting of gospel and anarchy. 

It may be that Wadada Leo Smith is simply commemorating the central historical movement 
of his life, but he has also done something else: he has restored modern jazz (by whatever 
name one might wish to call it) – for one singular piece – to its central narrative. Listening to 

Ten Freedom Summers, one can ask what jazz is about and receive an unequivocal answer. 
Ten Freedom Summers does not simply arise in a very specific context: it provides a context 
for so much that goes before it. It does not return to third stream music but makes explicit 
that third stream music has been a dominant creative ideal for the past sixty years – universal 
accessibility to musical language. 

From the FIMAV press conference, May 19, 2012 

Stuart Broomer: I wonder if there are specific ways that you choose your compositional 
materials for each of the different personalities that you represent? 

Wadada Leo Smith: Yes, essentially, I’ve broken the music down into what I call the basic 

essentials. If you look at one of my scores, you very rarely will find a lot of kind of 
configurations that are that precise, that say, go like BAH BA BA BAH BA BA BAH DA, you 
won’t find that. But let’s say, bah ba da ba ba bah da ba ba da, but you will find eight notes 
there. And those eight notes may have a bracket over, and they will all be not stemmed and 

not configured, but just simply notes there, and it may have a bracket over that says eight 
and one. And so that means that, I’ve written it so that it’s basically broken down to long 
notes and short notes with spaces. So, if I give it to Pheeroan and I give it to John Lindberg, 
and I give it to Jesse Gilbert, and I give it to Susie, and give it to Anthony Davis, that’s five or 
six people that’ve got that same eight notes – black notes, so they’re short – and they can 
make it any kind of way that they feel like it can be made. 

There is of course the possibility that it can hang over too long, on one side or the other, but 
the medium of rehearsal is a zone in which everything is made. So we feel that, that little 
moment, each of us in our own way, and we come up with a consensus as to how it should be 

played as a group of people. Okay, without saying “how do you think it should be played?” or 
“how do you think it should be?” or “how do you?” No, because through the activity of playing 
it we feel like we get a consensus on how it should be played, okay. So rather than design 
something that is going to specifically touch say the mercury character of one of the players, I 
fix it so that their mercury can be introduced into the piece. 

With this music here, because I had the classical players that were also involved, I did use a 
lot of configurations, but still it’s written in the exact same way it would be written for the 
quintet. And also, when there’s no absolute reality that you have to metrically end up at the 
same point, or start at the same point, it allows everybody to construct their music based off 

of how they personally feel about it. So that’s the key for me: that I’ll allow that opportunity 
for the person to put their input in, as to how that figure should be played or that piece should 
be played, but within the context of success or failure as to how the group consensus works. 

SB: I’m interested in the process in which you give that much freedom to the chamber 
players... 

WLS: We rehearsed from morning to night and the chamber ensemble has been playing my 
music for ten years. They started out with my string quartets (I have nine of them now), and 
then they started playing different kinds of pieces, pieces for flute, pieces for guitar and flute, 
guitar and string quartet, and just last year, 2011, they presented a complete program of all 

of my music which consisted of five compositions with various combinations, with as many as 
twelve players within their comfort zone since they had played it before.  

SB: It seems you’re dealing with roughly a sixty-year old historical issue of third stream 
music, where you’re still dealing with those two languages of music and you’re finding new 
ways to put those together. 

WLS: Well just like I was talking about those eight notes they have the same kind of eight 
notes and can also put their personality in it. The only time they have to be more connected is 

in “JFK.” When I do “JFK,” all of the string music that’s played together as a string unit, is all 
in unison, and all the other music is different. But the string players, because of the way that 
it’s notated, it is not notated with a pause or anything like that, they have to figure out how it 
sounds, and through rehearsal they again come closer to it, and usually I’m there to rehearse 
to safeguard the journey a little bit. 

But I might say this, in “LBJ,” Shalini Vijayan, the violinist, that woman improvises. And it’s 
impressive, and it’s as good as anybody that plays the violin. And Peter Jacobson, the cellist 

coming after John Lindberg on “Emmett Till,” he plays a hell of a solo, but his solo is 
completely written. 
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Shalini’s solo is built structurally like mine. I take the thesis that Jelly Roll Morton laid out. 
You’d never allow the artist to just have an open space to solo in, without putting some 

impediments in there, that they have to go towards and that they have to go from. So in the 
midst of my score for the improviser, it may have...[doodles musical figure]... in the middle of 

it. Jelly Roll Morton would never allow soloists to solo without putting a few notes somewhere 
in there that they had to deal with. Therefore when they approach that music, every time they 
play it, they have to figure out how to negotiate those notes. And that’s exactly what I do. So 
my solo, and Shalini’s solo, these are constructed like that. So that it gives that angle that you 
have to solve these problems of how to get there and how to release it, and keep moving, but 
she improvises so beautifully. You know, and she’s played all of my music and she’s had to 
improvise in it. Most of the string quartets in the collection of nine have some structure like 

that, or some musical tower, which is another kind of construction I use that allows for some 
improvisation. So they had some skills in that, from dealing with me for the last ten years as a 
composer. 

SB: You managed to make the cello solo sound improvised too. 

WLS: Well what I did, I gave the cello exactly the same line that the trumpet plays in the open 
part of it; but I just put it in a different register and added a few notes to it. So the trumpet 

line sounds like its beautifully done, and the cello comes in, and he knocks it out pretty 
powerfully. That’s all through the music. For example, the tympani music is precisely written, 
but the construction of it has it so that it can be played slow or fast, the durations are in 
proportion to each other, they don’t have to all be played in the same way. So it gives a little 
bit of leeway, as to how you play the figure, or how you play that part. 

Stuart Broomer©2012 
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Le Festival International de Musique Actuelle de Victoriaville 

featuring Matana Roberts, John Zorn, Phil Minton 
Victoriaville QC May 17-20 

By Philip Ehrensaft- No self-respecting crystal 

ball would predict that Victoriaville, a small 

industrial city located 160 kilometres northeast 

of Montreal, would host North America's 

premier international festival of pushing-the-

envelope improvised music. Festivalgoers hear 

the whole spectrum of improv music: avant-

jazz, experimental rock, Euro-improv, leaps of 

non-Western music into the 21st century, and 

other adventures that defy any ready label. 

 

Despite recalcitrant crystal balls, the 28th edition of the Festival International de Musique 

Actuelle de Victoriaville, affectionately dubbed Victo in musical circles, presented 19 concerts 

this year, with an expanded selection of sound installations placed in prominent public spaces. 

 

The Feral Choir project, led by the British voice arts pioneer Phil Minton, kicked off Victo 

2012, giving eloquent evidence that the out-there music championed by festival founder 

Michel Levasseur attracts regular folks who "everybody knows" will flee from such wildness. 

Minton's philosophy is that any unmusical sound made by the human voice can be turned into 

music: moans, laughter, coughing, rapid loud conversation -- anything. Minton trains, even 

prefers, people who do not have musical training. He worked four days with 30 Victoriaville 

residents from multiple walks of life, from 20-somethings, to retirees, to hipsters, to people 

who looked like a bank manager or town librarian on their days off. They were all visibly 

tickled pink to be working with Minton, and vice versa. 

 

So Victo 2012 took off with a clear message to the community at large: New Music -- it's 

accessible, it's fun, it's for you. 

 

Two gigs at the Cinema Laurier venue featured Joe Morris and Bill Laswell, respectively, 

leading lights of Downtown New York's avant-rock scene, except when projects lead them to 

be leading jazz lights as well. What guitarist/bassist Morris had in store for the audience was 

music from his latest album, named The Spanish Donkey after a sharp-edged torture bench 

used to mutilate prisoners' genitals during the Spanish Inquisition. Compared to the album's 

material, heavy metal is a lullaby. One nonstop day of this CD could break any political 

prisoner. It is also a daring tour de force. 

 

Thursday and Friday night concerts featured none other than John Zorn, performing not on 

his legendary sax but as a conductor of his "comprovisation" suite inspired by the William S. 

Burroughs novel Nova Express. He also offered up the premiere of "The Concealed," a series 

of combined musical/literary/visual inspirations from major mystical traditions. Saturday night, 

meanwhile, featured the seminal trumpet master Wadada Leo Smith and his all-star band 

playing selections from Ten Freedom Summers, a new four-CD set from Cuneiform. 

 

Coming as part of Victo's avant-rock evenings were Montreal's Thee Silver Mount Zion 

Memorial Orchestra, helping celebrate the 15th anniversary of the influential Montreal label 

Constellation Records. That celebration was bolstered by another Godspeed You! Black 

Emperor spinoff, Esmerine. 

 

However, the big musical discovery of Victo 2012 came during Constellation's mid-Sunday 

afternoon concert by New York jazz saxophonist/composer/singer/poet Matana Roberts. The 

fact that this hyper-talented Big Apple musician has decided to center much of her activity in 

Montreal is a statement about the strength of the music scene that young musicians have 

created there. 

 

Things were flowing nicely for Roberts, but nothing extraordinary -- until she delved into her 

song "Libation for Mr. Brown: Bid em in..." The crowd heard a sweet folkish melody underlying 

words that took a verse to sink in, as Roberts sang gaily about auctioning slaves, her 

ancestors. "Bid em' in" is a profoundly powerful musical condemnation of America's original sin 

of slavery. It propelled Roberts's large free jazz ensemble to take off like a rocket. The 

audience instantly rose to standing applause when her set sounded its last bar. Every festival 

hopes for a magic moment. This was it. 
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JOHN ZORN / THE CONCEALED  
ENTENDU AU FIMAV  

24 mai 2012  

par Matthieu Petit 

Photo : Martin Morissette 

Dans une entrevue 

récente, le 

neuroscientifique Jonah 

Lehrer légitimait la 

démarche d’artistes qui, à la recherche d’inspiration et d’idées 

nouvelles, explorent des avenues inattendues. Malgré ce 

processus, le plus difficile demeure d’éviter le piège des lieux 

communs. Et pour ce faire, il est parfois louable d’avoir recours à 

des canevas, voire des contraintes, afin de stimuler l’imagination. 

Ainsi, tel un poète qui fait appel au sonnet, John Zorn et les six 

musiciens de son projet The Concealed ont revisité les conventions 

des musiques juives vendredi dernier au Festival international de 

musique actuelle de Victoriaville. Les fans étaient nombreux et 

attentifs; il s’agissait d’une première mondiale. 

Dénudé de rage (à quelques exceptions près), le programme faisait 

écho aux projections conçues pour l’événement: des iconographies 

combinant la pureté mathématique au mysticisme religieux. Côté 

rigueur, Zorn donnait frénétiquement la mesure, assis en indien; 

arborant ses culottes d’armée, il remportait le titre du chef 

d’orchestre le plus baba cool de la planète. Côté alchimie, la fusion 

de musiciens des projets Nova Express et Masada String Trio a 

donné lieu à des interprétations amples, dont celle de John 

Medeski au piano. 

Davantage traditionnel que d’avant-garde (mais à des kilomètres 

des fameux lieux communs), The Concealed témoigne que Zorn 

délaisse parfois la démesure pour embrasser dignement ses 

racines. Une performance maîtrisée, mais sobre. 
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EN REVENANT DE VICTO... par : Mathieu Francoeur 
24 mai 2012 15:26  

Le week-end dernier avait lieu la 28ième édition du Festival International de 
Musique actuelle de Victoriaville (FIMAV). Cet événement unique au Québec 
poursuit sa mission de présenter des concerts et des performances d'artistes 
d'ici et de partout et ce, dans des conditions d'écoute exceptionnelles. 

La définition de «musique actuelle» est large et pointue à la fois: on peut parler 
aussi de musique nouvelle, musique de création ou expérimentale.  

Cette année, contrairement à certaines éditions précédentes, la majorité des 
prestations étaient rendues par des musiciens et musiciennes qui utilisent des 
instruments traditionnels qu'il jouent «live». En d'autres mots, les musiques 
électroniques ou programmées étaient minoritaires. Il y avait donc plusieurs 
concerts de musique jazz, rock, contemporaine ou folk-post-rock.  

J'ai eu la chance d'assister à 10 des 19 prestations qui se déroulaient dans trois 
salles différentes. 

J'ai particulièrement 
apprécié deux spectacles-
concept qui portaient sur un 
même thème général: «Ten 
Freedom Summers» de 
Wadada Leo Smith et 
«Gens de couleur libres» 
de Matana Roberts. Le 
premier célébrait la lutte 
des Afro-Américains pour la 
fin de la ségrégation raciale 
et le deuxième se penchait 
sur l'histoire douloureuse 

des mêmes Afro- Américains, particulièrement celle des femmes. Nous avons eu 
droit à des prestations dirigées hybrides impro-musique écrite livrées par des 
ensembles solides. Matana Roberts, qui faisait la narration et chantait, était 
accompagnée par une dizaine de musiciens et musiciennes de Montréal issus 
pour la plupart de l'étiquette Constellation. Le septuagénaire Smith était 
accompagné par son Golden Quintet, qui comprend deux batteries. Le tout était 
complété par des projections vidéos.  

L'autre spectacle-concept auquel 
j'ai assisté était celui de John 
Zorn, «The Concealed», basé sur 
certaines traditions mystiques. 
Comme à l'habitude, Zorn était 
accompagné par des musiciens 
exceptionnels tels Joey Baron, 
Trevor Dunn et Mark Feldman. 
Par contre, avec les années et 
les nombreuses prestations du 
compositeur newyorkais au 
FIMAV, la surprise s'atténue 

puisqu'il se cantonne régulièrement dans cette sonorité musicale juive 
contemporaine. De plus, on s'ennuie de le voir lui-même jouer de son sax sur 
scène! Apparemment, le concert de la veille, «Nova express», était très enlevant. 

Côté rock, le trio Joe Morris, Mike Pride et Jamie Saft ont livré une performance 
très pesante, mais un peu brouillonne. Le projet «Blixt» a malheureusement été 
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amputé de son membre le plus connu, Bill Laswell, retenu chez lui. Par contre, 
les deux musiciens scandinaves se sont bien amusés en duo guitare-batterie à 
livrer une mixture rock-metal-fusion très énergique. De plus, on a eu droit à une 
prestation surprise solo du vénérable Henry Grimes en première partie.  

Pour ce qui est de l'impressionnante cohorte d'artistes locaux, nous avons eu 
droit à d'excellentes prestations. Jean René, accompagné de Nicolas Caloia, 
Pierre Tanguay et Josh Zubot, nous a servi ses compos ainsi que de 
rafraîchissantes interprétations du répertoire actuel de compositeurs québécois 
tels Jean Derome et René Lussier. Miles Perkin et son quartet nous ont offert 
une musique de chambre toute en subtilité tandis que, dans un univers opposé, 
Lucien Francoeur et Vromb ont très bien rendu les pièces de leur album «Avant 
ailleurs», un mélange réussit de musique électronique et de poésie beat. Ce 
dernier concert tranchait avec l'ambiance généralement plus réservée du festival 
alors que Francoeur interpellait directement l'assistance et commentait l'actualité 
en lien avec l'adoption d'une loi matraque par le gouvernement québécois. Deux 
membres du groupe Iks, Sylvain Pohu et Pierre Alexandre Tremblay, ont livré 
une performance électroacoustique plutôt mitigée à l'aide de leur guitare et 
basse.  

Malheureusement, j'ai manqué deux des trois 
concerts de la «journée» Constellation du 
dimanche, Esmerine et le Silver Mt. Zion 
Orchestra.  

Finalement, le concert de clôture était assez 
représentatif de cette 28ième édition du FIMAV: 
trois monuments du free jazz (Muhal Richard 
Abrams, Gerges Lewis et Roscoe Mitchell) qui 
représentent la tradition, mais qui amènent des 
sonorités modernes tout en livrant une 

performance minimaliste et cérébrale.  

Je m'en voudrais de ne pas mentionner la 3ième édition d'«Installation sonores 
dans l'espace public», parcours de six œuvres en partie interactives disséminées 
dans et autour d'un parc du centre-ville. Un bon moyen de sortit la musique 
actuelle des salles de concert.  

On se revoit au Suoni per il popolo dans deux semaines... 
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Victo, suite et fin 

 
Photo fournie par le FIMAV 

Muhal Richard Abrams, piano, Rosce Mitchell, 
saxophones et flûtes, George Lewis, trombone et 
musique électronique, ont coiffé le 28e Festival Festival 
international de musique actuelle de Victoriaville en y 
offrant la performance des maîtres qu’ils sont. 
Continuum parfaitement équilibré de jazz contemporain, 
langage riche, et chargé. Une heure et quart 
d’expérience, d’inspiration et de grande subtilité. 

Les festivaliers de cette année se rappelleront entre autres des performances signées John Zorn, Jean René, 
Wadada Leo Smith, Joe Morris, Mike Pride, Jamie Saft, Raoul Björkenheim, Morgan Agren, Thee Silver 
Mt.Zion Memorial Orchestra. Ce dernier ensemble a offert dimanche soir un concert à la hauteur de sa 
réputation. Axée sur un corpus chansonnier contrairement à la facture exclusivement instrumentale du grand 
frère Godspeed You! Black Emperor, l’approche de Mt.Zion se démarque clairement pour la qualité de ses 
arrangements, ses réglages mélodiques et harmoniques, sa recherche texturale via différents procédés 
d’amplification et de saturation. Et ce, jamais au détriment de l’impact émotionnel. Les fans montréalais 
peuvent être fiers de compter une formation d’un tel calibre dans leur ville. 

 

La formation montréalaise Thee Silver Mt.Zion 

Memorial Orchestra, photo fournie par le FIMAV 

Évidemment, rien n’est parfait sur le territoire de la 
musique, l’actuelle n’y fait pas exception… 

Le problème, d’ailleurs, existe depuis que l’avant-
garde est ainsi nommée. Que faire lorsqu’on reste 
sur son appétit et lorsqu’on défend les mouvances 
artistiques les plus audacieuses? Souvent, on 
esquive de peur d’être associé aux réactionnaires 

qui n’hésitent pas à réduire et mépriser pour ainsi camoufler leur ignoramce… On passe à un autre sujet… et 
cela ne sert personne au bout du compte. 

Prenons l’exemple du concert «Gens de couleur libres», premier chapitre de Coin Coin, ambitieux projet de la 
saxophoniste afro-américaine Matana Roberts pour voix, égoïne, anches, cuivres, guitare, violon et piano. 
Beaucoup de monde sur scène (onze en tout) en cet après-midi dominical, quelques montées d’intensité, 
quelques passages intéressants mais souvent cette impression d’une enfilade de lieux communs sur le territoire 
des structures en interaction avec l’improvisation. Chant collectif, voix solo avec piano, onomatopées, cris, 
complainte, motifs rythmiques aux mesures composées, etc. La matière suggérée par la compositrice m’a 
semblé plutôt mince et souvent mal ficelée, pour faire une histoire courte.  

Idem pour l’Ensemble Supermusique, qui regroupait samedi après-midi neuf musiciens montréalais sur la 
scène du Colisée des Bois-Francs. Peu d’information neuve fournie par ses concepteurs. Des interprètes et 
improvisateurs d’un tel calibre (Derome, Del Fabbro, Tétreault, etc.) auraient peu être davantage mis à 
contribution, et ce malgré le caractère horizontal des propositions mises de l’avant. 
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Côté «spoken words», l’inénarrable (et désormais incontournable) «poète» Lucien Francoeur a presque réussi 
à faire oublier ses pubs de Wopper et ses animations populistes de CKOI FM (« On s’est faufilé pour évité 
d’être occulté», a-t-il justifié sur scène, le on incluant exclusivement la personne qui parle) et nous refait le 
coup de la substance littéraire. Quelques bouts de textes assez travaillés et autres retours à son radotage des 
années 70 (Jim Morrison ad nauseam), le tout saupoudré d’une variation improvisée de son imbuvable rap à 

billy. Il faut être très romantique (je suis poli) pour avaler tout ça d’un seul trait. Il faut néanmoins reconnaître 
que Francoeur est un garçon intelligent qui sait effectivement se «faufiler». Assez futé pour se faire passer 
pour un poète de haute tenue, a-t-on pu constater une fois de plus. Chose certaine, le mec sait cultiver son petit 
mythe, cette fois en se collant sur les fréquences très lourdes et bien envoyées de Mario Girard (électronique) 
et de Michel Meunier (guitare). Ma foi, un fond sonore idéal pour le Francoeur et la crédulité de ses fans. 

Côté statistiques, on a appris dimanche soir que le FIMAV n’a ni grossi ni rapetissé en 2012 : plus ou moins 
4000 entrées payantes comme en 2011, l’affluence est donc restée stable et l’équilibre budgétaire devrait être 
atteint.  

Jean St-Arnaud, président du conseil d’administration des Productions Plateforme qui présentent le FIMAV, 
s’est dit «un peu déçu» car les préventes de billets avaient augmenté de 20% par rapport à l’année précédente 
ce qui laissait présager une croissance « Les publics de Montréal et Québec ne se seraient pas autant déplacés 
que prévu. Nous en ignorons la raison.»  

Les observateurs peuvent se questionner à leur tour : le choix des salles et des horaires pourrait-il être aussi 
mis en cause? Par exemple, est-il défendable de présenter le très influent John Zorn un jeudi soir, loin des 
grands centres ? Produire un concert de jazz contemporain en clôture au Colisée des Bois-Francs alors que la 
formation Thee Silver Mt.Zion Memorial Orchestra, dont l’impact quantitatif est plus considérable que les 
maîtres Muhal Richard Abrams, Roscoe Mitchell et George Lewis, aurait pu attirer davantage qu’au Cinéma 
Laurier en début de soirée dominicale, n’est-ce pas aussi discutable ? 

On n’en est pas aux premières considérations du genre à Victo, où la musique actuelle attire beaucoup du 
mélomanes de Nouvelle-Angleterre et du Rest of Canada. L’offre de musique actuelle à Montréal et Québec 
étant plus considérable qu’autrefois, les fans québécois ont tendance à moins se déplacer bien que… 

Et la population locale? Très peu en salle mais… Éric d’Orion, commissaire aux installations sonore, un 
concept mis de l’avant au FIMAV depuis trois ans s’est montré fier de leur impact auprès des résidants des 
Bois-Francs: « Nous avons observé que les gens étaient curieux de ces installations qu’ils fréquentaient par 
hasard au cours des années précédentes. Ils se les approprient, ce qui augure bien pour les années à venir. » 
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Festival de Victoriaville: ni croissance ni 

déclin 

 

Des formations 
telles Thee Silver 
Mt. Zion Memorial 
Orchestra auraient-
elles attirées 
davantage de 
spectateurs si elles 
s'étaient produites 
dans une autre salle 
ou à un autre 
moment lors du 
FIMAV? 

Photo: FIMAV 

 

Alain Brunet 
La Presse 

(Victoriaville) Le 28e Festival international de musique actuelle de Victoriaville n'a ni 
grossi ni rapetissé en 2012: plus ou moins 4000 entrées payantes comme en 2011, 
l'affluence est donc restée stable et l'équilibre budgétaire devrait être atteint. 

Jean St-Arnaud, président du conseil d'administration des Productions Plateforme qui 
présentent le FIMAV, s'est dit «un peu déçu», car les préventes de billets avaient 
augmenté de 20% par rapport à l'année précédente ce qui laissait présager une croissance. 
«Les publics de Montréal et Québec ne se seraient pas autant déplacés que prévu. Nous 
en ignorons la raison.»  

Les observateurs peuvent se questionner à leur tour: le choix des salles et des horaires 
pourrait-il être aussi mis en cause? Par exemple, est-il défendable de présenter le très 
influent John Zorn un jeudi soir, loin des grands centres? Produire un concert de jazz 
contemporain en clôture au Colisée des Bois-Francs alors que la formation Thee Silver 
Mt. Zion Memorial Orchestra, dont l'impact quantitatif est plus considérable que les 
maîtres Muhal Richard Abrams, Roscoe Mitchell et George Lewis, aurait pu attirer 
davantage qu'au Cinéma Laurier en début de soirée dominicale, n'est-ce pas aussi 
discutable? 

On n'en est pas aux premières considérations du genre à Victo, où la musique actuelle 
attire beaucoup de mélomanes de Nouvelle-Angleterre et du Rest of Canada. L'offre de 
musique actuelle à Montréal et Québec étant plus considérable qu'autrefois, les fans 
québécois ont tendance à moins se déplacer bien que... 

Et la population locale? Très peu en salle, mais... Éric d'Orion, commissaire aux 
installations sonores, un concept mis de l'avant au FIMAV depuis trois ans s'est montré 
fier de leur impact auprès des résidants des Bois-Francs. «Nous avons observé que les 
gens étaient curieux de ces installations qu'ils fréquentaient par hasard au cours des 
années précédentes. Ils se les approprient, ce qui augure bien pour les années à venir.»  
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Wadada Leo Smith: libertés estivales 

 

Photo fournie par le FIMAV / Martin Morissette 

 

ALAIN BRUNET 
La Presse 

(VICTORIAVILLE) Au fil de moult décennies d'audace, le trompettiste Wadada Leo 
Smith a mis au point son propre système de composition. Samedi soir au Colisée des 
Bois-Francs, les amateurs de jazz contemporain ont pu en apprécier les tenants et 
aboutissants. Ils ont pu se faire une tête de Ten Freedom Summers, projet colossal de 
plusieurs albums bientôt mis en vente sous étiquette Cunneiform et dont on a pu entendre 
des extraits représentatifs. 

En fait, le système de Leo Smith ne déroge pas particulièrement à l'idée que l'on se fait du 
jazz contemporain. La notation peut être différente pour ses interprètes, les éléments mis 
en jeu laissent une impression similaire aux formes mises au point depuis un demi-siècle: 
alternance de jeu aléatoire et de structures, variété de cellules rythmiques, exigence de 
virtuosité dans l'interprétation.  

Imposante section rythmique au programme: frémissements de cymbales et de peaux 
signés Susie Ibarra, rythmes plus costauds de Pheeroan Aklaff, lignes imperturbables du 
contrebassiste John Lindbergh. Un pianiste de renom: Anthony Davis se prête 
humblement ici aux climats suggérés par son chef. À 70 ans, le trompettiste témoigne 
encore d'une sonorité virile et d'une articulation typique du langage post free. 

Des projections signées Jesse Gilbert offrent un fondu enchaîné de formes abstraites en 
mouvement, d'images de leaders historiques du mouvement afro-américain (Malcolm X, 
Martin Luther King, etc.) et de la performance filmée en direct. Alors? Cette suite de 
tableaux sonores est typique de cette génération ayant passé du free jazz à une 
organisation plus rigoureuse des sons... sans toutefois rivaliser avec la grande 
composition orchestrale.  

Parmi les membres les plus réputés de l'Association for the Advancement of Creative 
Musicians, un organisme né à Chicago dans les années 60, Wadada Leo Smith est parmi 
ceux qui n'ont cessé de chercher... mais dont l'esthétique d'ensemble tend à se stabiliser 
comme c'est le cas de la plupart des créateurs ayant atteint cet âge vénérable.  
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Festival de Victoriaville: Blixt... sans Laswell 

 

Le guitariste Raoul Björkenheim et le 
batteur Morgan Agren du groupe 
finlandais Blixt. 

Photo fournie par le Festival 

 

Alain Brunet 
La Presse 

(Victoriaville) Les organisateurs du 
Festival international de musique actuelle 
de Victoriaville le savaient depuis samedi 
matin. Les spectateurs, eux, l'ont su 
lorsqu'ils avaient déjà pris place dans la 

salle prévue pour le concert: «Pour des raisons personnelles», a résumé Michel Levasseur, directeur artistique du 
FIMAV, Bill Laswell n'a pu se présenter et ses deux collègues scandinaves ont dû faire à deux. En power duo, 
donc. 

Du côté des relations de presse, on nous a confié que la nouvelle avait été retenue «afin d'éviter l'effet boule de 
neige». Semble-t-il que la stratégie a porté fruit car le FIMAV a suggéré une compensation et ainsi évité les 
huées: en première partie de concert, performance solo du contrebassiste et violoniste Henry Grimes - qui était 
déjà sur place en tant que touriste et qui a accepté au pied levé. Personne n'a rouspété (pas de vive voix, en tout 
cas), on a plutôt applaudi le vétéran. 

Henry Grimes n'en est pas à sa première apparition surprise, il faut dire: autrefois contrebassiste réputé, il fut 
associé à la New Thing de Cecil Taylor, Don Cherry, Steve Lacy et autres Pharoah Sanders, puis il disparut de la 
circulation après avoir quitté New York pour la Californie. On l'a même cru mort et... il fut retrouvé de 
nombreuses années plus tard, soit en 2003. Sans contrebasse, sans le sou, échoué dans un appartement minable 
de Los Angeles, totalement démuni. Des collègues lui ont alors permis de ressurgir - le contrebassiste William 
Parker, notamment. 

Miraculé du jazz contemporain, Henry Grimes a alors connu une renaissance spectaculaire. En 2012, son mythe 
se porte encore à merveille force est de constater de nouveau à Victo - où il s'est déjà produit. Et sa contrebasse? 
Son violon? Jeu free typique des années soixante, rien de plus, rien de moins. 

Puis ce fut Blixt sans Laswell. Anti-climax? Heureusement, non. Enfin... pas tout à fait. Belle entrée en matière, 
bien que ça manquât parfois de ciment entre les pierres de l'édifice. Une histoire à suivre car le guitariste 
finlandais Raoul Björkenheim et le batteur Morgan Agren, deux musiciens de l'élite mondiale à n'en point douter, 
incarnent ce dont a cruellement besoin le jazz électrique: influx métal-prog, nouveau potentiel de déflagration, 
violence typique du rock dur ou très dur. 

Le jazz fusion nous ennuie depuis tant d'années, une de ses rares issues de développement se trouve à mon sens 
dans le métal virtuose auquel on injecte l'imagination nécessaire à l'improvisation libre. Voilà précisément où 
Blixt tente de nous mener. Samedi soir au Cinéma Laurier, on n'a eu qu'un avant-goût de ce qui suivra. C'est dans 
l'air, en tout cas: le jazz métal prog contemporain arrive à grands pas. Il était temps.  
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Musique de chambre... zornifiée 

 

Vendredi, le Colisée des Bois-Francs s'est 
rempli de nouveau pour un second concert 
sous la gouverne de John Zorn en autant de 
soirs au Festival international de musique 
actuelle de Victoriaville. 

Photo: Martin Morissette, Festival 
international de musique actuelle de 
Victoriaville 

 

Alain Brunet 

(Victoriaville) On rapporte que le projet de la veille signé John Zorn, inspiré d'un roman de feu William S. 
Burroughs, s'est avéré plus dense, plus proche de la forme jazzistique. Et d'autant plus excellent si l'on se fie à 
l'album qui porte le nom de ce roman : Nova Express. Vendredi, le Colisée des Bois-Francs s'est rempli de 
nouveau pour un second concert sous la gouverne de John Zorn en autant de soirs au Festival international de 
musique actuelle de Victoriaville. 

Au quartette formé de John Medeski au piano, Trevor Dunn à la contrebasse, Ken Wolleson au vibraphone, 
Joey Baron à la batterie, tous participants au projet Nova Express, nous avons eu droit à un épisode de musique 
de chambre zornifiée, avec l'ajout du violoniste Mark Feldman et du violoncelliste Erik Friedlander. 

La musique au programme n'était pas sans rappeler l'épisode Bar Kokhba pour cordes, un ensemble créé par 
Zorn au milieu des années 90 dans la même mouvance que le fameux quartette Masada. Nous voilà en 2012 
et... cette approche n'a pas foncièrement changé sauf les modifications de l'instrumentation et d'un partie du 
personnel sauf ses composantes cruciales : Feldman, qui a pris du galon côté impro et Friedlander, dont le jeu 
pizzicato au violoncelle s'apparente à celui de la contrebasse jazz. 

L'utilisation du vibraphone rappelle également les Dreamers de Zorn (qui explorent des zones plus carlos-
santanesques et plus lounge), mais dans un cadre exclusivement acoustique exploitant les mêmes références : 
musiques sémites, musiques afro-latines, musique de chambre classique, jazz moderne de type «third stream» 
ou jazz contemporain. Le compositeur et saxophoniste (qui se limitait à diriger les opérations vendredi) exploite 
ces matériaux depuis des lustres, rien de neuf sous les étoiles de vendredi. 

Pour les zornophiles, il eut été plus instructif de découvrir le plus récent projet de Zorn, soit l'album Nosferatu 
(sous étiquette Tzadik) qui réunit Bill Laswell (basse), Rob Burger (piano, orgue), Kevin Norton (vibraphone et 
batterie) et Zorn (sax alto, électronique, claviers, etc.). The Concealed , titre du concept ici suggéré, fut une 
expérience fort agréable au demeurant. Très belle cohésion, direction dynamique et alerte, et l'occasion de 
découvrir le jeu très personnel d'un John Medeski au piano - hormis les cordes de Feldman et Friedlander. 

Le projet théorique de The Concealed préconisait une interaction entre une quinzaine de compositions de Zorn, 
chacune liée à une image et un texte de l'artiste David Chaim Smith. Franchement, la projection de ces images 
et ces textes n'a permis ni contemplation ni interaction avec la musique. En toute hilarité, cependant, on 
retiendra la dernière phrase projetée derrière le groupe de ce génial compositeur juif from New York, 
triomphant au rappel : « In the world that is coming, pig will be kosher. » 

Le Festival international de musique actuelle de Victoriaville se poursuit samedi et dimanche. Pour infos : 
http://fimav.qc.ca/edition/programmation/ 
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Réjean Beaucage 
 

 

 

 

John Zorn au FIMAV 2012 

18mai 

John Zorn a donné hier soir un superbe concert en ouverture du 28e Festival international 
de musique actuelle de Victoriaville. Dirigeant les musiciens Joey Baron (batterie), 
Trevor Dunn (contrebasse), John Medeski (piano) et Kenny Wollesen (vibraphone), il a 
présenté pour une première fois sur scène son projet “Nova Express”, un jazz halluciné 
inspiré de l’univers de William S. Burroughs. 

 

Ce matin, en point de presse, il ne nous a pas parlé de son concert de ce soir (“The 
Concealed”), qui sera présenté en première mondiale, mais il nous a parlé des concerts 
qu’il donnera… l’année prochaine! En effet, pour célébrer son 60e anniversaire en 2013, 
Zorn s’offrira une tournée mondiale qui le verra visiter un nouveau pays chaque mois. En 
mai, bien sûr, il sera au FIMAV et, à cette occasion, il fera entendre sa musique durant 
toute une journée du festival! Encore difficile de dire quel sera le programme de ce 
dimanche de mai 2013, mais on peut s’attendre à de la variété!! 
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Critique - Musique 

Date : 18/05/2012 

Ajouté par : Catherine Genest 

Retour sur la soirée d'ouverture du FIMAV 

C’est à une magnifique première soirée que l’équipe de programmation du Festival International de 

Musisque Actuelle de Victoriaville nous avait conviés. Comme chaque année, le coup d’envoi avait 

lieu au Cinéma Laurier et comme chaque année, ce n’était pas nécessairement une « valeur sûre » 

ou un incontournable qui avait le mandat de lancer les festivités.   

Par François-Samuel Fortin 

 

C’est donc Phil Minton avec sa « chorale sauvage » (traduction libre de « Feral Choir ») qui a eu l’honneur 

d’amorcer cette soirée d’ouverture après un bref mot du directeur général et artistique Michel Levasseur. La 

chorale change chaque fois d’aspect et ne bénéficie que de trois ou quatre jours de formation en compagnie 

du vocaliste d’expérience pour préparer ce spectacle hors du commun où le théâtre, l’humour et la 

performance sont au rendez-vous. Au terme du processus, 31 choristes formaient l’ensemble dirigé de main 

de maître par celui qui n’en est pas à sa première visite au FIMAV. Deux pièces distinctes ont été 

présentées, la première sous la direction de Minton, converti en maître de chorale pour l’occasion, dont 

l’amorce était constituée de sons d’oiseaux propulsés par une chorale en mouvement qui s’apprêtait à 

gagner la scène. Par la suite, des échanges saccadés, parfois confus, mais toujours vibrants, entre Minton 

et les 31 choristes invités, amateurs ou professionnels de la région. La seconde pièce mettait davantage en 

valeur Minton, qui semblait incarner un Abe Simpsons aux accents prophétiques mis en scène dans un 

contexte apocalyptique sur le fond d’une rumeur incessante produite par les choristes. Il est extrêmement 

difficile de décrire le résultat, le tout étant équilibré entre le sérieux de l’exercice et le côté loufoque du 

résultat, où les gens allaient alternativement piailler, crier, rire, geindre et faire des bruits de bouches. C’est 

fort probablement une expérience inoubliable que de lâcher son fou collectivement sous la direction assurée 

d’un artiste d’expérience comme Minton et les gens semblaient visiblement l’apprécier. La foule a par 

ailleurs donné une ovation debout au terme de chacune des deux pièces.  
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Pour la suite de la soirée, nous avions à nous rendre au Colisée des Tigres de Victoriaville, à quelques 

coins de rue de là, pour deux concerts qui mariaient élégamment le free jazz et le jazz plus lyrique. C’est 

probablement l’ensemble Nova Express, dirigé par John Zorn, qui était l’événement le plus attendu de la 

soirée, et les mélomanes présents n’ont visiblement pas été déçus. La formation, composée de 

collaborateurs habituels de Zorn, soit John Medeski au piano, Trevor Dunn à la contrebasse, Joey Baron à 

la batterie et Kenny Wollesen au vibraphone, a interprété avec exactitude les divers morceaux de l’album 

Nova Express, composés en l’honneur de la trilogie Nova de l’écrivain William S. Burroughs. Des solos 

éblouissants de la part de chacun de ces virtuoses ont ponctué ce qui était autrement une performance 

plutôt fidèle à l’enregistrement. Le plaisir que les musiciens avaient sur scène, réunis pour la première fois 

pour jouer cette musique en concert, était plus que palpable, principalement entre Zorn et Baron, qui 

répondait aux ordres de celui-ci avec aplomb. Seul bémol, l’album est relativement court et le concert aurait 

gagné à être plus long. La pièce sélectionnée pour le rappel était d’ailleurs tirée d’un autre album, « At the 

Gates of Paradise », le concert ayant épuisé les pièces de Nova Express, et son côté lyrique à outrance 

jurait grandement avec la majorité du set, qui était d’une intensité accrue.  

 

Un concert jazz d’un tout autre ordre nous a été présenté dans la deuxième section du Colisée, gracieuseté 

du quintette piloté par la jeune guitariste américaine Mary Halvorson. Complété avec un trompettiste, un 

saxophoniste alto, un contrebassiste et un batteur, la formation qui ne partageait que la section rythmique 

avec le groupe précédent s’est tout de même démarquée grâce au jeu habile et unique de la guitariste, 

connue pour ses collaborations avec les grands de la musique actuelle, dont Anthony Braxton, avec qui elle 

avait présenté Echo Echo Mirror House l’an dernier. Son jeu de guitare plutôt versatile et minutieux rappelle 

celui de Marc Ribot ou celui de Derek Bailey, tous deux des collaborateurs fréquents de John Zorn. La 

présence des cuivres était très appréciée, alors que John Zorn venait de nous priver de son instrument de 

prédilection en n’occupant que le poste de chef d’orchestre et qu’on savait qu’il allait récidiver dans ce rôle 

le lendemain, avec son concert The Concealed. Les échanges entre les musiciens qui oscillaient entre 

l’interprétation et l’improvisation témoignaient d’une grande maîtrise, sans toutefois être aussi 

impressionnants que ceux auxquels nous avaient conviés la brochette de génies réunis pour interpréter 

Nova Express juste avant. Il s’agit tout de même d’une formation à surveiller, dont le plus récent album, 

Bending Bridges, est paru sur l’étiquette Firehouse 12 il y a très peu de temps. La majorité des pièces 

constituant le concert était d’ailleurs tirée de cette toute nouvelle parution. 
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Au menu en ce vendredi soir :  - un trio constitué de Joe Morris, Mike Pride et Jamie Saft nous offre un jazz 

rock syncopé influencé autant par Peter Brötzmann que par un instrument de torture médiéval qui donne 

son nom au concert : le « Spanish Donkey » ;  - un autre concert dirigé John Zorn où les mêmes musiciens 

que la veille, auxquels s’ajouteront le violoncelliste Erik Friedlander et le violoniste Mark Feldman, nous 

présenteront des pièces du répertoire vaste et riche du compositeur inspiré par le mysticisme et la culture 

juive. 

- un quatuor mené par Jean René, collaborateur fréquent des plus grands noms de la musique actuelle au 

Québec, qui nous présentera des compositions de son crû et des interprétations de ces grands noms, 

incluant Normand Guilbeault, Jean Derome, Michel F. Côté. Entre l’improvisation, le « blast », et 

l’interprétation stricte, le « graph », le concert intitulé « Blastographe » devrait captiver les gens réunis. 

Date : 22/05/2012 

Ajouté par : Catherine Genest 

Retour sur le FIMAV: suite et fin  

Pour ce premier concert du vendredi, si la plupart des gens étaient comme moi, ils s'étaient 

déplacés pour voir le pianiste Jamie Saft, fréquent collaborateur de John Zorn, qui nous proposait 

selon le programme un jazz-rock baptisé en l'honneur d'un instrument de torture, le "Spanish 

Donkey", accompagné d'un autre habitué du FIMAV, le guitariste Joe Morris, et du batteur Mike 

Pride. Surprise, dès les premières notes, c'était évident que ce n'était pas le pianiste virtuose que 

nous allions avoir la chance de voir, mais bien un artificier du bruit infatigable, qui assurait la trame 

de fond enivrante d'un espèce de drone-doom hyperactif. Le concert a tout de même su ravir les 

mélomanes présents sur place, car le nom de Joe Morris leur avait mis la puce à l'oreille quant au 

style à prévoir pour le concert. Quelques néophytes semblaient manifestement perturbés ou 

ébranlés par cette musique enveloppante et énergisante, en la qualifiant de "plus que de l'avant-

garde" avec un ton moqueur.  

N'empêche, le concert a été juste assez long et juste assez intense pour donner envie de se lancer 

dans la suite des choses tête baissée. 

Par François-Samuel Fortin 

 

C'est encore une fois John Zorn que l'on retrouvait à la tête d'un orchestre similaire à celui de la veille (voir 

billet précédent sur le FIMAV), auquel s'ajoutaient Erik Friedlander et Mark Feldman, respectivement au 

violoncelle et violon, qui donnaient le ton à la suite de la soirée, toute en cordes. Un spectacle fort différent 

de celui de la veille, mais tout aussi appréciable, notamment grâce à l'alternance entre diverses formations 

(Masada String Trio, formé de Dunn, Friedlander et Feldman). Par moments, Medeski au piano et Wollesen 



http://www.chyz.ca/quoi-de-neuf/critiques/musique/retour-sur-la-soiree-douverture-du-fimav/ 

au vibraphone complétaient la mélodie, alors que Joey Baron, beaucoup moins présent que la veille, 

complétait l'offre sonore. Des textes et images inspirés par la mystique juive servaient de trame de fond à 

une musique merveilleusement belle et sculptée de main de maître par le compositeur de renom. Seul 

bémol: Wollesen et Medeski trouvaient moins bien leur place dans cette formation orientée autour des 

instruments à cordes pincées et-ou frottées. C'était toutefois un spectacle d'une rare qualité et d'une 

richesse incroyable qui a été offert aux mélomanes réunis, probablement la plus nombreuse assistance à 

date pour cette 28e édition du festival. 

 

Le victoriavillois Jean René, qui a joué pendant vingt ans auprès des plus grands de la musique actuelle 

québécoise, avait le mandat de clore la soirée avec son premier véritable groupe, un trio de cordes 

accompagné d'un batteur. L'expérimentation était davantage au menu et la musique, plus contemporaine 

que pour le concert de Zorn, dont le répertoire était essentiellement jazz et classique, avec une rare 

incursion en musique moderne. Le concert, très intéressant tout de même et dans la lignée directe de ce 

que nous propose habituellement le festival, proposait des compositions de Jean René et des 

interprétations libres de plusieurs musiciens de renom, dont Michel F. Côté, Normand Guilbeault et Jean 

Derome, ce dernier ayant composé la pièce probablement la plus marquante et géniale de ce que le quatuor 

avait à nous proposer. 

 

--Ma journée du samedi commençait sous le signe de l'étiquette Ambiances Magnétiques, car plusieurs de 

ses protagonistes étaient réunis sur scène pour un concert de l'Ensemble Supermusique présenté par 

CHYZ, que les fans comme les musiciens ont qualifié de meilleur spectacle à vie de la formation. En tout, on 

nous proposait cinq ou six compositions, de Johanne Hétu, Alexandre St-Onge et Martin Tétreault, entre 

autres, ces deux dernier ayant eu les offres les plus intéressantes à mon sens. Celles-ci étaient intercalées 

avec des moments d'improvisation d'une grande finesse et teintée d'un humour et d'une complicité très 

visibles. Si la musique était très contemporaine et abstraite, le concert était pourtant très divertissant et avait 

une trame narrative globale plutôt intéressante, oscillant entre des moments plus expérimentaux, 

notamment lorsque tous les musiciens se sont relayés pour aller dessiner avec un crayon spécial sur une 
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plaque qui transformait les traits en bruits et fréquences, et des moments plus construits, principalement 

avec les pièces plus rythmées proposées par Martin Tétreault. 

 

De l'autre côté du rideau séparant le Colisée A du Colisée B, on nous conviait à un spectacle narratif où 

Lucien Francoeur interprétait, accompagné de l'artiste audio Vromb et d'un guitariste, pour mettre en 

musique sa poésie un peu décalée et anecdotique qui carbure à l'autobiographie quelque peu complaisante. 

Quelques bons moments sortaient du lot, et la mise a littéralement été sauvée par les deux musiciens 

chargés de donner l'ambiance aux paroles du poète, mais c'était en général plutôt inintéressant ou même 

un peu ridicule. L'ensemble interprétait les pièces d'un récent album remix des pièces de Francoeur et a 

terminé la prestation avec une reprise un peu étrange du Rap à Billy. N'empêche, quelques remarques 

croustillantes et le ton humoristique assez complice de Lucien Francoeur lui a quand même permis de 

marquer quelques points. 

 

Un de perdu un de retrouvé, ça décrit bien ce qui s'est passé ensuite. Arrivés au Cinéma Laurier pour le 

concert de 20h, une mauvaise surprise nous attendait. Bill Laswell, le bassiste fort attendu qui complète la 

formation Blixt avec le guitariste Raoul Björkenheim et le batteur Morgan Agren, n'avait pu se rendre au 

concert pour des motifs nébuleux, la légende rapportant qu'il s'était simplement levé du mauvais pied. 

Quoiqu'il en soit, le tandem restant a offert une performance survoltée, plutôt intense, pratiquement 

monolithique, les compositions et improvisations s'étant enchaînées à un rythme aussi fulgurant que celui 

de leurs échanges. Le résultat était plutôt violent, la plupart du temps très bien maîtrisé mais les musiciens 

s'échappaient l'un l'autre parfois et peinaient à coordonner leurs prouesses. Heureusement, le 

contrebassiste et violoniste légendaire Henry Grimes, qui était simplement invité comme spectateur, a eu 

l'amabilité d'offrir une première partie pour compenser pour la perte de Bill Laswell pour le concert qui 

suivait. Henry Grimes, né en 1935, a joué avec les grands du jazz standard et actuel pendant une vingtaine 

d'années, apparaissant sur disque ou sur scène aux côtés de Sonny Rollins, Thelonious Monk, Charles 

Mingus, Cecil Taylor, Pharoah Sanders, Archie Shepp et Albert Ayler, entre autres. Après une carrière 
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mouvementée et étincelante, vers la fin des années 1960, il déménage en Californie et disparaît de la carte, 

en ayant souvent été présumé mort. Un travailleur social californien s'est donné en 2002 le mandat de le 

retrouver et il accomplit ce miracle, grâce auquel le musicien a pu recevoir à nouveau une contrebasse et 

partager la scène avec plusieurs musiciens de renom, notamment Marc Ribot, Bill Dixon, Dave Douglas et 

Joe Lovano. Cette résurrection lui a même permis de partager à nouveau la scène avec Cecil Taylor, avec 

qui il n'avait plus joué depuis quarante ans. Il a offert aux mélomanes réunis une des rares surprises du 

FIMAV, le festival étant généralement rodé au quart de tour, en présentant cinq solos distincts, alternant 

entre la contrebasse et le violon. 

 

C'est le trompettiste de renom Wadada Leo Smith qui avait le mandat de relancer le bal au Colisée A en fin 

de soirée samedi, alors qu'il venait nous présenter la musique d'album quadruple qui paraîtra sur Cuneiform 

la semaine prochaine. Deux batteries, un violoncelle, un piano et la trompette de Wadada. Au début, seules 

les projections étaient en place alors que le silence régnait, pour installer l'ambiance, des projections qui 

d'ailleurs n'étaient ni très inspirées ni très inspirantes, constituées pour la plupart de matériel abstrait, de 

formes répondant au son et d'une caméra qui captait tant bien que mal les échanges et prouesses des 

divers musiciens. Le résultat, en musique, était souvent plutôt abstrait avec quelques rares moments de jazz 

straight. Alternant les fonctions de trompettiste et de direction de l'ensemble, Wadada Leo Smith avait 

parfois du mal à se faire écouter de ses musiciens, ce qui fait que plusieurs échanges étaient mal ficelés et 

que la conjonction entre les divers musiciens manquait par moments. Un concert de haut calibre qui n'a 

toutefois pas été à la hauteur des attentes dans bien des cas. 

 

--Le ton changeait dramatiquement dimanche en début d'après-midi, alors que la formation Esmerine avait 

la mission d'amorcer les festivités en cette dernière journée. Une autre mauvaise nouvelle attendait les 

festivaliers: Sarah Neufeld, qui était la veille à Saturday Night Live avec Arcade Fire, avait dû prolonger son 
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séjour à New York et manquer le concert auquel elle devait figurer à titre d'invitée, après que Mick Jagger lui 

eut proposé de souper avec lui. Heureusement, le contrebassiste montréalais Miles Perkin, un proche de la 

formation, a pu sauver la mise et accompagner les quatre autres musiciens et la projectionniste pour livrer 

un concert d'une grande beauté. La musique délicate proposée par la formation dans laquelle évolue le 

joueur de marimba Bruce Cawdron, qui a collaboré avec Godspeedyou!blackemperor et Silver Mt. Zion, 

s'apparente à un amalgame de post-rock et de musique de chambre moderne, en mettant les archets en 

vedette. Ils nous ont donc présenté avec élégance la musique du plus récent opus, La Lechuza, ainsi que 

quelques pièces moins mouvementées et moins intéressantes tirées des albums précédents.  

Ce concert était le premier d'une série de trois concerts visant à souligner le quinzième anniversaire de la 

réputée étiquette montréalaise, Constellation records. 

Le concert que j'attendais le plus faisait également partie de ce cycle hommage, soit celui de Matana 

Roberts, qui a publié chez Constellation le premier chapitre de sa série "Coin Coin", intitulé "Gens de 

couleur libres". Un vaste hommage à son passé et à son arbre généalogique dont quelques membres ont eu 

les fers aux pieds avant de recouvrer la liberté, c'est ce que propose ce premier chapitre d'une grande 

intensité et d'une grande richesse. Le concert a permis aux musiciens, réunis pour la première fois depuis 

l'enregistrement de l'album, de se réunir. La musicienne afro-américaine qui visite fréquemment Montréal a 

décidé de former un ensemble de musiciens de la ville, qu'elle a baptisé son "Montreal 10", pour mener à 

bien ce projet qui lui tenait à coeur. Son jeu très chaleureux et sa voix percutante, accompagnés par un 

assez vaste orchestre, permettait d'oublier des projections relativement intéressantes mais trop souvent 

défectueuses. Par moments plus traditionnel et rythmé et par moments contemporains, les morceaux 

interprétés par le petit orchestre dirigé par Matana Roberts sont l'exemple d'un équilibre parfait entre 

l'innovation et le recours intelligent à la tradition. Ce concert est sans contredit le coup de coeur pour cette 

édition 2012, même s'il n'y a pas eu de rappel. 

La soirée se poursuivait du côté du Cinéma Laurier pour l'avant dernier concert de ce 28e FIMAV, avec le 

concert de Thee Silver Mt. Zion Memorial Orchestra, qui met par ailleurs en vedette David Payant, 

également batteur pour Matana Roberts, et Effrim Manuel Menuck, membre fondateur de Godspeed. La 

musique du groupe et la composition de la formation ont grandement évolué au cours des dernières 

années, devenant progressivement plus intense et moins mélodique, ce qui est tout à fait approprié pour les 

concerts. Les pièces les moins emballantes provenaient d'ailleurs de leur répertoire plus ancien, alors que 

les pièces mouvementées des deux plus récent albums avaient une certaine vertu catalytique. Cette 

prestation complétait le cycle d'hommage à Constellation avec brio, se permettant même de ramener 

Matana Roberts sur scène pour la dernière pièce. Le quintet n'a pu offrir de rappel pour cause de problèmes 

vocaux, mais la foule, généralement conquise, ne lui en a pas tenu rigueur. 

Le spectacle de clôture du FIMAV devait ramener celui-ci dans le droit chemin de sa mission, celui de la 

musique actuelle, après que plusieurs concerts plus accessibles, quoique la plupart du temps excellents, 

aient été donnés. "THE TRIO", c'est le nom qu'on donne à ces trois musiciens d'expérience, soit le pianiste, 

âgé de plus de 80 ans, Muhall Richard Abrams, qui a reçu un doctorat honorifique dans le dernier mois, le 

tromboniste George Lewis, bébé de la formation à 60 ans, et le saxophoniste-flutiste Roscoe Mitchell, entre 

les deux sur scène et dans l'ordre chronologique. De la musique déconstruite, jouant avec la spatialité du 

son, rarement enlevante ou divertissante, mais néanmoins fascinante, c'est ce que proposaient ces 

improvisateurs chevronnés. Les trois musiciens originaires de Chicago, et qui ont grandement contribué à 

façonner la scène free jazz de la ville des vents avec la formation The Art Ensemble of Chicago, entre 

autres, ont offert un concert où les échanges infatigables étaient complétés par des séquences 

électroniques plutôt énigmatiques, qui contribuaient souvent à l'ambiance glauque et grave de la musique, 

mais qui étaient aussi parfois plutôt superflues. La dimension électronique était l'oeuvre d'un logiciel créé 
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par Lewis autant pour les fins de la composition orchestrale que l'improvisation libre. Néanmoins, la 

complicité des musiciens, qui ont partagé la scène depuis quarante ans, a permis à ce concert d'être tout à 

fait mémorable, autant pour sa valeur historique que pour sa valeur intrinsèque. C'est exactement ce qu'il 

fallait au FIMAV pour démontrer qu'il s'agit d'un véritable incontournable mondial pour la musique actuelle, 

autant pour découvrir les nouveaux talents que pour rendre honneur aux piliers du genre. 
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Zorn chez Burroughs : heureuse visite 

 

John Zorn proposait Nova Express jeudi, au FIMAV - Photo Martin Morissette 

J’étais de passage hier, à Victo, pour l’ouverture du Festival de musique actuelle. Je n’ai pas 
particulièrement été renversé par le Feral Choir de Phil Minton (ma critique de la soirée, ici), quoique 
l’aventure était sympathique, mais assurément conquis par la énième visite de John Zorn, cette fois avec le 
projet Nova Express, dédié à l’univers de William S. Burrough. 

Fidèle à ses habitudes, Zorn s’était entouré d’une équipe de premier plan : John Medeski officiait au piano, 
Joey Baron était derrière la batterie, Trevor Dunn assurait la contrebasse, tandis que Kenny Wollesen 
touchait au vibraphone. Le quatuor est rapidement entré dans le vif du sujet avec un titre furieux, à moitié 
free. Dans son rôle de chef d’orchestre, Zorn était toujours aussi fascinant à regarder : discret, dos à la foule, 
il pointait les solistes qu’il voulait entendre, commandait les punchs, augmentait le tempo ou les crescendo… 
On l’entendait même parfois parler à son équipe. 

Il s’agissait de la première performance publique de Nova Express. On l’a d’ailleurs un peu senti en début de 
programme, lorsque des envolées piano-vibraphone n’étaient pas entièrement arrimées. Mais rapidement, la 
troupe a pris ses aises. On a eu droit des titres mélodiques, à des passages plus agressifs, de même qu’à des 
solos habiles. À ce chapitre, chacun des musiciens a eu l’occasion de se distinguer et l’a fait brillamment, 
notamment Baron, fougueux et subtil, et Wollesen, qui n’a pas hésité à sortir un archet pour faire résonner 
son vibraphone. Medeski m’a paru sous-utilisé une portion du concert, mais lorsque Zorn lui a proposé un 
groove chaloupé, sur lequel il pouvait y aller d’un touche jazzy, le pianiste s’en est donné à coeur joie…  

Le Colisée n’était pas rempli aussi densément qu’à une certaine époque pour Zorn, mais il y avait beaucoup 
de monde. Et il faut dire que c’était un jeudi… Chose certaine, la foule, qui ne semblait pas gagnée en début 
de soirée, l’était entièrement au terme de la représentation. 

Comme il avait épuisé tout son matériel consacré à Burroughs, Zorn a offert, en rappel, à une pièce tirée 
d’un autre projet, dédié à William Blake celui-là. 

Avis aux amateurs, Zorn sera de retour ce soir, avec The Concealed. Même équipe de musiciens, augmentée 
de Mark Feldman et d’Erik Friedlander.  

Vous ne croyez pas pouvoir y être cette année? Eh ben sachez que vous pourrez vous reprendre l’an 
prochain: il a été annoncé vendredi que la journée du dimanche, au FIMAV 2013, sera entièrement 
consacrée à l’oeuvre de Zorn, sous forme de rétrospective. 
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Nouvelle 

Date : 17/05/2012 

CHYZ au 28e FIMAV 

Ajouté par : François-Samuel Fortin 

L'imminente éminence de l'avant-garde 

 
Des festivals comme le FIMAV, il s'en fait peu au Québec, mais il s'en fait également peu dans le monde. Le Festival de Musique Actuelle 
de Victoriaville piloté par Michel Levasseur, qui en est à sa 28e édition cette année, réunit des mélomanes de partout sur la planète pour 
les quatre journées pendant lesquelles il transforme ce qui est habituellement la capitale du triporteur et de la mauvaise bouffe trop chère 
en haut lieu de la musique contemporaine.  
 
C'est donc à un véritable marathon de "premières mondiales" et de "premières canadiennes" que nous convie l'équipe de programmation 
du FIMAV. C'est avant tout une histoire de passion que celle de ce festival logé dans le décor inusité de Victoriaville, dont il occupe le 
cinéma, le colisée des Tigres. Notons que le festival comprend toujours un volet d'art sonore comprenant des installations d'une créativité 
inouïe. L'an dernier, par exemple une section de la piste cyclable était converti en chemin de fer où un train circulait bruyamment, une 
grande salle était occupée par une douzaine de machines à coudre montées en série et agencées avec un jeu d'éclairage qui ne s'allumait 
que lorsque les machines se mettaient en train, produisant à la fois un boucan sonore et un certain aveuglement dans la pièce autrement 
baignée d'une noirceur impénétrable. Cette année, les artistes Charles Dumas, Alexandre Burton, Jean-Pierre Gauthier, Jonathan 
Villeneuve et le tandem formé de Matthieu Gotti et Mathieu Fecteau présenteront des oeuvres. Il s'agit pour la vaste majorité de primeurs 
mondiales d'artistes réputés qui verront leurs oeuvres tourner dans les mois à venir. 

Ne nous leurrons pas, le FIMAV c'est avant tout un festival de musique actuelle et les grands noms sont toujours au rendez-vous. Cette 
année encore, l'unique et prolifique John Zorn accorde deux spectacles au festival, dont une première mondiale avec "The Concealed", ce 
qui est une première dans le cas de Zorn au Québec, qui présentera également son projet jazz "Nova Express" la veille, lors de la soirée 
d'ouverture. 

L'improvisation n'effraie pas la majorité des musiciens qui viennent se produire au festival, car elle est essentielle à l'innovation dans le 
domaine de la musique d'avant-garde. Mary Halvorson, une guitariste américaine qui attire les faveurs de la critique pour ses nombreux 
projets et collaboration, au rang desquelles figure une collaboration avec Anthony Braxton, un autre habitué du festival, viendra présenter 
la musique de son quintette dont la musique est "rythmée, dansante, tordue et puissante". En ouverture de festival, le spectacle de Phil 
Minton et de sa "Feral Choir" à géométrie variable présentera un ensemble vocal hors du commun constitué d'amateurs et de néophyte de 
la région. 

Le lendemain, le Maïkotron Unit constitué entre autres de l'improvisateur et saxophoniste québécois Michel Côté jouera aux côtés du 
trompettiste Stephen Haynes dans une autre première mondiale, alors que le tandem Jean-Pierre Gauthier et Mirko Sabatini offrira une 
autre première mondiale dans laquelle des cyclistes se pourchassent à l'écran avec une trame sonore faite d'échantillonnage et 
d'instruments inusités. Un peu plus tard, Jamie Saft, un collaborateur de John Zorn qui a publié quelques titres sur son étiquette Tzadik, 
sera en compagnie de Joe Morris et Mike Pride pour donner un intense concert improvisé juste avant celui que donnera John Zorn pour 
"The Concealed, en compagnie de ses acolytes habituels (Trevor Dunn, Mark Feldman, Erik Friedlander, John Medeski et Kenny 
Wollesen). La soirée du vendredi se terminera avec la présentation du "Blastographe" de Jean René, qui présentera, avec une formule 
étrange d'un trio à cordes plus batteur, des compositions et des reprises de Jean Derome et René Lussier, entre autres. 

C'est surtout la fin de semaine que les concerts s'enchaînent à un rythme fulgurant, avec pas moins de six concerts par jour en moyenne. 
S'enchaineront le quartet du contrebassiste canadien Miles Perkins , en première nord-américaine, l'Ensemble Supermusique, aussi dans 
une première mondiale présentée par CHYZ et CISM, constitué de légendes de la musique actuelle au Québec, notamment Joane Hétu, 
Guido Del Fabbro, Jean Derome, Michel F. Côté et Martin Tétreault, pour la plupart des habitués du festival. Suivront une mise en 
musique des textes de Lucien Francoeur par Vromb, en première mondiale et en compagnie de l'auteur du fameux "Rap à Billy", un power 
trio math rock dénommé "Blixt" comprenant un finlandais, américain et suédois, également en première mondiale, ainsi que le trompettiste 
Wadada Leo Smith avec son spectacle "Ten Freedom Summers" regroupant quatre autres musiciens. L'exubérant Copernicus clora la 
soirée en criant des textes nihilistes et scientifiques sur un rock improvisé présent sous forme de bandes sonores. 

Enfin, le dimanche servira de théâtre aux performances de quelques coqueluches de CHYZ, Esmerine, Matana Roberts et Thee Silver Mt. 
Zion Memorial Orchestra tous trois sur l'étiquette montréalaise Constellation. Matana Roberts, saxophoniste ténor d'origine afro-
américaine, présentera en première québécoise le chapitre 1 de son épopée musicale "Coin Coin", intitulé "Gens de Couleur Libres", un 
album qui lui a valu plusieurs critiques dithyrambiques, en compagnie d'un vaste ensemble constitué de musiciens américains, québécois 
et canadiens. Sylvain Pohu et Pierre Alexandre Tremblay présenteront quant à eux un concert intitulé "de type inconnu" entre ceux de 
Matana Roberts et TSMZMO, entre le rock et l'électroacoustique. C'est un trio constitué de Muhal Richard Abrams, George Lewis et le 
grand Roscoe Mitchell qui aura l'honneur de clore le festival avec un concert amalgamant l'interprétation et l'improvisation libre avec un 
talent indubitable. Il s'agit d'une première québécoise et d'un concert mettant en vedette des improvisateurs hors-pair. 

Espérons que ce billet vous donnera envie d'assister à ce festival unique en son genre et présentant de la musique de haut calibre, une 
alternative réjouissante dans un contexte ou plusieurs festivals adoptent des programmations frileuses, conservatrices ou rétrogrades. 
L'innovation et les surprises seront au rendez-vous comme à chaque année! 

www.fimav.qc.ca 

http://www.chyz.ca/quoi-de-neuf/nouvelles/chyz-au-28e-fimav/
http://www.fimav.qc.ca/
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Tempétueux Zorn 

C'est le concert Feral Choir, sous la direction de Phil 
Minton, qui a ouvert le bal du FIMAV. Depuis une 
vingtaine d'années, l'Anglais offre des ateliers à des 
choristes et c'est le résultat de ce travail auquel le public 
avait droit hier soir. 

Martin Morissette 

 

Nicolas Houle 
Le Soleil  

(Victoriaville) Le 28e Festival de musique actuelle de 
Victoriaville (FIMAV) s'est ouvert hier, avec le 
spectacle Nova Express, sous la direction de John Zorn. 

Le projet inspiré de l'oeuvre de William S. Burroughs était l'occasion de renouer avec le respecté New-Yorkais par 
l'entremise de compositions tour à tour tempétueuses, mélodiques ou mystérie 

Fidèle à ses habitudes, Zorn s'était entouré d'une équipe de premier plan : John Medeski officiait au piano, Joey Baron 
était derrière le batterie, Trevor Dunn assurait la contrebasse, tandis que Kenny Wollesen touchait au vibraphone. Le 
quatuor est rapidement entré dans le vif du sujet avec un titre furieux, à moitié free. Dans son rôle de chef d'orchestre, 
Zorn était toujours aussi fascinant à regarder : discret, dos à la foule, il pointait les solistes qu'il voulait entendre, 
commandait les punchs, augmentait le tempo ou les crescendo... 

Il s'agissait de la première performance publique de Nova Express. On l'a d'ailleurs un peu senti en début de programme, 
lorsque des envolées piano-vibraphone n'étaient pas entièrement arrimées. Mais rapidement, la troupe a pris ses aises. 
On a eu droit des titres mélodiques, à des passages plus agressifs, de même qu'à des solos habiles. À ce chapitre, chacun 
des musiciens a eu l'occasion de se distinguer et l'a fait brillamment, notamment Baron, fougueux et subtil, et Wollesen, 
qui n'a pas hésité à sortir un archet pour faire résonner son vibraphone. 

Zorn a ainsi une fois de plus gagné son pari : non seulement il a conquis son public, qui avait rempli le Colisée de 
Victoriaville, mais il a su évoquer l'univers de Burroughs et, bien sûr, a livré une autre série de compositions pertinentes. 

La foule a eu droit, en rappel, à une pièce tirée d'un autre projet, dédié à William Blake, celui-là. 

Poésie sonore en choeur 

Si Zorn a fait courir maints festivaliers, c'est le concert Feral Choir, sous la direction de Phil Minton, qui a 
véritablement ouvert le bal du FIMAV, un peu plus tôt, au Cinéma Laurier. Depuis une vingtaine d'années, l'Anglais 
promène son projet de par le monde, offrant des ateliers à des choristes - professionnels, amateurs ou néophytes - sur 
une période de trois jours, qui se concluent par une performance devant public. C'est le résultat de ce travail auquel on 
avait droit. 

Lorsque les projecteurs se sont éteints, ils étaient une trentaine d'interprètes, disséminés à travers la foule, s'affairant à 
siffloter ou à évoquer des oiseaux. Graduellement, ils se sont dirigés vers la scène. Minton les a alors invités à se lancer 
dans diverses envolées sonores, du charabia aux cris, des rires aux syllabes méditatives. Durant les deux tiers du premier 
long morceau, on avait surtout l'impression que le leader exploitait les possibilités de sa troupe - qu'il menait 
adroitement - sous forme de tableaux. 

Cette poésie sonore, qui vise à démocratiser le chant, prenait surtout l'allure d'une curiosité pour les spectateurs et 
semblait davantage intéressante pour ceux qui étaient sur scène. Or dans le dernier tiers, Minton a donné une direction et 
une structure convaincantes à son ensemble, jouant sur les nuances, proposant des effets réussis et faisant interagir son 
équipe. 

Sa deuxième pièce, plus brève, où il s'est fait soliste sans pour autant se permettre du chant traditionnel, était plus 
intéressante. Là, le choeur devenait un singulier accompagnement, tandis que les vocalises et les sons du leader, 
assurément baroques, transmettaient les émotions de manière originale. 

Bien que cette proposition visait à mêler la population de Victoriaville à l'univers de la musique actuelle, le public a 
timidement répondu à l'appel : la salle était passablement clairsemée... 
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Zornitologie à Victo 

 

Le 28e FIMAV est en marche. Ses organisateurs indiquent fièrement 
que la prévente n’a pas été aussi forte depuis belle lurette. On pourra 
s’en rendre compte ce week-end. Deux soirs de zornitologie, 
remarquez, ça aide à démarrer du bon pied ! J’aurais bien aimé m’y 
rendre aujourd’hui mais, l’activité montréalaise est beaucoup plus 
intense qu’elle ne l’était à l’époque où Victo était le seul festival à 
présenter les genres de musique au programme. Malheureusement 
impossible d’y passer autant de temps qu’autrefois…  

À contrecoeur, je rate ce jeudi la musique de l’excellent album Nova 

Express (sous étiquette Tzadik), titre d’un roman de feu William S. 
Burroughs qui a inspiré Zorn à composer cette musique. Pour ce, il a 

réuni le batteur Joey Baron, le bassiste Trevor Dunn, le pianiste John Medeski (pas de Hammond B3 cette 
fois), le vibraphoniste Kenny Wollesen.  

L’écriture y est très jazzistique quoique traversée par la musique contemporaine. Approche plus atonale, plus 
hachurée, plus dense, plus anguleuse que The Dreamers – si on cherche un point de comparaison récent. 
Dommage que le FIMAV présente ce concert très attendu le soir où il est le plus difficile de s’y rendre, à 
moins de ne pas avoir trop de route à faire pour rentrer chez soi. 

Ce vendredi, la même formation dirigée par Zorn sera renforcée par le violoncelliste Erik Friendlander et le 
violoniste Mark Feldman : The Concealed préconise une interaction entre quinze compositions de Zorn, 
chacune liées à une image et un texte de l’artiste David Chaim Smith. Alors là, fouillez-moi pour savoir de 
quoi ça aura l’air.  

Chose certaine, John Zorn ne joue dans aucun de ces concerts, il dirigera néanmoins les opérations. 

Liens utiles 

Festival international de musique actuelle de Victoriaville  

Nova Express sur Tzadik 

John Zorn, profil wiki 
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Maïkotron Unit, des ornithorynques sonores à l'assaut de Victo 

Le saxophoniste Michel Côté est le créateur des 
maïkotrons, des instruments nés du croisement de 
pièces de trompette, de trombone, de saxophone, 
de tuba et de cornet. 

Photothèque Le Soleil, Jean-Marie Villeneuve 

 

Nicolas Houle 
Le Soleil  

(Québec) L'heure est aux collaborations pour le 
Maïkotron Unit. Après avoir donné un concert en 
compagnie de David Liebman l'automne dernier, 

le trio de Québec prend la direction du Festival international de musique actuelle de Victoriaville (FIMAV), où 
il se produira auprès du trompettiste Stephen Haynes. 

C'est à quatre improvisateurs expérimentés que l'on aura affaire demain, au FIMAV, ainsi que samedi, au 
Festival des musiques de créations du Saguenay-Lac-Saint-Jean. Mine de rien, le Maïkotron Unit, qui réunit les 
vétérans Michel Côté (saxophone, clarinette basse, maïkotron), Pierre Côté (contrebasse, violoncelle) et Michel 
Lambert (batterie, maïkotron), roule sa bosse depuis 27 ans. Quant à Stephen Haynes (trompette, bugle), il a 
étudié auprès de Bill Dixon dans les années 70, en plus d'avoir côtoyé George Russell, La Monte Young et 
Cecil Taylor. 

Outre l'expérience des quatre hommes et leur façon de faire naître des compositions spontanées, ce qui risque 
d'attirer l'attention, c'est la présence de maïkotrons, ces instruments imaginés et créés par Michel Côté. Comme 
l'explique le principal intéressé, il s'agit d'ornithorynques sonores, fruit du croisement entre des pièces de 
trompette, de trombone, de saxophone, de tuba ou de cornet. 

«Eddie Harris, qui mettait l'embout d'un saxophone soprano dans une trompette, m'a inspiré et je me suis 
demandé comment je pourrais aller plus loin, car avec seulement trois pistons, il manque des notes. Je me suis 
donc procuré d'autres instruments, que j'ai démontés...» 

Côté a façonné un instrument qui permet les microtons, d'où son nom. Avec ses inventions, qui ont notamment 
trouvé preneur chez le compositeur et réalisateur torontois Jonathan Goldsmith, le saxophoniste voulait bien sûr 
arriver avec de nouvelles sonorités. Mais à la base, le maïkotron était une manière de faire sortir son trio du 
carcan du jazz moderne. Chaque membre devait jouer d'un instrument qu'il ne maîtrisait pas: la clarinette basse 
pour Michel Côté, le violoncelle pour son frère Pierre et le maïkotron pour Michel Lambert. 

«De cette manière, tu ne peux pas tricher pour faire quelque chose de musical en te reposant sur tes 
connaissances, observe-t-il. Après, quand on retournait sur nos instruments habituels, on avait l'impression 
d'élargir nos horizons: tous les sons traditionnellement rejetés étaient acceptés.» 

Projet avec Dixon 

Le Maïkotron Unit a pondu divers enregistrements au fil des ans, mais ce n'est que récemment que sa diffusion 
s'est élargie avec Ex-Voto (2011), première parution sous la forme de disque compact. Le live avec Dave 
Liebman a suivi. 

Côté avait amorcé un projet avec feu Bill Dixon en 2006, demeuré inachevé à ce jour. Effugit, nouvel album de 
son ensemble qui sortira sous peu, devait être l'occasion de le finaliser, mais le trio a pondu du matériel original 
si solide que le leader a préféré attendre une autre occasion pour revenir sur ce qu'il avait mitonné avec Dixon. 
Il l'a trouvée au FIMAV, où il pourra renouer avec Steve Haynes, qu'il a côtoyé à quelques reprises par le passé. 

«On va jouer la musique enregistrée avec Dixon avec Haynes à la trompette. Étant donné qu'il a toujours été 
son bras droit, c'est la meilleure personne. C'est une esthétique particulière, et Steve est au courant: c'est un 
mélange d'improvisation et de composition. J'appelle ça de la comprovisation. On tient à la structure, qui peut 
être un mot ou une idée...» 
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Festival de Victoriaville: 

l'expérimentation en différents modes 

 

John Zorn 

Photo fournie par le FIMAV 

 

Nicolas Houle 
Le Soleil  

(Québec) Le 28e Festival de musique actuelle de Victoriaville s'ouvre aujourd'hui avec 
un juste mélange de vétérans et de nouveaux visages, d'artistes de l'étranger et de talents 
québécois. Parmi les incontournables, il faut souligner le retour de John Zorn avec deux 
projets, d'abord Nova Express ce soir, inspiré de l'oeuvre de William S. Burroughs, puis 
The Concealed demain, dans une formule élargie, avec entre autres des titres de Masada. 

La talentueuse guitariste Mary Halvorson se produira en quintette ce soir, avec son 
répertoire résolument complexe. Le contrebassiste montréalais Miles Perkin, entendu 
auprès des Lhasa, Emilie Clepper et Jorane, sera pour sa part présent en quatuor le 
samedi, avec une musique exploratoire, mais jamais froide ou désincarnée. Plus tard, la 
même journée, deux affiches attirantes : le bassiste Bill Laswell avec l'intrigant guitariste 
Raoul Björkenheim ainsi que le batteur Morgan Agren, et ensuite la grande pointure 
qu'est le trompettiste Wadada Leo Smith. 

Le dimanche, la formation Esmerine sera à l'oeuvre, de même que le toujours apprécié 
Thee Silver Mt. Zion Memorial Orchestra. Enfin, une autre figure bien connue, Roscoe 
Mitchell, fermera les livres avec Muhal Richard Abrams et George Lewis. Mentionnons 
enfin que cinq installations sonores sont disposées un peu partout en ville. Les détails au 
www.fimav.qc.ca 
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Journal du FIMAV 2012 / FIMAV 2012 Diary - Feral Choir (1/3) 

Libellés :Feral Choir,FIMAV,FIMAV 2012,Ma propre musique,My Own Music,Phil 

Minton 

 

Journal du FIMAV 2012 / FIMAV 2012 Diary 

 

2012-05-15 

 

Atelier “Feral Choir” avec PHIL MINTON (1/3) 

C’est une première au FIMAV: un grand artiste des musiques actuelles donne un 

atelier sur trois jours, atelier qui se concluera, le quatrième jour, par la 

présentation du concert d’ouverture du 28e FIMAV. Il s’agit d’une chorale unique 

en son genre: “Feral Choir”. Et j’en fais partie, ainsi que ma conjointe Marie-Eve, 

mon grand ami Stéphane, quelques réguliers du festival, et plusieurs membres 

d’une chorale amateure de Victoriaville. La première séance fut déroutante à 

souhait mais stimulante au possible. Quelle excitation d’être dirigé par le grand 

Phil Minton. Et quel plaisir de le voir chanter à quelques centimètres de moi! Ce 

soir, nous avons appris quelques signes de base et nous nous sommes départis 

de notre timidité et de notre réserve. Vivement la suite demain!  

It’s a first for FIMAV: a great free improviser is giving a three-day workshop that 

will conclude, on the fourth day, with the 28thFIMAV’s opening concert. It’s a 

unique choir, “Feral Choir.” And I’m a part of it, alongside my companion Marie-

Eve, my friend Stéphane, a few other FIMAV regulars, and several members of a 

Victoriaville-based amateur choir. The first session was disconcerting and as 

stimulating as can be. What a thrill to be conducted by the great Phil Minton. And 

what a thrill to watch him sing mere centimeters from my face! Tonight, we 

learned a few basic hand signs and we got rid of our shyness. Can’t wait for 

tomorrow night! 
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Journal du FIMAV 2012 Diary: Feral Choir (2/3) 

Libellés :Feral Choir,FIMAV,FIMAV 2012,Ma propre musique,My Own Music,Phil 

Minton 

 

2012-05-16 

 

Atelier “Feral Choir” avec PHIL MINTON (2/3) 

Nous semblons avoir perdu une poignée de participants– deux? Trois? C’est 

peu, selon M. Minton, qui semble satisfait du groupe. Une deuxième séance plus 

confuse, où Minton semble chercher à identifier les forces et les faiblesses de 

notre groupe ad hoc, à travers diverses expériences. J’imagine que nous verrons 

demain ce qui en restera.  

We seem to have lost a few participants – two? Three? It’s very few according 

Mr. Minton, who seems satisfied with our group. This second sessions was more 

confusing – Minton seems to be trying to pin down our ad hoc group’s strenghts 

and weaknesses through various experiments. I guess we’ll find out tomorrow 

night what ideas and signs he’ll be keeping. 
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Journal du FIMAV 2012 Diary - Feral Choir (3/3) 

Libellés :Feral Choir,FIMAV,FIMAV 2012,Ma propre musique,My Own Music,Phil 

Minton 

 

 

2012-05-17 

 

Atelier “Feral Choir” avec PHIL MINTON (3/3) 

Cette troisième séance fut nettement plus intense, j’en ressors essouflé d’avoir 

tant chanté. Les choses se placent, les inhibitions tombent. Presque tous les 

participants semblent maintenant à l’aise avec ce que nous faisons (certains 

membres de la chorale Daveluy ont encore de la difficulté à croire au sérieux de 

la démarche, je crois). Quant à dire si nous sommes prêts... on le verra bien à la 

générale et au concert demain soir (jeudi). Le concert est à 20 h au Cinéma 

Laurier de Victoriaville. Venez nous encourager! 

This third session was a lot more intense – I came out exhausted from all the 

singing. Things are falling into place and inhibitions are dropping. Almost all of 

the participants seem at ease with what we’re doing, although a few of the “real 

choir” folks still have a hard time believing in Minton’s artistic process. As for 

whether we’re ready or not... we’ll know tomorrow (Thursday) at the dress 

rehearsal and the concert. Concert’s at 8pm at Cinéma Laurier, Victoriaville. 

Come and cheer for us! 
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Journal du FIMAV 2012 FIMAV Diary 

Libellés :Feral Choir,FIMAV,FIMAV 2012,Jean René,Jean-Pierre Gauthier,John 

Zorn,Mary Halvorson,Maïkotron Unit,Mirko Sabatini,Phil Minton,The Spanish 

Donkey 

 

 

2012-05-19 au matin / morning 

 

Désolé du retard, mais je n’ai tout simplement pas eu le temps d’écrire avant. Et 

je n’en ai pas beaucoup en ce moment, alors faisons vite. 

Sorry for not posting earlier, but I simply didn’t have the time. Nor do I have much 

time this morning, so this post will be shorter than it should be. 

 

PHIL MINTON “Feral Choir” 

Je ne saurais vous expliquer ce que j’ai ressenti sur scène, aux côtés d’une 

trentaine d’autres choristes (dont ma conjointe), à suivre les signes de Phil 

Minton pendant une heure. L’exaltation, la libération, le pur plaisir, la fierté aussi. 

Nous avons performé à un niveau que je n’aurais pas soupçonné, même après 

le “soundcheck” en après-midi. Au-delà de la vingtaine de signes appris, nous 

avons COMPRIS Minton, nous l’avons suivi dans toutes les nuances de ses 

mouvements. Les commentaires de l’auditoire sont élogieux - quant à nous, 

impossible de savoir réellement comment ça sonnait pour eux. 

I couldn’t explain to you what I felt on stage, singing along with thirty other 

choristers (among them my girlfriend), following Phil Minton’s signs for an hour. 

Exalted, liberated, proud as hell, and it was such a total THRILL! We performed 

at a level I couldn’t suspect, even after the afternoon soundcheck. Beyond the 20 

signs or so we had learned, we UNDERSTOOD Minton, we followed him through 

all the nuances of his festures. The audience says it was awesome – as for us, 

there’s no way to know how it really sounded. 

 

JOHN ZORN “Nova Express” 

Splendide. L’album Nova Express a pris vie devant nos yeux et nos oreilles. Joey 

Baron mémorable - si heureux d’être là. Problème avec la contrebasse de Dunn 

(un pickup en carton ou quoi?), mais autrement, un excellent concert. 

Splendid. The Nova Expressalbum took on a new life before our eyes and ears. 

Joey Baron was memorable, he was enjoying himself to the max. Trevor Dunn’s 

bass sounded weird (like he had a cardboard pickup), but otherwise a great 

concert. 

 

MARY HALVORSON QUARTET 

Quelque chose n’a pas cliqué. L’écriture est bonne, mais trop de solos dans les 

pièces, et le tout n’a pas levé. 

Something didn’t click. The writing’s good, but there were too many solos, and 

the whole thing didn’t take off. 
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MAÏKOTRON UNIT + STEPHEN HAYNES 

Un début de journée merveilleux. Impressionnants, ces maïkotrons (des 

instruments à vent constitués de parties hétéroclites d’instruments - bouts de 

trombone, pistons de trompette, embouchures de sax, etc.). Un jazz actuel 

délicat qui invitait à l’écoute attentive. 

A wonderful day opener. Impressive, these maïkotrons (wind instruments made 

from eclectic bits of other instruments – a trombone slide, trumpet valves, a sax 

mouthpiece, etc.). Delicate avant-jazz worth some deep listening. 

 

JEAN-PIERRE GAUTHIER & MIRKO SABATINI “Le temps qu’il faut perdre” 

Ramassé en une demi-heure au lieu d’une heure, ç’aurait été magnifique. 

Malheureusement, il y a eu des longueurs, autant dans la vidéo (originale et 

intelligente) que dans la musique (électronique expérimentale). Et la partie où 

Sabatini jouait des percussions échantillonnées est à oublier complètement. 

If this piece was brought back to a half-hour, it would be magnificent. Sadly, there 

are lots of overlong passages, in the video (original and witty) as well as in the 

music (experimental electronica). And the bit where Sabatini was playing 

sampled percussion should be struck out completely. 

 

THE SPANISH DONKEY 

Hmm. Une décharge à haut volume, un jam free rock plutôt uniforme sur lequel 

j’ai surfé sans réellement m’y laissé prendre. Le son de Joe Morris était mal 

défini - une purée vrombissante. 

Hmm. A high volume discharge, rather uniform free rock jamming. I enjoyed 

surfing above it all, but it never really grabbed me in. Joe Morris’s sound lacked 

definition. 

 

JOHN ZORN “The Concealed” 

Un projet de plus à inscrire dans la ligne mystique récente de Zorn (In Search of 

the Miraculous, The Goddess, Gnostic Preludes, etc.). Répétitif en ce sens, mais 

impeccable, mais goûté pleinement par une foule ultra enthousiaste. Les pièces 

interprétées par le Masada String Trio étaient les plus réussies. Je n’avais pas vu 

autant d’enthousiasme au FIMAV depuis la présentation du projet Bar Kohkba il 

y a longtemps. Les images et les citations mystiques projetées pendant le 

concert étaient superflues. 

Another project to add to Zorn’s recent mystical line of work (In Search of the 

Miraculous, The Goddess, Gnostic Preludes, etc.), and therefore repetitive, but 

impeccable. And the crowd truly enjoyed it. The best pieces were the ones 

performed by the Masada String Trio. I hadn’t seen such an enthusiastic crowd at 

FIMAV since the Bar Kokhba performance a decade ago. The mystic pictures 

and quotes projected behind the band were unnecessary. 

 

JEAN RENÉ “Le Blastographe” 

De la grande musique actuelle québécoise d’hier (des pièces de Lussier, 

Derome et Guilbeault) et d’aujourd’hui (les compos originales de Jean René). 

Fantaisie, humour, tendresse, jeu d’ensemble. Un très beau projet qui mérite 

d’endisquer deux fois plutôt qu’une: un disque de compos originales et un disque 

de reprises. Qui se propose? 
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Great Québécois musique actuelle from yesterday (pieces by Lussier, Derome 

and Guilbeault) and today (Jean René’s original compositions). Whimsy, humour, 

tenderness, group playing. A very fine project that deserves to record at least 

twice: one album of originals and one album of covers. Any takers? 
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Journal du FIMAV 2012 Diary - Jour 3/Day 3 

Libellés :Copernicus,Ensemble Supermusique,FIMAV,FIMAV 2012,Henry 

Grimes,Lucien Francœur,Miles Perkin,Morgan Agren,Raoul 

Björkenheim,Vromb,Wadada Leo Smith 

 

 

2012-05-20 au matin / morning 

 

Une journée en dents de scie hier - six concerts, dont certains étaient exigeants 

à l’écoute, mais une journée très satisfaisante dans l’ensemble. 

This was an uneven and demanding day – six concerts. But a satisfying day 

overall. 

 

MILES PERKIN QUARTET 

Beau comme c’est pas possible. Un jazz actuel hyper-tranquille, tout en finesse, 

dirigé par un contrebassiste à la touche d’une douceur incroyable. Du bonbon en 

début de journée. 

Sooo beautiful... Super-quiet avant-jazz, very sophisticated, led by a bassist 

gifted with an incredibly light touch. Candy for the ears to start the day. 

 

ENSEMBLE SUPERMUSIQUE “Bruit court-circuit” 

Un concert de musique exigeante - la fine pointe de la musique expérimentale. 

L’Ensemble Supermusique continue de repousser la définition de la musique 

d’ensemble, avec cinq compositions complexes et clairement travaillées à fond. 

J’ai bien aimé celles de Martin Tétreault et de Danielle P. Roger. Celle 

d’Alexandre St-Onge était plus étrange qu’étrange -bref, à l’égal de lui-même. 

A concert of demanding music – experimental music at its most avant-garde. 

Ensemble SuperMusique kept on pushing back the definition of ensemble music, 

with five complex and well-rehearsed compositions. I quite enjoyed Martin 

Tétreault’s and Danielle P. Roger’s pieces. Alexandre St-Onge’s was stranger 

than stranger, but that was to be expected coming from him. 

 

VROMB & LUCIEN FRANCOEUR 

Le mélange entre les électroniques denses de Vromb, la guitare psychédélique 

de Michel Meunier et les textes récupérés des années 70 de Francoeur est 

saisissant à souhait. Mais le meilleur est venu lorsque Francoeur a récité un 

poème de Miron choisi pour son à-propos avec les troubles sociaux actuels. Ah 

oui, et un rappel improvisé sur le texte du “Rap à Billy”,un tour de force 

d’autodérision. 
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The blend between Vromb’s dense electronic scapes, Michel Meunier’s 

psychedelic guitar, and Francoeur’s poems salvaged from the‘70s was striking. 

But the best part of the show came when Francoeur recited a poem by Gaston 

Miron specifically selected to match current events (the Government of Quebec’s 

fascist Bill 78). Francoeur came across as nearly pathetic at first, but he visibly 

warmed up during the show, and his level of self-derision was commanding. The 

old Aut’chose fan in me had a blast. 

 

HENRY GRIMES / RAOUL BJÖRKENHEIM & MORGAN AGREN 

L’affiche disait Bill Laswell, Björkenheim et Agren, mais M. Laswell n’a pas pu 

venir. Le festival a décidé d’appaiser les déçus en proposant une prestation 

impromptu de 20 minutes du grand contrebassiste de jazz Henry Grimes 

(présent à titre de festivalier), qui a su séduire une foule qui ne lui était pas 

acquise d’avance. Malheureusement, le contraste entre son set et celui très rock 

des Norvégiens a joué contre ces derniers – qui n’ont pas réussi à faire oublier 

l’absence de Laswell. À travers tout le concert, je pouvais entendre où la basse 

de Laswell se serait inscrite. Et j’ai entendu des envolées guitaristiques 

autrement plus inspirées de la part de Björkenheim que ce qu’il nous a livré. Par 

contre, Agren est un batteur rock phénoménal. 

The bill said Bill Laswell, Raoul Björkenheim & Morgan Agren, but Mr. Laswell 

didn’t show up. So the festival decided to appease potentially disappointed souls 

with an impromptu 20-minute set by legendary jazz bassist Henry Grimes (who 

has been attending the festival this year), who managed to please a crowd that 

wasn’t won over from the start. Sadly, the sharp contrast between his set and the 

Norwegians’ rock jamming worked against the latter – and they failed to cover up 

Laswell’s absence. Throughout, I could hear where his bass would have fitted. 

And I’ve heard much more inspired shredding from Björkenheim. Agren is a 

phenomenal rock drummer though. 

 

WADADA LEO SMITH “Ten Freedom Summers” 

Je n’ai pas du tout aimé les projections en direct, mais la musique, malgré ma 

fatigue évidente, était complexe et poignante, à l’image de l’album tout frais sorti. 

Voir Susie Ibarra à l’œuvre demeure un privilège. 

The live projections I didn’t like at all, but the music was complex and poignant, 

despite my advanced state of exhaustion. The music was on par with the new 

album. And watching Susie Ibarra perform still feels like a privilege. 

 

COPERNICUS 

Que dire. Très peu de gens sont restés jusqu’à la fin de ce numéro, cette pièce 

de théâtre, où un vieil homme, sorte de preacher nihiliste, commence par 

expliquer que nous sommes faits de 12 particules subatomiques et, à travers un 

enchaînement de réflexions philosophiques, arrive à nous convaincre que rien 

n’existe. Seul sur scène, il répète inlassablement les mêmes phrases, 

accompagné par une bande-son jouée à très bas volume - c’est presque de la 

muzak de supermarché à ce stade. Pourtant, la force dramatique est là, la 

puissance du verbe. Je suis resté jusqu’à la fin et j’ai aimé. Le personnage est 

fidèle à lui-même, le message porte. Et l’expérience était très différente - et c’est 

aussi ça le FIMAV. 
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What can I say. Few people stayed until the end of this performance, a play, 

where an old man, a kind of nihilistic preacher, starts by explaining to us that we 

are made of 12 subatomic particles and, through a sequence of philosophical 

reflections, ends up convincing us that nothing exists. Alone on stage, he kept 

repeating the same imprecations over and over, backed by a soundtrack played 

at such a low volume that it felt like supermarket muzak. Yet, the drama was 

there, the power of the word. I stayed until the end and I liked it. The character 

was true to hisegens, and the message carried. It was a very different 

experience, unusual, and that is also what FIMAV is about. 
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Journal du FIMAV 2012 FIMAV Diary - Jour 4 / Day 4 

Libellés :Constellation,De Type Inconnu,Esmerine,FIMAV,FIMAV 2012,George 

Lewis,Matana Roberts,Muhal Richard Abrams,Roscoe Mitchell,Thee Silver Mt. 

Zion Memorial Orchestra 

 

 

2012-05-21 au matin/in the morning 

 

ESMERINE 

Mon concert préféré de cette 28e édition. Une prestation splendide, purement et 

simplement. Une musique délicate, interprétée avec soin, un post-rock de 

chambre aguicheur. Au quatuor de base s’est ajouté Miles Perkin pour quelques 

pièces et les projections étaient magiques – de l’art en direct sur table de 

projection, tellement plus intéressant que des projections pré-faites mises en 

boucle. Séduit de A à Z. 

My favourite concert this year. A gorgeous performance, pure and simple. 

Delicate music performed with care, sensual chamber post-rock. Miles Perkin 

joined the core quartet for a few songs, and the live projections on light table 

were great, and so much more interesting than the prerecorded looped video art 

we’re used to. 

 

MATANA ROBERTS “Coin Coin Chapter One” 

Ouh là là! Quelle belle bande! Et quelle belle saxophoniste! Matana a mené de 

main de maître sa troupe à travers l’exécution complète de son disque paru chez 

Constellation. L’histoire poignante d’une esclave du 18e siècle. Un free jazz en 

feu doublé d’un fond de gospel qui a soulevé la foule. Ce cycle a été interprété 

d’une traite et la foule s’est retenue jusqu’à la fin pour exploser en 

applaudissements délirants. Un des grands concerts qu’a présenté le FIMAV ces 

dernières années. Souhaitons vite le retour de cette femme pleine de coeur et de 

joie. 

Oh my, oh my! What a nice band! And what a beautiful saxophone player! 

Matana masterfully led her troupe through a complete performance of her recent 

Constellation Records release. The poignant story of an 18th-century slave. 

Smoking free jazz with gospel roots. They performed the whole set without a 
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rest, and the crowd erupted with applause after the whole thing was over. One of 

the greatest concerts FIMAV has presented lately. Let’s hope this lady comes 

back soon! 

 

SYLVAIN POHU & PIERRE-ALEXANDRE TREMBLAY “De Type inconnu” 

Euh. Ai-je manqué quelque chose? Où était la profondeur qu’on entend sur le 

disque? Ce concert, c’était deux gars de guitare qui mettent des sons en boucle. 

Sans réel esprit, sans virtuosité aucune. En fait, sans intérêt. Cela dit, je sais que 

ces deux-là (deux membres ou ex-membres de [iks]) peuvent et savent faire 

mieux. 

Hmm. Did I miss something? Where was the depth found on their record? This 

concert was about two guys looping guitar sounds. No real creative spirit, no 

virtuosity whatsoever. No interest, in fact. And I know these guys are capable of 

much, much more. 

 

THEE SILVER MT. ZION MEMORIAL ORCHESTRA 

Un ami (salut Stéphane!) grand fan du groupe s’est dit déçu de ce concert, 

prétendant qu’il n’a pas levé autant que les autres auquel il a assisté. Quant à 

moi, c’était ma première expérience du Zion live et je suis comblé. Les nouvelles 

chansons sont bonnes, “Horses in the Sky” était fort réussie (bien qu’écourtée) et 

la présence de Matana Roberts pour une pièce, fort appréciée. Trois en trois 

pour la thématique “Constellation Records” de cette journée (avec Esmerine et 

Roberts). 

A friend (hey there, Stéphane!) who is a great fan of the band said he was 

disappointed, that this performance did not take off as much as live SMZ usual 

does. But it was my first time seeing this band live and I was thrilled. The new 

songs are good, “Horses in the Sky” was shortened down but well done, and the 

addition of Matana Roberts for one track was a welcome surprised. That’s three 

homeruns for this day’s “Constellation Records” theme (along with Esmerine and 

Roberts). 

 

MUHAL RICHARD ABRAMS, GEORGE LEWIS & ROSCOE MITCHELL “The 

Trio” 

Une grande leçon d’écoute en improvisation libre. Ces trois légendes vivantes de 

l’AACM ont livré une prestation sobre, mystifiante et d’une assurance presque 

crâneuse. Mais j’aurais préféré voir ce concert avant Zion et avoir Zion en finale - 

question de fatigue mentale. 

We were served a great lesson in listening when free improvising. These three 

AACM living legends delivered a sober, mystifying performance with such 

aplomb it was almost an insult to younger, less experienced musicians. However, 

I would have preferred seeing this concert before Zion, and then have Zion 

conclude the festival - just a matter of mental fatigue. 
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Installations sonores du FIMAV 

 

Ecrit par Hugues Laroche     
 
Mardi 15 Mai 2012 à 08:57  
 
Jusqu’à dimanche prochain, 20 mai, la population de Victoriaville et des environs est 
invitée à découvrir les six installations sonores aménagées dans le cadre de la 28ème 
édition du FIMAV. Le responsable du projet, Érick Dorion a choisi d’orienter ses choix 
vers le thème de l’heure, un thème au cœur de notre région, le recyclage. Ainsi, six 
artistes du Québec concevront et installeront autant d’œuvres sur un circuit allant du 
GRAVE à la bibliothèque Charles-Édouard-Mailhot, en passant par l’Hôtel de ville, la 
vélogare, la piste cyclable et le kiosque à musique. Parmi ces artistes, on retrouve le duo 
Mathieu Gotti et Mathieu Fecteau, Chantal Dumas et Jonathan Villeneuve. Les œuvres 
choisies donnent une impression de simplicité dans le mécanisme de la fragilité de 
l’objet. Sous cette apparence se cachent des systèmes complexes, développés par des 
artistes soucieux de faire participer les visiteurs à l’expérience sonore.  
Dernière Mise à jour (Mardi 15 Mai 2012 à 12:20) 
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LUCIEN FRANCOEUR ET VROMB / FIMAV UNE BETE A DEUX TETES  

17 mai 2012  

 

par Antoine Léveillée  

Lucien Francoeur: "La poésie, j'écris ça n'importe où, 

n'importe quand. C'est mon art et c'est mon beat, pour le 

meilleur et pour le pire." 

Après le studio, Vromb invite Lucien Francoeur sur scène, où le tandem s’exécutera pour une 
première fois au FIMAV. Une rencontre-choc où la poésie du rockeur s’expose à l’état brut. 

"Petrowski me demandait à l’époque: "Tu les trouves où tes musiciens?" Je les cherche pas, je les 
rencontre." En effet, Lucien Francoeur n’est pas comme les autres chanteurs. On le retrouvait dans 
les années 70 à côté de Jacques Racine pour Aut’Chose, et dernièrement avec le groupe heavy 
metal Voïvod sur l’album Chansons d’épouvantes. Cet iconoclaste de la chanson détonne avec ces 
mariages insolites, et lui voit cet exercice comme un laboratoire où tout est possible. La musique 
pour lui n’est qu’une extension de la poésie.  

"La poésie, j’écris ça n’importe où, n’importe quand. C’est mon art et c’est mon beat, pour le meilleur 
et pour le pire. À l’époque, je m’amusais à faire des chansons dans mon taxi, j’écrivais les premières 
tounes d’Aut’Chose et je rimaillais: "J’t'aime, j’t'e veux / dans mes mains, dans mes yeux / sans eux, 
je me sens vieux / J’t'aime, j’t'en veux". La chanson, c’est venu comme ça. Mais si c’est pas 
spontané, c’est difficile de m’imposer un projet. La vie, elle te passe dans la face. Avant, je comptais 
sur la longévité, mais là, tabarnak, les odds sont contre nous autres. J’ai 64 ans, y’a pas mal de mes 
chums qui sont morts… Je me dis, si t’écris pas ton roman cette année, ben tu ne l’auras pas fait ton 
On the Road. Mais j’écris tout le temps et les carnets s’accumulent." 

Mario Girard, connu sous le nom d’artiste Vromb, a rendu service à Francoeur en prenant en main 
la direction d’un projet discographique intitulé Avant/Ailleurs. Une rencontre surprenante entre un 
poète et un concepteur sonore de musique électro-acoustique et industrielle. "Tout est venu de sa 
passion pour ma poésie, constate le poète. C’est Vromb qui invite Francoeur." "Il n’était pas question 
de faire un hommage à Aut’Chose ou à Francoeur, précise Mario Girard. C’est du Francoeur 
aujourd’hui, avec ses mots et sa voix. Il est venu avec ses textes, et dès la première take en studio, 
ça y était. Ensuite, j’ai ajouté ma conception sonore au projet." 

Francoeur s’est même montré surpris du respect accordé à sa poésie par Vromb. Celui qu’il qualifie 
d’alchimiste du son a finalement réussi à transfigurer sa poésie. "Quand j’ai entendu ça pour la 
première fois, j’ai dit: "Câlisse! J’pensais que tu allais me maganer plus que ça!" Mais non, la poésie 
et ma voix pour lui ce n’était pas un outil, c’était une matière pure." 

www.fimav.qc.ca 

/// 

Victo: toujours actuelle 

Cette 28e édition du Festival international de musique actuelle de Victoriaville (FIMAV) s’ouvrira le 17 
mai et met en vedette deux projets inédits de John Zorn intitulés Nova Express et The Concealed (le 
18 mai). Le compositeur et saxophoniste new-yorkais dirigera une équipe du tonnerre composée, 
entre autres, de John Medeski, Trevor Dunn, Mark Feldman et Joey Baron. Soulignons aussi le 
15e anniversaire de l’étiquette de disques montréalaise Constellation, qui nous offrira en concert les 
groupes Esmerine, Thee Silver Mt. Zion Memorial Orchestra et l’interprète et saxophoniste jazz 
Matana Roberts le 20 mai. Autres grosses pointures, le bassiste Bill Laswell et le trompettiste 
Wadada Leo Smith se retrouvent à l’affiche du festival le 19 mai. 
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Trevor Dunn et John Zorn / FIMAV L’énigmatique M. Zorn  
17 mai 2012  

 
par Antoine Léveillée  

 

Trevor Dunn: "Avec John [Zorn] comme chef d'orchestre, 

on est sur le cran d'arrêt, toujours alertes et sur le qui-

vive." 

Le bassiste Trevor Dunn nous livre quelques secrets sur l’univers créatif du 

compositeur John Zorn. Un labyrinthe musical. 
Comment faire pour se retrouver dans le raz-de-marée de compositions que nous offre le 

compositeur (et saxophoniste) John Zorn? Travaillant à un rythme acharné, ce gourou new-yorkais 

de la musique d’avant-garde n’en finit plus de multiplier les projets depuis les années 80. En fait, on 

ne se pose plus vraiment la question; on se contente de regarder l’imposant catalogue 

discographique de l’artiste (sur étiquette Tzadik) et de piger dedans lorsqu’on est interpellé par une 

thématique quelconque.  

Le FIMAV aura la chance d’accueillir John Zorn cette année avec deux projets encore au stade de la 

création. Nova Express (inspiré de l’oeuvre de William S. Burroughs) et The Concealed réuniront sur 

une même scène les John Medeski, Mark Feldman, Joey Baron, Kenny Wollesen, Erik 

Friedlander et Trevor Dunn. Tous des musiciens qui gravitent autour du compositeur depuis des 

lustres et qui sont familiers avec l’univers sonore éclectique qui berce ses oeuvres. 

Le bassiste et contrebassiste Trevor Dunn (Masada Electric, Mr. Bungle, Fantômas, Secret Chiefs 3, 

Tomahawk) est formel sur le contexte de travail qui entoure ces deux créations: pas question de 

tricher, tout le travail se fera lors du festival, pas avant. "Nous n’avons jamais joué ou répété ces 

compositions, alors je ne sais pas à quoi m’attendre. Nous aurons l’occasion de nous rencontrer à 

Victoriaville et d’en parler avec John avant les concerts. On pourra sans doute se permettre une 

première lecture pour étudier la forme et le caractère des compositions. Nous baignons dans le 

mystère!" avoue-t-il en riant. 

L’interprète souligne aussi qu’après toutes ces années, une forme de synergie a pris forme au sein 

du collectif. Chaque membre est un musicien chevronné et on ne compte plus le nombre de projets 

auxquels ils ont pu être associés. "On se connaît bien, on connaît aussi le vocabulaire de la matière 

musicale que l’on va interpréter. C’est une langue polyglotte, si tu veux! Cette fois-ci, avec Nova 
Express et The Concealed, je crois qu’on va parfois retrouver la dynamique et l’esprit de Bar Kokhba: 

des solos, des duos ou des quintettes." 

Prenant une pause de son nouveau groupe rock MADLOVE et des autres projets de composition qui 

l’accaparent, ce prodige de la basse et fondateur, avec Mike Patton, de Mr. Bungle en 1986 retrouve 

une communauté artistique, un club sélect dont il ne pourrait se passer. L’élément catalyseur est bien 

sûr Zorn lui-même, et personne ne se pose de questions lorsque l’occasion se présente de retrouver 

le grand manitou à la direction. "C’est le plaisir de rencontrer une bonne équipe et c’est toujours une 

expérience intense. Avec John comme chef d’orchestre, on est sur le cran d’arrêt, toujours alertes et 

sur le qui-vive. Sans compter qu’on doit regarder John constamment et être prêts dès qu’une 

nouvelle consigne est communiquée! L’énergie qui se dégage de ces prestations est unique et 

instinctive, c’est live et ça sonne live! Après le concert, l’adrénaline descend et on est épuisés!" 

www.fimav.qc.ca 
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blog post Victoriaville: Michel Levasseur's festival 

thumbnail 
posted by Scott Tresham on May 16, 2012  

 

The 28th edition of the Festival International de Musique Actuelle de Victoriaville (FIMAV) begins this Thursday, May 
17, and runs through the weekend, featuring 19 concerts of avant jazz, free improvisation, electroacoustic music and other 
experimental forms of contemporary musical expression. CBC Music asked artistic director and founder Michel Levasseur 
— the man who built it all up — to break it down for us. This is his festival thumbnail. 
 
The must-sees 
Phil Minton has this [Feral Choir] thing … doing improvised music workshops with a group of people. They might be 
professionals, amateurs, artists — people who sing in choirs or people who don't sing at all. This weekend I went to a 
concert of Fauré, a very classical thing. They were all standing in black, with hardly any expression at all. And [the Feral 
Choir event] will be completely the opposite! I'm really looking forward to see how those people will respond. Phil is a 
very sympathetic guy: he gets people to come out of themselves, to express themselves. 
 
Also John Zorn, who has been coming to Victoriaville for a long time and is always presenting projects that are new and 
fresh. But this is the first time he'll do a completely new project here that he's never done before. [The Concealed] will be 
with six musicians, with [projected] visuals and mystic texts. That's something very intriguing for me.  
 
Distinguishing features 
People sometimes say "ah, Victoriaville is an institution," but I don't feel like an institution. We're not that rich! [laughs] I 
guess [what sets us apart is] the exclusivity we try to have, the festival atmosphere and intimacy with everyone 
participating and the very high level of quality and respect we show to the musicians. We put the red carpet out for this 
music. 

Best-kept festival secret 
We have one of the best selections of CDs on sale at the festival shop, with nearly 2,000 different titles. I don't think that 
exists anymore, anywhere else in the province. 
 
Come for the festival, stay for the... 
Nature! We have a very beautiful area. Nature is very close. I travel a little bit to stay in touch with what's happening in 
new music, because it's not really here in this area where the music is growing. But it's a very nice setup to present it, 
because it's a very peaceful area. You can walk from one hall to the other, you're not disturbed by the city, by the noise. 
That makes Victoriaville different somehow. 
 
From the memory banks 
The Sun Ra Arkestra came to Victoriaville, with Sun Ra when he was still living. I will always remember this. I had a very 
small car, like a Beetle? A Volkswagen — and I drove him from the concert hall to the hotel. But man, he is about three 
times my size [laughs]. He was so large … and also brilliant. You know, Sun Ra was kind of into space. He was always 
talking, not like a normal person, and I think you could see his aura around him. This is a very strong memory for me, of 
Sun Ra sitting beside me … I thought we'd fly off to Mars or something. 

Related links: 

Phil Minton and the Feral Choir in Ottawa and Victoriaville 

Pannonica de Koenigswarter: The musical legacy of bebop's butterfly baroness 

Edmund Milly hopes for runaway success 

posted by Scott Tresham on May 16, 2012  

http://music.cbc.ca/profile/Scott-Tresham
http://fimav.qc.ca/en/edition/home/
http://www.philminton.co.uk/
http://music.cbc.ca/genres/Jazz/blogs/2012/5/Phil-Minton-and-the-Feral-Choir-in-Ottawa-and-Victoriaville
http://en.wikipedia.org/wiki/Gabriel_Faur%C3%A9
http://en.wikipedia.org/wiki/John_Zorn
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http://www.elrarecords.com/main.html
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http://www.outerspacewaysinc.com/index.htm
http://music.cbc.ca/blogs/2012/5/Phil-Minton-and-the-Feral-Choir-in-Ottawa-and-Victoriaville
http://music.cbc.ca/blogs/2012/5/Pannonica-de-Koenigswarter-The-musical-legacy-of-bebops-butterfly-baroness
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Victo: de la poutine à l’expérimentation 

 

Vous le savez, Victoriaville fait partie des villes qui réclament leur place dans la petite 
histoire de la poutine. Mais au-delà des frites, du fromage en grain et de la sauce -ainsi 
que des récentes manifestations étudiantes- la municipalité des Bois-Francs se distingue 
aussi par son Festival international de musique actuelle, communément appelé FIMAV.  

Comment un événement si pointu peut-il subsister loin des grands centres? Sans doute en 
raison de sa spécialisation, même s’il a connu des moments difficiles et qu’aucune année 
n’est réellement gagnée d’avance. Si la musique qu’il met à l’affiche est aventureuse, le 
FIMAV a souvent joué de prudence, réinvitant régulièrement les mêmes créateurs, dans 
des contextes différents. 

Qu’en est-il de la 28e mouture, qui s’amorce jeudi? On y trouve des nouveaux visages, 
des vétérans, des artistes d’ici et d’autres d’ailleurs. Dans le lot, des propositions 
intéressantes, comme celles de John Zorn. Ce dernier fait partie des habitués de Victo, or 
on ne saurait lever le nez sur son passage: quand un créateur de tel talent se déplace, pas 
question de faire la fine gueule. Ses propositions sont non seulement variées, mais, elles 
déçoivent rarement. Jeudi, il présentera Nova Express, projet inspiré de l’oeuvre de 
William S. Burroughs, avec une équipe de premier plan, dont Joey Baron à la batterie et 
John Medeski (piano). Je me suis d’ailleurs entretenu avec Medeski à ce sujet. Zorn 
revient le lendemain avec The Concealed, dans une formule un peu plus élargie, avec des 
titres puisés entre autres du côté de Masada. 

Sinon, il est intéressant de voir qu’on a invité Miles Perkins, un contrebassiste qu’on a 
entendu régulièrement auprès d’artistes folk québécois. Il arrivera avec ses propres 
créations. J’aime bien le travail de Raoul Björkenheim à la guitare et le samedi, il sera 
entouré du bassiste bien connu Bill Laswell et du batteur Morgan Agren. 
L’incontournable trompettiste Wadada Leo Smith sera aussi présent le samedi. Quant au 
dimanche, on pourra entendre Esmerine, renouer avec le Thee Silver Mt. Zion Memorial 
Orchestra et entendre Roscoe Mitchell avec George Lewis et Muhal Richard Abrams. 

Est-ce que ça, combiné à l’attrait d’une poutine, vous incite à mettre le cap sur Victo? Y-
a-t-il un concert qui vous fait davantage de l’oeil qu’un autre? 

On peut consulter la programmation complète ici. 

http://www.lapresse.ca/le-soleil/arts-et-spectacles/sur-scene/201205/11/01-4524567-fimav-john-medeski-sur-la-planete-zorn.php
http://fimav.qc.ca/edition/accueil/
http://www.lapresse.ca/le-soleil/
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FIMAV: John Medeski sur la 

planète Zorn 

 «John Zorn trouve toujours le moyen de créer des choses qui 
mettent en valeur des aspects du jeu de ses musiciens. Dans 
mon cas, ce sont des facettes que je ne mets pas toujours à 
contribution et j'apprécie ça» - John Medeski 

 

 

 

 

Nicolas Houle 
Le Soleil  

(Québec) On le connaît pour son orgue incendiaire et son 
piano électrique aussi funky que décapant au sein de 
Medeski, Martin & Wood (MMW), mais la carrière de John 
Medeski ne saurait se limiter à celle du populaire trio. Il 
oeuvre en effet dans d'autres formations prestigieuses, offre 
des performances solos et agit à titre de collaborateur. C'est 
dans ce dernier rôle qu'on le verra cette semaine au Festival 
international de musique actuelle de Victoriaville (FIMAV), 
le temps de deux concerts sous la houlette de John Zorn. 

Medeski côtoie John Zorn depuis une vingtaine d'années. Il a 
régulièrement collaboré avec le saxophoniste et compositeur, 
mais le succès de MMW l'a tenu si occupé que leurs 
rencontres se sont espacées. Depuis quelque temps, les deux 
hommes s'appliquent à rattraper le temps perdu. D'abord, 
MMW s'est permis une époustouflante plongée dans 
l'univers de Zorn sur Zaebos: Book of Angels Volume 11 

(2008). Ensuite, les membres du trio ont décidé de trouver 
un juste équilibre entre leurs activités personnelles et celle 
de l'ensemble. C'est ce qui a dégagé du temps pour que 
Medeski prenne part à Nova Express en compagnie de Joey 
Baron (batterie), Trevor Dunn (basse) et Kenny Wollesen 
(vibraphone). Du coup, il s'est rappelé quel genre de chef 
d'orchestre est John Zorn... 

«Comme tous les grands compositeurs qui gèrent des 
improvisateurs, il embauche les musiciens et écrit la 
musique en fonction d'eux. Autrement dit, il les utilise en 
fonction de leurs forces et de leur jeu. Donc, quand il 
compose, il sait comment on joue et il a une idée très claire 
de ce qu'il veut. Je ne dirais pas qu'on a de la liberté, mais il 
en laisse d'une certaine façon, car il nous donne des 
véhicules confortables et faits sur mesure pour nous 
exprimer.» 

The Concealed 

Outre Nova Express - une lecture musicale de l'oeuvre de 
William S. Burroughs que l'on pourra entendre jeudi -, 
Medeski participe à The Concealed. Ce concert aura lieu le 
lendemain avec la même équipe, augmentée de Mark 
Feldman (violon) et d'Erik Friedlander (violoncelle). On en 
sait moins sur cette proposition, sauf qu'une quinzaine de 
compositions seront associées à une image et à un texte de 
David Chaim Smith. 

«Je crois qu'il y aura de belles compositions là-dedans», 
commente Medeski, sans vendre la mèche. «Des trucs de 
Masada, des pièces solos, ce sera assez varié...» 

Ce qui est fascinant avec John Medeski, c'est de voir qu'une 
journée, il peut jouer avec The Word, au festival Bonnaroo, 
puis se retrouver ensuite seul derrière le piano dans une salle 
de concert. Il passe avec aisance d'un environnement musical 
à un autre de la même façon qu'il troque le Steinway pour 
l'orgue Hammond. 

«J'aime jouer avec les autres, être solo, diriger et, surtout, 
être en bonne compagnie, car je ne perds jamais de vue qui 
je suis. Je peux donc toujours être moi-même en plongeant à 
l'intérieur de ce que fait quelqu'un d'autre. [...] La musique 
n'a rien à voir avec un style ou une limite, c'est lié aux sons 
et à la créativité et ça peut prendre différentes formes.» 

Quatuor hardcore 

Preuve qu'il n'est pas à court d'aventures, l'artiste de 46 ans 
partira en tournée cet été avec Spectrum Road. Là, il 
donnera la réplique à Jack Bruce (basse, voix), à Vernon 
Reid (guitares) et à Cindy Blackman-Santana (batterie, 
voix). Un album est prévu pour le 5 juin. 

«Ça, c'est hardcore! C'est inspiré par la musique que Tony 
Williams a faite avec son Lifetime Band. Au départ, c'était 
un hommage, mais c'est devenu un groupe en soi. [...] Ce 
n'est pas de la musique qu'on écoute pour se reposer, ça 
repousse des limites!» 

À travers tout ça, Medeski ne perd pas de vue MMW, qui a 
lancé fin 2011 un live avec le guitariste John Scofield. Un 
autre, acoustique celui-là, pourrait suivre. Mine de rien, la 
bande célébrait l'an dernier ses 20 ans d'existence. Le 
pianiste est le premier à s'enthousiasmer d'une telle 
longévité, admettant qu'elle doit tenir à un... miracle! 

«On revient d'Europe, où on a rarement joué la même pièce 
deux soirs consécutifs, et c'était génial. On a déjà croisé des 
groupes où les gars ne se parlaient plus, ne se supportaient 
plus. Pour nous, au contraire, c'est toujours aussi plaisant 
d'être ensemble.» 

Pour tous les détails concernant le FIMAV, on consulte le 

site www.fimav.qc.ca
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Victoriaville Return: Recalling Bill Dixon 

 

 

Festival International de Musique Actuelle de Victoriaville 

Victoriaville, Quebec, Canada 

Festival des Musiques de Creation du Saguenay-Lac-Saint-Jean 

Sagueney, Quebec, Canada 

 

Later this week, I will return to the Festival International de Musique Actuelle de 

Victoriaville. I will make the long drive north, following the same path we took two years 

ago with Bill Dixon. So many memories are wrapped up in this trip, and I welcome the 

opportunity for the particular sort of meditation that a long drive alone affords. 

 

I will be joining Michel Cote and his Maikotron Unit for two performances. I first met 

Michel through Bill Dixon, when Michel joined us at the 2007 Vision Festival for the 

performance that became 17 Musicians in Search of a Sound: Darfur. 

Images of Bill Dixon at FIMAV 2010 by Stephen Haynes 

http://fimav.qc.ca/en/artistes/maikotron-unit-stephen-haynes-en/
http://fimav.qc.ca/en/artistes/maikotron-unit-stephen-haynes-en/
http://www.aumfidelity.com/aum046.html
http://1.bp.blogspot.com/-i3xWzuuXomA/T6--VUdUL3I/AAAAAAAAA5A/yPGTuR9VOwc/s1600/IMG_1524.JPG








Wadada Leo Smith will perform in the retrospective Ten 

Freedom Summers. Photo: Scott Goller 

THE SENIOR TIMES 
Victoriaville is home to innovation and improvisation  

Irwin Block 

May 2012 

With open ears and an open mind, you will find there is everything to love in the annual 
experimental and improvised music festival in Victoriaville that invariably features exciting and 
innovative performers. 

The big names this year, all from the U.S., would already make it worth the 160-kilometre trip, 
were it not for the equally attractive prospect of checking out all 19 varied concerts over four days 
in the peaceful, if not quite bucolic Victo setting. 

Free jazz, as varied as the impulses, inspiration and mindset of its performers, is the big calling 
card this year, edging out such more extreme genres as ear-splitting Noise that gave previous 
editions a different flavour. 

Topping the list is saxophonist/composer John Zorn, New York founder of the pioneering Tzadik 
record label, who will be leading two groups on May 17 and 18 at 10 pm. The hockey coliseum will 
be set up cabaret style with tables and chairs, a bar, and draped on two sides with new art. 

Zorn, who in 2006 won the McArthur Foundation’s Genius Award—$100,000 a year for five years—
leads an all-star group, very much part of the Tzadik family, in Nova Express, fashioned around the 
1964 novel by Beat writer William Burroughs. 

 
The work, performed for the first time, combines 
Burrough’s technique of cutting up texts in 
fragments, then reassembling them with hard-hitting 
Ornette-Coleman-style ensemble delivery. You can 
easily set that information aside and just listen and 
enjoy as Zorn directs drummer Joey Baron, electric 
bassist Trevor Dunn, pianist John Medeski and 
vibraphonist Kenny Wollesen. ($38) 

On Friday night, Zorn adds violinist Mark Feldman 

and cellist Eric Friedlander to his crew to play The 
Concealed, another world premiere. Zorn will lead 
and narrate 15 pieces, linked to an image and a 
short text reflecting various mystical traditions, as 
selected by mystic/artist David Chaim Smith. Zorn says the music, in various ensemble 
combinations, will be in the tradition of his Masada works. ($42) 

Trumpeter Wadada Leo Smith will be performing and leading an all-star ensemble on Saturday, 10 
p.m., in his musical retrospective called Ten Freedom Summers, inspired by the heroic figures who 
risked their lives in the American civil rights movement from 1954-64 to end official segregation 
and endemic discrimination. Videos will accompany pianist Anthony Davis, drummers Susie Ibarra 
and Pheeroan AkLaff, and bassist John Lindberg. ($36.) 

On Sunday night, pianist Muhal Richard Abrams, a co-founder of the influential Chicago-based 
Association for the Advancement of Creative Music and free jazz pioneer closes the festival. 
Abrams, with saxophonist Roscoe Mitchell and trombonist George Lewis, will be performing an 
improvised concert. These musicians know each other so well and have played together so often 
that they have developed a common language. ($36) 

There are other plenty of other veteran and local emerging voices among the performers worth 
checking out. The full lineup is available at fimav.qc.ca. Packages include $105 per person for 
concerts at 8 and 10 pm and overnight stay (double occupancy) at le Victorian Hotel. A festival pass 
to all concerts is $325, and there are various other discount packages. 1-819-752-7912. 

irblock@hotmail.com  

http://theseniortimes.blogspot.ca/2012/05/victoriaville-is-home-to-innovation-and_06.html 
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FIMAV 2012 : Mise à jour ! Programmation complète! 
par DOUZEPOUCES le avr 4, 2012 • 10:10  

 

La programmation complète du 28 Festival de International de Musique Actuelle de Victoriaville est maintenant 
disponible! 

En première mondiale : 
JOHN ZORN (États-Unis) – Nova Express et The Concealed 
MAÏKOTRON UNIT / STEPHEN HAYNES (Québec, États-Unis) 
JEAN-PIERRE GAUTHIER / MIRKO SABATINI (Québec, Italie) – Le temps qu’il faut perdre 
ENSEMBLE SUPERMUSIQUE (Québec) – Bruit court-circuit 
VROMB / LUCIEN FRANCOEUR (Québec) 
BILL LASWELL / RAOUL BJÖRKENHEIM / MORGAN ÅGREN (États-Unis, Finlande, Suède) 

Installations sonores : 
ALEXANDRE BURTON (Québec) – Barbotons (ensemble) 
JEAN-PIERRE GAUTHIER (Québec) – Asservissement 
JONATHAN VILLENEUVE (Québec) – Sérénade 
MATHIEU GOTTI / MATHIEU FECTEAU (Québec) – Jeux sonores 

Première Nord-Américaine : 
MILES PERKIN QUARTET (Canada, Québec, Angleterre, France) 

Première Canadienne : 
MARY HALVORSON QUINTET (États-Unis) 
JOE MORRIS / MIKE PRIDE / JAMIE SAFT (États-Unis) – The Spanish Donkey 
WADADA LEO SMITH (États-Unis) – Ten Freedom Summers 
COPERNICUS (États-Unis) 

Première Québécoise : 
PHIL MINTON (Angleterre, Québec) – Feral Choir 
MATANA ROBERTS (États-Unis, Québec, Canada) – Gens de couleur libres 
MUHAL RICHARD ABRAMS / GEORGE LEWIS / ROSCOE MITCHELL (États-Unis) 

Tous les détails sur leur site : 
http://fimav.qc.ca/ 

_____________________________________________________________________________ 

 

KYQ FM : http://www.kyqfm.com/index.php?option=com_content&task=view&id=19597&Itemid=47 

Installations sonores du FIMAV 

Ecrit par Hugues Laroche 

Vendredi 06 Avril 2012 à 09:45 

Pour une 3ème année, le Festival de musique actuelle de Victoriaville revient avec une série d’installations 
sonores accessibles au centre-ville de Victoriaville. Le responsable du projet, Érick Dorion a choisi d’orienter ses 
choix vers le thème de l’heure, un thème au cœur de notre région, le recyclage. Ainsi, six artistes du Québec 
concevront et installeront autant d’œuvres sur un circuit allant du GRAVE à la bibliothèque Charles-Édouard-
Mailhot, en passant par l’Hôtel de ville, la vélogare, la piste cyclable et le kiosque à musique. Les œuvres choisies 
donnent une impression de simplicité dans le mécanisme de la fragilité de l’objet. Sous cette apparence se 
cachent des systèmes complexes, développés par des artistes soucieux de faire participer les visiteurs à 
l’expérience sonore. Les visiteurs pourront découvrir les installations de la Vélogare et du GRAVE, entre le 11 et 
le 20 mai, et les autres du 15 au 20 mai. L’an dernier, les gens se sont déplacés en grand nombre et ce sont 11 

000 visiteurs qui ont vécus, entendus et vus de l’art d’avant-garde. 

http://douzepouces.com/wordpress/?p=5995
http://douzepouces.com/wordpress/?author=1
http://fimav.qc.ca/
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Wadada Leo Smith to release Ten Freedom Summers 
 News 
 Featuring: Wadada Leo Smith 
 Links: adagio.calarts.edu 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Wadada Leo Smith is releasing Ten Freedom Summers, a 21 part work based on the American 

civil rights movement. The work centres around the ten years between the US Supreme Court's 

1954 decision to end segregation in schools and the Civil Rights Act of 1964, and is formed of 

three 'collections': Defining Moments In America, What Is Democracy?, and Ten Freedom 
Summers.  

 

The work is partly inspired by August Wilson's Pittsburgh Cycle of ten plays. "I own all ten of 

Wilson’s plays and have studied them over the years,” says Smith. “Much like Wilson, what I’m 

trying to do is give a full impression, show the psychological transformation that America 

achieved. Each piece has its own motivation, and what ties it together is the psychological 

thread." 

 

Ten Freedom Summers will be released as a 4CD set this spring via Cuneiform, and was 

premiered across three nights in October last year at Los Angeles REDCAT (although the CD 
release is not a recording of the premiere). It will be performed again on 19 May at the Festival 

International de Musique Actualle de Victoriaville in Quebec. Watch a video of Wadada Leo Smith 

introducing the work below, and read more here. 

 

Photograph by Jeremy & Claire Weiss 

http://thewire.co.uk/articles/news/
http://thewire.co.uk/details/artists/?artist=4580
http://adagio.calarts.edu/~wls/pages/ten_freedom.html
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Wadada Leo Smith – 

uncut 

Issue #312 (February '10) | In Writing  
By: Phil Freeman | About: Wadada Leo Smith 
 

Phil Freeman: How did you first 
meet Anthony Braxton, and how did 
you start working with him? 
 
Wadada Leo Smith: I met him in Chicago. 
I had been referred to him by another 
fellow I met in the Army, I guess when 
they were stationed in Korea or 
something. I had a phone number, and 
when I got to Chicago I looked Braxton up 
and we started immediately making a 
connection. 
 
What was the common ground, do you 
think? 
 
The fact that we were both in the AACM, 
and we were both looking at ways at that 
time of how to get our music out, because 
this was 1967 and very little had 
happened at that time. We had yet to do 
3 Compositions of New Jazz; that was 
later in the year. It was a mutual situation 
where I understood things he was looking 
for and he checked out some of the 
things I was looking for. 
 
I don’t think – I know I wasn’t thinking 
stylistically at all about any of these kinds 
of music. When I came to Chicago I had 
already composed a pretty good body of 
work and already begun to understand 
music without metrical progression or 
modulation. And I was never, ever 
working in a harmonic sphere where 
harmonic progression was important. And 
you look at Braxton, he’s working just the 
opposite, he was looking at how you 
make creative music with those 
connections. And I was not so much 
interested in that part of it as a way of 
making music. I always looked at how 
you make music without all those things 
everybody has inherited. 
 
A lot of AACM work seems to utilize 
space and silence more than the 
aggressive free jazz that came from 
New York. Can you talk about that? 
 
The piece with the vocals on it and also 
‘The Bell,’ those two have the most 
space. I would say that space was a very 
important component, still is. Most people 
have kind of crowded their musical 
contribution into narrow spaces, but 
space is still a very important component 
of my music and a lot of the AACM 
people. And by space we don’t mean just 
horizontal space, we’re talking about 
vertical space and lateral space. 
 
Could you explain that in a little more 
detail? 
 
Okay, vertical space has to do with the 
relationship between low and high notes. 
Not necessarily anything to do with 
chords, but the intervallic range. And 
horizontal of course is about linear form, 
going from section A to section B or from 
one type of movement to another type of 

movement. But the lateral one has to do 
with how you make music that suggests 
you’re moving upward but also moving 
forward. That’s the lateral one. That’s a 
great illusion, just like those illusionists 
who make you think they’ve vanished into 
space. They don’t really vanish into 
space, but the way they’ve concocted the 
illusion they convince you they’ve 
vanished. Lateral space does the same 
thing. At the same time it gives a forward 
trajectory and an upward one, and if 
you’re coming from the other direction, a 
backward trajectory and a downward one. 
But the most important thing is not 
necessarily the direction but what 
happens inside that direction. Most of the 
music coming out of the evolution of the 
’60s into what we have now – every 
performer or instrumentalist has a 
responsibility to contribute to that space 
in both positive and negative ways, and 
by negative I mean by applying not 
necessarily the activity of his music but by 
utilizing silence. Because up until the 
early ’60s, before the evolution came in, 
most people were looking at how you 
make a version of music that has 
something to do with playing and how you 
make your contribution within the context 
of a solo. That’s not a multi-dominant 
music, that’s music where one line is 
dominant and every other line is 
subservient to it or at least plays a role 
that doesn’t eclipse or intercede against 
that solo line. It’s important to talk about 
how one utilizes the form. 
 
The AACM artists seem to have 
released a lot of solo horn albums – 
was that something you all discussed 
as important, and what do you see as 
the importance of solo releases? 
 
To make solo music, the tradition goes 
way back. It doesn’t start with us. Before 
we did it, Monk did a lot of solo music, 
and James P. Johnson all those piano 
players. But with the advent of wind 
instruments…The incentive is this. It’s 
almost impossible to think about being a 
complete artist without having this 
capability of performing solo, in 
ensemble, and orchestral formations. But 
the real incentive is that you learn a lot 
about yourself when you play solo music. 
And it, by the way, it’s not absent of 
anything. Solo means just what it says, 
alone. And usually people say they’ll 
imagine what the bass would be doing 
while you’re soloing, and I’m quick to tell 
them that they were somewhere else. 
They were not at that performance. 
Because focusing on a solo requires the 
same kind of energy as focusing on an 
ensemble. It’s just that the ensemble 
gives you a multiplicity of things to look 
at, while a solo gives you this intense 
involvement that amounts to the same 
thing. I’ll give you an example. Five you 
listen to an ensemble and focus on one 
instrument from top to bottom of the 

piece, whether it’s three minutes or five 
minutes. It’s very difficult. One would find 
it difficult, because the solo presents the 
same kind of awareness that the 
ensemble asks you for. 
 
It can be just as difficult to follow a 
solo performance as a group 
performance, but don’t the additional 
instruments provide a larger context 
for what the soloist is doing? 
 
It does provide a larger context. But 
following a solo is just as difficult as 
following a single instrument within an 
ensemble. The effort that it requires – it 
requires a constant focus, whereas with 
an ensemble you can drift back and forth 
and go over here and go over there and 
hear the whole thing. So the solo requires 
more effort, or just as much effort. 
 
Playing in an ensemble you have this unit 
[and] you’re only responsible for a portion 
of the music. Even if you are the 
ensemble leader or director, you’re still 
only responsible for a portion of the music 
as it is being performed. Whereas if 
you’re a solo, you’re responsible for all of 
it. So it’s a very different kind of 
responsility, the burden of putting it out is 
much larger than playing within an 
ensemble. There’s very few people that 
have put out solo records. There have 
been economically, but I’m talking about 
within the context of highly developed 
solo music. I’m not talking about the 
average guy who gets out of high school 
or college and feels that he wants to 
present a solo CD, because he don’t 
have the money to hire somebody. 
Playing solo has nothing to do with 
economical possibilities, it has to do with 
the material, and what the artists wants to 
reveal. 
 
In the early ’70s, you started the Kabell 
label to release your own work – why 
did you make that move? 
 
Well, essentially the main reason was to 
try and control the output that I was 
doing. The other reason was to mark the 
different types of research I was going 
through and the way that was being 
developed. I wanted to document those 
areas I was exploring at that time. The 
documentation was a very important part 
of it. It wasn’t to make money or 
something like that, although that’s not an 
impossibility, because money could be 
made on records at that time. 
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So the business aspect wasn’t really a 
big part of your thinking? 
 
I don’t think it plays any part, because for 
example I could not compete with large 
record companies. You cannot compete 
with newspapers and magazines and 
things like that. But what the artist does is 
they are able to present their music and 
make evidence of their own existence on 
the planet, and that’s a much higher 
calling than the economic. To me that’s 
the most important part of it, that you 
leave a legacy of information whether the 
times are right for that information or 
individuals are interested in that 
information. Some day they will be. And 
we know that because we can look back 
through history and find many, many 
examples of this type of new information 
that was put down a long time ago and 
they didn’t have the courage to look at it. 
Whatever you do, it means something. 
The Prophet Muhammad said that if all of 
creation was going to end in a few 
seconds, if you have a chance, plant a 
tree. 
 
The writer Isaac Asimov said if he 
knew he had only a few minutes to 
live, he would type faster. 
 
Exactly. You don’t stop typing, you work 
and when the planet goes away you go 
away with it. 
 
How did the Creative Construction 
Company arise out of your work with 
Braxton and Leroy Jenkins? 
 
That group came together out of a 
concert that was being presented in New 
York. Braxton and Jenkins and myself 
had just come back from Europe and 
someone was trying to present us in New 
York. That group came together to play 
that event and wound up playing three 
events all together, two in New York and 
one in Boston. That was it. Some groups 
have the potential of lasting longer and 
others don’t. I can say this – rarely, if you 
look at history, do collectives last long. 
They last for a brief moment. There are of 
course exceptions like the Modern Jazz 
Quartet and the Art Ensemble, but there’s 
not a ton of them. 
 
How did the New Dalta Akhri group 
form, and why were there relatively 
few records by the group? 
 
We made Reflectativity and we made 
Song of Humanity and we made Spirit 
Catcher and Divine Love and what else. 
That’s probably the apex of that band. We 
made a number of documents under the 
name New Dalta Akrhi or just under the 
name Leo Smith, but it was the same 
concept. The concept of that group was 
to begin to understand the rhythm music 
concept, which later became part of the 
Ankhrasmation system. That band quite 
frankly was the first band that began to 
introduce a clear idea about systemic 
music coming from my point of view. It 
was primarily involved in understanding 
how to use systems in making music, and 

it had a pretty good format, but we 
rehearsed every week, looked at a lot of 
music. Some of it was performed, some 
was just rehearsed. One might say that 
New Dalta Akhri was the first laboratory 
for what I was looking at for musical 
languages. 
 
Do you think the loft jazz scene 
represented a major stylistic change 
from the avant-garde of the ’60s 
toward a more introspective music? 
 
I believe there was a change, yeah. I 
think that if you look at the way the music 
had evolved, there was a drastic shift 
coming out of the post ’60s energy music 
to a much more systemic music, which is 
what I was looking for and was interested 
in. Systemic music meaning you had a 
reduction of energy and an 
implementation of more elements that 
were akin to concepts, systems and 
language. And if you look at the music I 
produced during that period – Divine 
Love, for example – the music on that 
record represented that shift away from 
the energy field of playing music to the 
kind of systemic, thematic ways in which 
you could manifest the creative process. 
 
The biggest problem with the loft music is 
that it didn’t last long enough, and the 
people that started the loft scene and 
participated in the loft scene, they kind of 
just stopped, and I think they stopped 
because basically they got a little bit of 
press and they figured maybe we could 
do this thing the normal way that other 
people do it. They should have taken the 
loft scene as the foundation for building 
new kinds of institutions, where the music 
could be played. But that was not 
achieved. There’s a lot of failure of things 
that happened in the ’60s that could have 
made the conditions for music to day 
much different. But those failures – they 
didn’t build institutions. And institutions 
are the only things that really change the 
environment. If you go back to the 2008 
election, if Obama had tried to do the 
same thing that his predecessors had 
done and run with the same presence, he 
would not have won. So he built a 
different way to run for office. He had a 
new approach to raising money, building 
coalitions, and the notion of how you 
present this idea, like incorporating young 
people into the process. That had never 
been done before. So he built a new 
political system that will become an 
institution, because he raised so much 
money. People will build off it. I think we 
could have done the same thing, and if 
we had formed any kind of coalition with 
other parts of the music it would have 
made a big difference. 
 
You’re a teacher in addition to being a 
bandleader and many of your groups 
feature players much younger than 
yourself, so where is the line between 
teaching and bandleading, and how 
permeable is it? 
 
Well, let me say it this way. Every 
ensemble leader has built a worldview 
which they take part of. And this 
worldview, this utopian environment in 
which you create and develop and 
present this music, is a perfect laboratory 
for any kind of new ideas. So the 

ensemble is the perfect forum for 
discovery. It’s utopian, it’s run generally 
by one person and one person’s view of 
what it is the ensemble should be 
engaged in, and people work in the 
context of that. Now in my ensembles, 
because of the languages and systems 
we use, every rehearsal is a process in 
which we try to establish new information 
and redefine old information – that is, 
information we already have. So it’s a 
perfect environment for that. And young 
people, they are the future no matter how 
you look at it. And some of us just happen 
to be older. It’s not really a big deal. But 
most of the bands I have put together 
involve people who have their own 
ensembles, which is one of the 
requirements to be in my ensemble. 
Because if you know how to run your own 
ensemble, you have a clear head about 
how ensembles function, what the role of 
individuals in an ensemble is, and how to 
relate to the music. 
 
The Golden Quartet’s membership 
changed completely between the first 
and second albums, yet retained the 
name. How did the initial lineup come 
together, and why did it change? 
 
That happens. Look at the Duke Ellington 
Orchestra. It was called the Duke 
Ellington Orchestra all the time, and look 
how many members changed. Lots of 
them. So that means that the Duke 
Ellington Orchestra or the Golden Quartet 
is a concept. It’s an idea about an 
ensemble, and that idea is fixed in some 
kind of ways based on the conceptual or 
spiritual or economic or philosophical 
views of the person that sets it up. so it 
can change. When I made the Golden 
Quartet, when I made the Silver 
Orchestra, and now I have Organic, I 
intended all these ensembles to run 
concurrently with each other and if I need 
to make changes here or there, I make 
changes. 
 
What can you tell me about the 
recording of America, the duo album 
with Jack DeJohnette? There are 
relatively few trumpet-drums duo 
albums out there – how did it come 
about? Was it recorded in 1979 or 
more recently? 
 
There’s Don Cherry and Ed Blackwell, 
which is probably the most famous; there 
are not many, but I have three. I have one 
with Gunter “Baby” Sommer, a German 
guy, I have one with Adam Rudolph, 
which is hand drumming and percussion, 
and I have the one with Jack. It’s an 
unusual format, but musically it’s very 
rewarding. There’s a lot of space in it. 
There’s lots of things you can do. You 
can pull back, you can push forward, it’s a 
very beautiful format. If you have specific 
reasons for the ensembles and they take 
on an entirely different occasion. A 
possibility for really high achievement. 
That duet, America, looks at the political 
aspect of America but it goes back to 
1964, and the idea of 1964 is that it was 
the first time that African-Americans were 
able to effectively achieve in any of the 
political parties. Before that we were not 
in the Democratic or Republican parties. 
But Fannie Lou Hamer and other 
courageous people went to Ohio and 
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fought against Humphrey and all those 
other people. They were smart enough to 
use the press in their favor, which had 
never been done before by people 
speaking for inclusion. So America’s 
about that, which is a really fascinating 
story, that 1964 Democratic convention. 
Fannie Lou Hamer was a Mississippian.  
 
It was originally supposed to be 
recorded for ECM years ago, right? 
 
Somewhere around in there, but the 
project itself was only – it never came to 
fruition, so the music was never written 
for that ensemble. When this ensemble, 
when John Zorn and Tzadik decided to 
put this project out, I immediately started 
working on the music. Because this 
project was offered to ECM first, it was 
offered to Black Saint then, and none of 
those efforts bore fruit. Black Saint are 
adventurous, but I think the thing had 
something to do with economics. 
 
Your new album has a lot of guitar 
players on the second disc, and 
obviously you’ve got the Yo Miles 
group with Henry Kaiser and your 
work with John Coxon and Spring Heel 
Jack – what about the combination of 
trumpet and electric guitar strikes 
you? Is it something that goes back to 
R&B, before you started playing jazz? 
 
Most of the musicians I heard when I was 
younger were guitarists, but more than 
that, Organic originally had two 
keyboards, one guitar, one bass, one 
drummer and trumpet. But the year 
before that, we did three festivals in 
Europe, and after that was done I decided 
I was trying to get a different sound than 
what I had with the two keyboards. And 
the sound I ended up with was strings 
and percussion. So I got two basses, one 
electric and one acoustic but processed 
and amplified, the cello and four guitars. 
Right away that’s seven string 
instruments. The focus was, yes, what 
the guitar sounds like, but the ultimate 
focus was I wanted to create a string 
ensemble, or an ensemble where strings 
dominated, with just two outside 
instruments that have a different 
character, the drums and me. So I chose 
guitar players that are very unique and 
individual. Michael Gregory, there’s 
nobody that sounds like him. Brandon 
Ross, an entirely different way of playing 
guitar. Nels Cline, just fascinating the way 
he makes elements that sound rockish 
but aren’t really rockish, that sound jazz 
but aren’t really jazz. And I bring in my 
grandson Lamar on two pieces, which 
gives us a four-guitar format. 
 
How did the Yo Miles group come 
together? During the 1970s you were 
doing something very different from 
that, so what about Miles Davis’s 
1970s material interested you?  
 
What made it interesting to me was the 
possibility of doing it in a way that it would 
be different. And by different I mean that 
we would try to create real music around 
the concepts and systems utilized by that 

Miles electric band. And when you do that 
you come up with something different 
than a project that’s trying to sound like 
the older band did and use the same 
principles. We used the same themes but 
with a much freer concept than Miles or 
anybody else used at that time. What’s 
interesting about the Yo Miles band is 
that it didn’t have too much of a 
performance life. It played maybe four 
times in its whole career and recorded 
three double records. Six records, three 
doubles. So we have more records than 
we actually had live performances. And I 
think that had great potential for 
performances, but could never get 
together for performances. We had 
several offers in Europe and a couple of 
places in America, but never played 
anywhere else but in San Francisco. That 
was the reason that band folded, was that 
it never played anywhere. 
 
It seems like with each release there 
were more originals and fewer 
interpretations. 
 
Basically the first record had only one 
original, and those interludes that I did 
were all original music. And the second 
and third were made in four days, at one 
of those recording live-in places in the 
Bay Area, we made a CD a day basically. 
I went there with a notebook full of music 
because I had just gotten through 
recording with Thomas Mapfumo, and 
Kaiser was on that as well, and I went 
directly from there, came home, took a 
short break and was off on this other 
journey. So when I went up to record I 
carried a notebook full of music. We 
exhausted the notebook. We exhausted 
the time. 
 
What kind of connection do you feel 
with Miles Davis’s playing and style? 
 
The thing you have to understand about 
Miles Davis is that his music, meaning his 
trumpet playing and also his compositions 
and the way he ran the ensemble was 
entirely different from what had taken 
place before on the planet. He brought 
more of a fresh awareness inside the 
music than most people did. And he also 
experimented in a different way than, say, 
Ornette Coleman or Cecil Taylor. His 
experimentation went the other way. He 
experimented with the addition of 
modern, newly discovered instruments 
like the Fender Rhodes and different 
kinds of piano things that were being 
invented at the time, that Herbie and 
those guys played. So his musical 
evolution was much larger than most 
people’s, and that’s kind of understated.  
 
Speaking of experiments, tell me about 
Luminous Axis, the album you did with 
the laptops. 
 
Basically it had laptops and I think three 
duets with Ikue Mori and I. But, see, my 
idea of electronic music is very different 
from most. For example, most of the 
electronic music out there that’s being 
produced and performed by people who 
build circuitry and patch these things 
through. I gave everyone scores that I call 
Ankhrasmation scores. Those connected 
computers, performers and me – 
instrumental performers like drums and 

trumpet – and that connection made it so 
that the ensemble, the practice of the 
computer artist was completely reversed, 
completely changed. It brought them into 
a visual contact with another object and 
that object had to be referenced and 
created in a certain way. It’s useful to find 
other areas of working in than you’re 
used to. So Luminous Axis was a very 
important project for me. It gave me the 
chance to make one composition, and 
that’s what it is, one composition that has 
I forget how many panels, something like 
12 or 14 panels, where it was distributed 
throughout the ensemble in different 
ways. Sometimes you use the same 
score to create different music. So I 
recorded all this stuff and then in the 
post-production I did it exactly like a 
filmmaker would do. I reviewed all the 
material, I made a score for myself how I 
was gonna organize it and then I set 
about constructing the piece. It’s a piece 
that’s constructed by and large in post-
production.  
 
How would you compare that to 
working with Spring Heel Jack? 
 
Essentially, working with Spring Heel 
Jack, they had stopped the 
bass/drum/guitar/computer music they 
had been doing, they had moved into 
connecting with improvisers. That’s how 
they connected with me. 
 
Was it easy to communicate concepts, 
given the difference in your 
background and theirs? 
 
I don’t know exactly how they saw it, but 
for me, I don’t believe that musicians can 
be made. Don Cherry took a lot of 
amateurs and made great music from it. 
Background, maybe it’s important in 
some contexts, but not always. Spring 
Heel Jack, the fist one and the second 
one we did, it’s all based around 
improvisation. Some of the material would 
be pre-taped, like there would be a 
soundtrack we’d listen to and play over, 
but it was all improvisation. There were 
no notes to learn or stuff like that. But the 
experience was good. I enjoyed working 
with Jon and Ashley. In fact, that whole 
scene of different British players, I 
enjoyed it. 
 
Obviously you’ve had a very 
productive relationship with John Zorn 
and Tzadik – what can you say about 
that? How do you decide whether a 
project is suited to Tzadik or to Pi or to 
Cuneiform? 
 
Right now I’m mostly working with 
Cuneiform, and the reason is there, it’s a 
much… I’m able to maintain the masters, 
to control and keep them, it’s leased to 
them, and with Pi, I haven’t worked with 
Pi in quite a few years. Tzadik has a 50 
percent profit sharing relationship, which 
is a much different idea than control of 
the product. It’s kind of a quasi-
partnership. This is a real interest for me, 
control of the product and leasing it. 
Cuneiform, these guys work very hard. 
They’re very aggressive in getting their 
products out there, and I like the way they 
work. 
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Would you say there’s a core 
philosophy behind your music – 
something that’s a common factor 
throughout your discography? 
 
No matter what instrumentation you use, 
the whole layout of one’s thinking 
musically involves the notion of a sense 
of bringing out everything that’s in you. 
And in my philosophy, if you think of the 
idea of non-metrics, the idea of breaking 
every possible notion of sound and 
configuration into two ways of looking at 
sound. One is as a long sound and a 
short sound, these are like the physical 
characteristics of how I think about music. 
For example, if I have a figure that has 
four short sounds in it and one long 
sound, I can bracket that sound in a 
framework that says five sounds per 
grouping. Now what that gives me is the 
ability, whether I’ve got two people in the 
ensemble or ten, it gives me the 
possibility of two different ways of 
expressing it or ten different ways, and 
still having it come out right. So that’s one 
of the things, is to break it down so it has 
two kinds of notions about duration or 
articulation – it’s long or short sounds. 
And out of that simplification, I can make 
stuff either longer or shorter or faster. So 
that’s a nice beginning way of how to 
think about it. 
 
Talk to me about “The Burning of 
Stones,” the track from Spirit Catcher 
with the harps. 
 
The first thing that was fascinating for me 
about that was the notion of threes. If you 
look back at Spirit Catcher and Divine 
Love, they’re like months apart. And on 
Divine Love there’s a piece for three 
muted trumpets. Lester Bowie, Kenny 
Wheeler and I play on it. And this piece 
was written right around the same time, 
either just before or just after. But the 
three harp idea – I wanted to make it so 
that three harps gives me the possibility 
of having pulse in the rhythms, where 
whatever pitch they play, because you 
have to pluck the harps the same way as 
striking a drum, because there’s three of 
them I have three levels of rhythmic stuff 
crossing each other. And depending on 
the beginning and the end of the figure, I 
have this notion of contact in short and 
long relationships. Let’s say one harp has 
six notes in a figure, the next harp has 
three, the last harp has nine. And each 
one as they start the figure, depending 
how it lines up, one may be before the 
other one or may be going afterward. So 
I’ve got three crossing figures. And the 
sound was the other implication. What 
does the harp sound like? Not like a 
piano, not like a guitar, not like anything. 
So to have three of them, I’ve got this 
massive flow of figures crossing each 
other, to me that was a fascinating point. 
And when you look across the literature in 
Western music, you don’t find pieces for 
three harps. Neither do you find pieces 
for three trumpets, at least not at that time 
in the 1970s. There was a guy who had a 
trumpet piece for four trumpets but they 
were using a trumpet mute, not a Harmon 

mute. So when I looked across for any 
kind of similar reference for those kinds of 
instrumentation, I didn’t find them. And 
the other thing that makes both of these 
pieces so wonderful for me is that the 
trumpet parts for both of them are 
completely improvised. The three 
trumpets, they’re not free improvisation, 
but they’re improvised based around my 
Ankhrasmation language. The whole 
piece is based around my Ankhrasmation 
figures. And with the three-harp piece, 
there’s no line written for the trumpet. The 
trumpet simply plays its material over the 
tops of those bars and page that the 
harps are playing on. The three-harp 
piece, if you listen to [both takes] back to 
back you can hear how different they turn 
out to be. The harp music is the same, 
but the emphasis and how it flows has 
changed from the other piece and their 
attacks also change. I was surprised by 
that. Not in a bad way, in a good way. 
The harp parts are completely notated, so 
you would think they would come out 
roughly the same, at least close, but they 
come out with the attacks all different. We 
don’t count ’em one-two-ready-go. 
There’s no count-in. When I say non-
metrical, that means that you don’t ever 
have to count either collectively as one 
count equals one, you count your own 
stuff in the context of the way you play it 
based on the figures and not based on a 
centralized count or a centralized beat. 
That’s because of the configuration, and 
you can feel quite different energies on 
there, if it’s faster or slower or the next 
version. 
 
What do you see as the common 
threads linking the two discs of your 
new album? 
 
I deliberately paired them in the way I did. 
“South Central L.A.” I put last on the 
quintet disc, and first on CD Two, with 
Organic. The reason I did that is I wanted 
to make it a complete forced issue 
regarding the listener. So that if I did have 
a serious listener that would sit down one 
day and listen to the first CD from 
beginning to end, and start immediately 
with the second CD, and listen to that to 
the end, if I had a serious listener who 
brought to that project the clear intent of 
finding out what I meant as a composer 
and performer, they would meet those 
two pieces back to back. Because when 
you listen to it one day, and then the next 
day, those two pieces – you know, it’s the 
same piece but it doesn’t make the 
impact it would if you listened back to 
back. And the same thing if you listen to 
the ensembles. The ensembles are very 
important. The quintet and then the 
septet/octet, because I fluctuate between 
seven and eight players. That makes the 
difference. Organic is essentially strings, 
and electric strings at that, and the other 
ensemble is more classic with strings, 
bass, wind instrument and drums, you 
see. So the impact would be swiftly felt if 
one did that. And when I did it, I was 
amazed how different the two ensembles 
sounded and how different the music felt 
from each one. For example, in Organic 
playing the same piece, it felt like it had 
so much depth in terms of the width of the 
sound. If you could stand the sound on its 
side it would go from the floor to the roof 
of the house. And all the space between 

the floor and the roof is filled in. That 
amazed me, and I thought that was 
wonderful. And when I listened to the 
quintet, if you placed it on its side, it 
would have that same kind of vertical 
depth but not be completely filled in. It 
has more vertical space in it, and things 
move across either singly, like one 
instrument makes its way through, or 
instruments pop up and down in there. 
Whereas with Organic, it’s just a grid that 
all the space is filled and every instrument 
is not competing but utilizing that grid as if 
they were the only instrument in the grid. 
 
Yeah, there are moments that are 
pretty overwhelming. 
 
It is overwhelming in a lot of ways, 
because when you’ve got three or four 
guitars and they’re like Michael Gregory 
and Brandon Ross and Nels Cline and 
Lamar Smith, when you’ve got them in 
there, you say wow, and then you think 
you’ve been amazed, but then you’ve got 
Skuli [Severinssen] and John Lindberg 
and Okkyung Lee. And then you have to 
say ‘Wow, this string ensemble is 
nothing.’ And then you think you’ve 
reached the peak of your realization, and 
you still have left out the drumming. And 
that smashes you right up against the 
wall with patterns that’s got space in 
between them, looped together, making 
some kind of a notion about patterns but 
not straight-out patterns. So it does have 
an overwhelming effect, for me as well. 
 
How would you describe your 
approach to rhythm, generally? 
 
The major question is, since the recording 
‘The Bell,’ I discovered that rhythm could 
be organized as proportional and not 
metrical. And what I found out, this goes 
back to that thing about long and short, I 
found that if I could group a set of figures 
into an idea of long and short, and I had 
six sets of them which turned out to be 
twelve different kinds of rhythms, and 
then I organized a relationship between 
each set, between a single set and 
between each of a set, that I had stepped 
on something that would be profoundly 
useful. ‘The Bell’ was composed on a 
Saturday morning at my house in 
Chicago, and later that day at the AACM 
building where we would often meet and 
perform and discuss, I had the 
opportunity of putting it into practice to 
see how it worked. And I didn’t know at 
the time they were rhythm units or that it 
would have such an impact on my music, 
I simply knew that I was struggling hard to 
find a way how to verbally contextualize 
what I was trying to do in these figures. 
And the rhythm units gave me that idea. 
So this long and short – let’s say each set 
has a long-short relationship out of all six 
of them. And the first one, the first figure 
in there which is the white one with the 
stem coming from the left side and the 
beam going over the bar to the right, that 
one is the long relationship, and you see 
that connection in all six of the sets. And 
the second part of the rhythm unit is the 
black note head with the stem coming up 
from the left, beam moving across to the 
right. That’s also in every set but with 
some other graphic figure that precedes 
them, same with the white one, so that 
each set looks the same but has 
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[something] on them. The long note, 
whenever it’s performed in an actual 
piece of music, you always hear silence 
between. And that silence in between 
equals the relative value of how long that 
note was before. If it was two beats, you 
can give something like two beats of 
silence. You’re not dealing with beats, but 
I use that as a way of explanation. And 
then the second one is the same thing, 
but the silence is shorter. So each unit 
has an a and a b part to it. So what you 
end up with is a long unit sounding, a 
silence unit in between, another long unit 
sounding that’s roughly half what the first 
unit was, and then a space of silence 
equivalent to that half. So what you end 
up articulating physically is the a and b 
part of the unit, and the other part is 
imaginary, the long silence and the short 
silence. Four components being used in 
each unit. Two silent as extra figures. So 
that was the key. And then the second 
key is the performers never ever have to 
memorize what the noise-silence 
relationship is in any given rhythm unit, or 
remember which figure was the longest 
when they played it last. Because 
whenever you come to a rhythm unit 
figure in that piece of music I composed, 
its relationship is always long and short. 
So that means you can keep the creative 
impulse in you while playing without 
breaking your creative strand to figure out 
was the last one long or short. That’s not 
the issue. If a new unit comes up and 
there’s two of them or three of them 
together, or just one more new one, 
you’re gonna play it with the idea that it’s 
either long or short. 
 
I was on a press conference with Max 
Roach maybe 33-35 years ago in Italy, 
and a couple of other guys like Reggie 
Workman was on there, and I was being 
asked about this rhythm units concept 
and Ankhrasmation and I talked about it, 

and Max Roach got excited about it when 
I showed him what the rhythm units 
looked like. At that time they looked like 
eighth notes, regular Western eighth 
notes, but when I began to teach it I came 
into too much conflict with people trying to 
play them as regular eighth notes, so I 
completely changed them. I changed 
them to look like they were a white note 
head with a stem coming from the left 
side, or a black note head with the stem 
coming from the left side and the beam 
going toward the right. So Max Roach got 
really excited and said ‘Wow, this is 
exactly the way you make a new system 
by starting with eighth notes.’ And he was 
referring to the way bebop was 
constructed. And I had often thought of 
bebop as being eighth-note music. And if 
you look at a lot of the scores coming out 
of that genre, or if you look at Anthony 
Braxton’s quartets that had the swing 
idiom, you see the same thing about this 
notion of bebop being an eighth-note 
music. So he said I was on the right trail, 
which excited me, that someone like Max 
Roach who was a rhythm master, would 
think that my Ankhrasmation rhythm 
music idea was the right direction.  
 
You don’t seem to think much about 
conventional harmony – you seem to 
achieve harmonic effects more 
through instrumentation. Is that right? 
 
I don’t deal with harmony. I deal with 
sound. A group of notes that are stacked 
on top of each other, I call them vertical 
sounds. I rarely use the notion of chords, 
because I associate chords with 
harmony. So I call ’em vertical stacks and 
the logical reason for the definition comes 
out of Roscoe Mitchell’s ideas about 
sound. That was a message to the entire 
creative music community. It said that 
now that we had reached a stage past 
Ornette and Albert and Don Ayler and 
those fantastic guys, Pharoah Sanders 
and Cecil Taylor, we had now entered 
into an area of sound. And that record, 
Sound, if anybody listens to it you can 

see that there’s a real beautiful melody 
that’s voiced in several orchestrations of 
the instruments that precedes sound, but 
once they reach the space for 
improvisation, the sound is manipulated, 
the artist is asked to manipulate the 
sound that’s inherent within the 
instrument. And varying levels of success 
are achieved, but the truth is it generated 
for me specifically, because I consider 
myself a deep and serious listener, I saw 
that Sound really gave us a pure identity 
as a community to talk about what we 
were doing and to make a distinction from 
noise. In Sound you still maintain the 
possibility to have control over the 
incidence of non-related pitches that 
you’re dealing with, and you can shape 
and bend them any kind of way. And if 
you look at the tradition of jazz or creative 
music, it’s always been an expression of 
the uniqueness of sound. Every artist 
according to Willie ‘The Lion’ Smith, the 
moment they strike the first sound, even if 
you can’t see that person, you can 
identify who that person is by the way 
they sound. So I started thinking not 
about harmonics after running across that 
piece of Mitchell’s and being somewhat 
associated with them. I associated that 
idea of sound as a good way in which we 
could tell what I was trying to do and all 
the guys in the AACM. Most of them were 
not involved just in harmony, though 
some of them were harmonically oriented. 
Because you could not really – I don’t 
believe you could place all those guys in 
the narrow frame we call harmony. And 
even guys who use a harmonic notions, 
like Henry Threadgill, who has his 
intervallic relationships, it’s entirely 
different than the practice of harmony, or 
Braxton, who has his cell unit concept, it’s 
entirely different than harmony. Or my 
Ankhrasmation concept. Those are three 
ideas right there if you place in any kind 
of conference anywhere in the world will 
open up a tunnel of light that’s almost to 
the point of blindness for people who 
think about how you make art with sound.  
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