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LINERNOTES BY PAUL LOVENS
There is a German proverb:
“Space is (even) in the smallest hut”.
And the inimitable Tomas Schmit realised, also “Time is in the smallest
hut”…
Rooms have a central and mysterious part in many manifestations of
human imagination. This ranges from Andrej Tarkovskij’s film
“Stalker” to a song by the Beach Boys.
A room is shape and size, and light, colours, acoustics, smell,
temperature, humidity, etc. And all this affects everyone and everything
in it - being noticed or not.
Some rooms have special characteristics; can create what we call a
certain “spirit”.
There are rooms that invite you to seek shelter whereas other rooms
seem to help you to concentrate, or they pull out of you thoughts and
behaviour that has been waiting inside you to be awakened.
Seppe, Hugo and myself met in this little gloomy theatre, and because
we were ready to receive, the room took power over us.
It is impossible to describe what it did to the three of us, but I find
comfort in what
Ludwig Wittgenstein told us:
“Whereof one cannot speak, thereof one must be silent”.
Still, you can do what we did: listen.
Lo!
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PRESS TEXT BY KOEN VAN MEEL:
The Room: Time & Space Those artists that have the courage to bare
themselves are often warned to “brace up.” Since few things in
improvised music are considered as dangerous as allowing space to
others. Someone might easily grab all of that space and position
themselves as ringleader, in the contest that a concert sometimes is.
The Seppe Gebruers, Hugo Antunes and Paul Lovens trio are
definitely not at each other’s throats, though. The title of their 2018
album recorded 2016, The Room: Time & Space, makes this
abundantly clear: it’s all about music that fills a concrete and auditive
space, where musicians first and foremost leave that space for each
other.
So no armwrestling contest here, but rather the restrained tension of a group of
card-players that know each other through and through. And even though they do play
to win, the attitude is rather one of a friendly crooked smile here, a raised eyebrow there, or
perhaps even a challenging little cough. Far from an “explosion in the moment,” this type of
card game is an unfolding process. And as such, the trio’s playing is like a steadily evolving
stream of sound.
Moreover, their clear group dynamic creates an ideal environment for the individual qualities
of the musicians to bloom. Take pianist Seppe Gebruers, who bypasses the tropes of piano
tradition by playing two pianos simultaneously, the second of which is tuned a fraction lower
than the first. In doing so he is able to create microtonal intervals that sparkle, both in the
melody and the harmonies. These tiny glitterings cannot be played on a classically tuned
piano, simply because there are no keys available to produce them.
By the way, these utterly small differences in pitch are not meant to impress, but rather to
provide a brief additional contrast, which evaporates the very moment it has come to light.
Meanwhile the unsuspecting listener is left wondering whether what he just heard was a
proper sound, or rather an illusion brought about by the quarter tones. Or could it just be the
subtle playing of the trio as a whole?
Fully in line with this sense of delicacy is the instantly recognizable playing of German
percussionist Paul Lovens. Sharp as a knifeblade Lovens models his timing, dynamics and
colour, in such a way that it frees the percussion from its traditional dilemma of either serving
the music, “red-carpet wise,” or towering over it, in all-too-overwhelming fashion.
Lovens and Gebruers click from the get go, both in pianistic quality as in touché and tone
control, creating a setting in which bass player Hugo Antunes can flourish. In this fine texture
of piano and drums the Portuguese easily finds his spot, far from evident for an instrument
that is not typically known for its flexibility. Antunes is more than able to keep up, though,
even effortlessly so. And on top of that, he definitely leaves his own mark on the sound and
the musical flow.
All of this leads the trio to a real sense of unity, be it not in the polished “after you, sir”-sense
of the word. It goes to show that they can play a serious card game real cut-and-thrust style,
without pulling any real knives out, though.

LINKS
YOUTUBE:

youtu.be/gZVkMLISC7g
TROIKA: troikavzw.com/the-room-time-and-space
Facebook: www.facebook.com/seppehugoandpaul
LABEL: elnegocitorecords.com/releases/eNR084+.html
BANDCAMP: elnegocito.bandcamp.com/album/the-room-time-space

UPCOMING PROJECT AND MORE INFO ABOUT THE QUARTERTONE PIANOS:
WRITTEN BY

KOEN VAN MEEL

QUARTERTONE PIANOS - TWO BECOME ONE
“Less is more.” Few musical slogans have been pushed more over the last few decades, and
this paradigm has surely produced some beautiful results. Only, what kind of “less” are we
talking about really? Why do we want less? What if that “less” were not a free choice, but
rather a tradition or even a forced idiom, like a parade in which the participants are marching
blindly?
One of those “parades” would be the choice to use some pitches and others not. This system,
dominant in Western Europe, is known as the well-tempered pitch. Simply put, it includes the
notes that we know as the white and black keys on a piano keyboard. The system has more or
less shaped Western musical tradition since the 18th century, from Bach’s Well-Tempered
Clavier over the sonorous ostentation of Wagner’s operas, to indeed “Do Re Mi” from The
Sound of Music. So the system works. Only, to what end? And to what end not? Because the
piano keyboard and the thinking that goes with it, leaves a lot of options unused.
The A-key in the middle of a keyboard is tuned at 440 Hz. The following note, closest to it (a
semitone away), at roughly 466 Hz. So what happened to the twenty-six other frequencies?
Why are those not used? Or, put differently, why would a 453-Hz tone be wrong?
If melody and rhythm are the first and second dimensions of music, then harmony would be
the third, spatial dimension. Microtonality, the use of tones in between the tones of the welltempered system, can then add a fourth dimension. One that can already be heard in a lot of
music, often quite distinguished: think of Chinese opera, the refined melodies from the
Middle East, or the well-known “blue notes.” But also in the West we have come to realize

that there is more than do-re-mi, with Harry Partch, Karlheinz Stockhausen, Giacinto Scelsi
and Pascal Dusapin, or EDM-stars Boards of Canada. To name just a few.
Now that’s all very well, but how do you handle all of this, as a musician who plays the welltempered instrument par excellence, the piano? For Seppe Gebruers the solution is as simple
and obvious as it is complex and bold. By using two pianos instead, one of which is tuned a
quartertone lower, which allows the playing of intermediate tones, next to the classical ones.
Music in 4D, where “more” is just that: more.

Solo – Shine the light
Starting from this concept of two pianos forming one instrument together, Gebruers has
developed two concert programmes. The first one is 100% Gebruers with improvisations on
precomposed themes or elements. This free approach of music and the use of two pianos
opens both possibilities as well as risks.
First of all, improvised music offers a maximum opportunity to rebound the energy of the
audience (or lack thereof) back to to the performer. Nobody knows how this actually works,
but anyone who has ever been on a stage or witnessed a “memorable” concert, knows what it
is like.
Next to that, the setting of two perpendicular pianos can be fully exploited as an acoustic
space. The listener is placed in a mono- or stereophonic sound decor, which leaves open all
options of dynamic, melodic, rhythmic and, of course, harmonic nuances.
Even more drastic, though, is the choice to play each keyboard with only one hand. In this
way the possibilities of microtonality reach their full disorienting potential. Placing two
differently tuned pianos next to or across one another makes playing “right” and “off-key”
lose all their meanings, and allows the music to unfold in all its kaleidoscopic glory.
Furthermore, this “one-handed” way of playing relieves the performer of his classical role as
concert pianist, who like a mechanical virtuoso is expected to make the piano sound like an
orchestra. Liberated from this type of Lisztian greatness, the music can now zoom in on
microscopic spectra, through which the kaleidoscopic refraction can fully radiate.

About Wyschnegradsky – Back to the future
As said, Gebruers is definitely not the only one to have this fascination with microtonality.
There are examples from Non-Western music over EDM to “classical” Western composers.
Belonging to the last category is Russian-born Ivan Alexandrovich Wyschnegradsky
(1893-1979), who attacked the well-tempered pitch with quartertones, along with even more
refined fractions.
His 24 preludes for two quartertone pianos date from 1924, and their execution was originally
intended for two pianists. The quartertone instruments immediately sweep the listener off his
feet, only to put him back on firm ground instantly, and this thanks to echos of Skriabin,
Debussy, Bartók and even romantic piano literature.
Seppe Gebruers edited some of the preludes for solo pianist with two pianos, and confronts
them with his own improvisations. In this way, nearly-one-hundred-year-old pieces of the allbut-forgotten Wyschnegradsky (sill performed, though, by big shots such as Yvonne Loriod
and Pierre Boulez) are put in a radically-contemporary context. This programme is available
from 2019.

BAMBI PANG PANG (ENG)

If Bambi Pang Pang were a car it would definitely be a vintage model. One of those
gas-guzzlers, which are so pleasing to the eye, firmly placing aesthetics above
practicality. Because here musical dedication and team spirit clearly outrank a cold
sense of efficiency. And this should come as no surprise, seen the fact that these
musicians have known each other for years. After all, pianist Seppe Gebruers,
saxophone player Viktor Perdieus and bass player Laurens Smet are all fruits from the
breeding ground of Ifa y Xango.
So we get a wonderful interplay with a warm sound. Yet, to be correct, our vintage car
should also have its one endearing flaw, like a showy bumper sticker that says,
“melody allowed!” Because the one striking thing with Bambi Pang Pang is definitely
its careless melodiousness. And this can be applied in a playful, hesitant or virile
manner, every so often blessing the music with an almost suspect sense of
accessibility. This can happen even during free improv, or at those moments when the
regular pace is disturbed in such a way that even Monk would nod in agreement, an
approving grin on his face.
In 2013 Bambi Pang Pang performed at Jazz Middelheim, accompanied by American
drum legend Andrew Cyrille, who in the past has teamed up with an endless parade of
jazz pioneers including John Coltrane and Cecil Taylor. In the slipstream of this
concert the cd Drop Your Plans was released. Not a bad bumper sticker in its own
right, and certainly the perfect test drive to experience the qualities of Bambi Pang
Pang ft. Andrew Cyrille.
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Next to Cyrille, Bambi Pang Pang has played with violist Frantz Loriot. And also
Gebruers’ quartertone pianos of the last few years have been introduced to the
ensemble.
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