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1. Curlew 20:00
Pitches in Regalia: Kari Rønnekleiv, violin

Ole-Henrik Moe, viola · Kaja Aadne Thoresen, cello

2. O ihr Stimmen des Geschiks,
ihr Wege des Wanderers 12:58

Kristine Tjøgersen, bass clarinet
Shizuyo Oka, contrabass clarinet

Håkon Thelin, double bass

3. Comme le ciel parmi
les ailes des oiseaux 27:53

David Alberman, violin

Modèle
  

Tant de lumières, 
Tant de mains et tant de visages, 

Tous ces jours parmi ces nuits, 
Comme le ciel parmi les ailes 

Des Oiseaux ! 
  

Destinée. 
L’homme, le seul, a tout trouvé. 

Entrée. 
Des horizons sont en scène. 

  
Coulée. 

Chute de la lumière sur un dôme éteint, 
Un désert, 

Une étoile de jour pour quelques jours seulement. 
  

Paul Éluard 

  
Model 

  
So many lights, 

So many hands and so many faces, 
All these days among these nights 

Like the sky among the wings 
Of birds! 

  
Destiny. 

Man, alone, has found it all. 
Entrance. 

Horizons are on stage. 
  

Outpouring. 
Light falling on an unlit dome, 

A desert, 
A day-star lasting just a few days. 
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poetic texture, eating away at the music like 
an inescapable destiny. In one syncopated 
passage, distended yet at the same time 
unified, the instruments leap up and down in 
pitch and dynamics like a landscape viewed 
from a roller coaster. The passage is 
through-composed, yet seems almost 
improvised. The title O ihr Stimmen des 
Geschiks, ihr Wege des Wanderers is the first 
line of Friedrich Hölderlin’s poem 
Griechenland, a fragment to be found in 
many di�erent drafts, in which Hölderlin 
evokes antiquity in a free, associative form 
anticipating more recent poetic styles.

Kahrs’ musical discourse suggests a link to 
fate, wanderers and the path that lies before 
us. The dialogues that arise between the 
musical fragments reveal a relationship 
between them, parts of a larger, diverse, 
complex whole, in which our inability to grasp 
that very whole is a quality that opens up 
constantly changing perspectives.

The work for solo violin that concludes this 
recording takes its title from a poem in which 
the French surrealist Paul Éluard (1895-1952) 
creates an image of birds’ wings inverting 
perspectives of foreground and background, 
motion and space: Comme le ciel parmi les 
ailes / des oiseaux – like the sky around the 
wings of birds. In a similar way Sven Lyder 
Kahrs investigates the spaces within and 
around the sounds he juxtaposes. In what 
ways are the sounds involved with each 
other, why do they even relate to one another 
at all? What happens at that moment when 
one acoustic impulse interrupts the echo of 
another? A rest – is it a bridge or a break? 
The violin’s reflections present an open way 
forward, as if we have just heard a bird 
without seeing it and are waiting in silence to 
see when, where and if the song will return. 
The music creates associations, tries to avoid 
revealing – perhaps even to itself – the 
direction it is taking and the mechanisms 
that are driving it forward. At what point does 
something cease being a transient moment 
and become a direction, a line? The work 
investigates transience and how our 
experience of transience – and of not being 

able to grasp the whole – is in itself an 
experience of beauty, of intensity, of 
something that relates.

The recording consists of three works: a string 
trio, the above-mentioned work for solo 
violin, and between the two, a trio for bass 
clarinet, contrabass clarinet, and double 
bass. The matter of transitions and 
interspaces is staged in all three pieces. In 
addition to purely acoustic superimposition, 
the music employs concepts of sonority as a 
bridge between the works; in the score of the 
string trio, for instance, the violin, viola and 
cello are emphatically asked to play “in the 
clarinet register” – in other words the 
performers are requested to extend the tone 
colour of their instruments both technically 
and mentally towards a common recollection 
of the sound of the clarinet.

In the string trio, which opens the disc, there 
are also birds, or more specifically, a bird. The 
title Curlew brings the earth and the ocean 
to join the sky in Éluard’s poem. It is tempting 
to suggest that the Norse name of this bird, 
spói, is onomatopoeic, since both the stress 

and the diphthong mimic the restrained 
warning call of the curlew. Humans have 
often taken such bird calls to be omens, and 
the ability to interpret them as signs was 
associated with power. Etruscan rulers kept 
what were subsequently known in Latin as 
augurs in their employ; court o�cials and 
advisers who could see into the future by 
interpreting birdsong and the flight of birds 
across the sky.

Sometimes such readings of nature may have 
had a logical explanation. In Norwegian 
popular belief, curlews were understood to be 
emissaries from the souls of the dead, women 
in particular – perhaps because the marshes 
and wetlands where these birds dwell were 
often used as places of sacrifice and burial. 
Readings of nature can also be arbitrary. 
Curlew opens up spaces between 
arbitrariness and necessity, between 
incidental signs and signs that are harbingers 
of inevitable fate. In a similar way, music can 
be taken as a free form of expression, or as a 
ritual practice, a collective transmission over 
time between people, in which it is impossible 
to pinpoint where one practice ends and 
another begins. To what degree are musical 
statements in fact free, and how does our 
concept of freedom a�ect the ways in which 
we share and experience them?

From a compositional perspective, I find the 
string trio to be constructed in a way that 
encompasses the contrast between 
individualism and ritual, between freedom 

and fate. As opposed to notated music that 
is subject to a strictly quantified chronology, 
Curlew retains room for organic phrasing, for 
independent initiative, for chamber music. 
However, this flexibility might give the 
impression that the “actual” music is passing 
by somewhere in the background. Or 
perhaps the music itself is trying to let its 
finely traced lines and textures dissolve. At 
one point the cello interrupts with a narrative, 
almost tonal solo. The work appears to have 
a blurred, symmetrical form, since after the 
cello narrative the music changes direction; 
the landscape widens out again before 
being gradually erased entirely.

Between the two works for strings comes a 
trio for two low clarinets and double bass. 
Woodwind and strings share a common 
material – wood – as a resonating space. 
The low woodwinds create an expectation of 
darkness, but in fact the instruments mix with 
each other’s registers in ways that frequently 
– and probably deliberately – make it 
di�cult to tell them apart for a listener who 
cannot see the players. Where the string trio 
is musing rather than demonstrative, the 
woodwind trio is more energetic and 
a�rmative. The music is metrically structured, 
and despite frequent changes of meter and 
abundant polyrhythms, the work has a 
forward-leaning energy with distinct, 
pronounced negotiations between horizontal 
motion and vertical precision. The double 
bass plays an insistent, percussive pattern 
that seems to intentionally break with the 
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