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Introduction 
The core idea for this piece comes from a technique developed by Jaap Vink in 
the early 80s. As a student at the Royal Conservatory of The Hague I could 
access the Voltage Control Studio,  where some of the equipment used by Vink 
is still functional. As a trumpet player and composer, it was natural for me to 
explore the possibilities of this technique with acoustic instruments and I was 
surprised by the results. While making these discoveries I thought that the 
Kemence or the Cretan Lyra would suit perfectly in combination with this 
system. 

This specific technique consists in a ring-modulated feedback-loop that makes 
also use of tape delay, reverb and multi-band filtering. For the sake of 
functionality and portability I replicated it in the digital realm using Max MSP. 

Narrative 
The piece tells a story about the encounter (in Italian, incontro) with a 
mysterious entity, that slowly appears from the darkness and comes closer 
(section I). It sounds obscure and malicious, but soon it reveals its benign 
nature, first with a blessing (section II) and then with a playful dance (section 
III). Suddenly a strange quality or effect rises and you feel the presence of 
something quite out of the ordinary (section IV). Some kind of esoteric truth is 
about to be revealed. Is it real or is it just a dream? Energy is released and a 
sense of exhaustion is felt (section V). It is time to retire and quickly disappear 
into the silence, leaving a long echo behind… 

Immedesimarsi is a word in Italian that can describe when someone is so 
absorbed in a story to become one thing with the character. This is what I 
would like both the performer and the audience to experience. 

Instructions 
The duration of the piece is about twelve minutes and it is divided in five 
sections. Most of the sections are senza misura and improvisation plays a big 



role, therefore, to keep track of the time the performer must set a timer and 
follow the time indications inside the score. 

This is a reference for the extended techniques notation: 

The sympathetic strings should be detuned as much as possible, not to 
resemble any specific pitch when played. A contact mic would be the ideal 
solution, but other microphones can work as well, positioned as close as possible 
to the instrument. A microphone is also needed for the voice. 

Both microphones are plugged into an audio interface, sending the signal to the 
patch on Max MSP that sends out four channels for the best experience, as the 
sound is going to travel from one speaker to the other. In case a four channel 
sound system is not available, a stereo reduction is also possible. 

I am deeply grateful to Gaudeamus for this opportunity, to my teacher Trevor 
Grahl for being a source of inspiration and support throughout the past 
months, to Kees Tazelaar for the teachings in the Voltage Control Studio and to 
Johan van Kreij for the Max MSP lessons. 

The Hague, May 2024 
Niccolò Angioni
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