In 17th-century England, the term ‘ground”

referred to a musical technique in-which a
repeated bass line served as the foundation
over which melodies were improvised or
composed. A modern listener might recog-
nize it as a musical loop.

Grounds appear across diverse musical tradi-
tions, extending beyond Baroque and Classi-
cal music into genres like pop,rock, jazz, and
techno. You've likely encountered Grounds
in works by Purcell; Pachelbel, Miles Davis,
or The Beatles. They underpin a wide range
of pieces, from The Goldberg Variations and

_Boléro to “Hit the Road Jack,” “Stand by Me,”

and “Every Breath You Take.”

Perhaps one of the appeals of the “ground”
is its profound duality: constancy versus
change, exact repetition alongside contin-
uous variation, the eternal reflected in the
fleeting.

To me, Ground is more than just a musical
device — it is a metaphor for cultural-conti-
nuity. | imagine the ground pattern as a met-
aphorical fixed element that is repeated, not
only throughout a-piece, but throughout a
life, across many lives, and over centuries. |
imaginethat the changing melodies are not
composed by one person alone, but by all of
humanity, each of us adding a strophe to the
grand composition, which is our culture as a
whole. This metaphorical Ground, like an un-
derlying universal heartbeat, is the invisible
thread that connects old music to new, Ba-
roque to Contemporary, Classical to Popular,
the complex with the simple. It enables end-
less variation within a common frame. | sup-
pose you could say that our shared humanity
is the connecting thread. Our humanity is the
Ground.

In this metaphorical grand structure, no mel-
ody exists in isolation. Every sound, compos-
er, and genre is part of a greater chain, linked
through history, influence, and context. They

are all connected. This is what | have in‘mind
when | perform compositions—from 1600
alongside recent creations, or juxtapose a
Baroque harpsichord with a synthesizer. To
me, these are-merely variations on a single
theme, which is “Music.”

Another theme of this album is Friendship.
This recording reflects my lifelong con-
nection to the old masters who, though
no longer alive, continue to communicate
across the centuries through their scores—
enriching the world with beauty and wisdom,
fostering growth, and offering solace.

It also celebrates my friendships with those
living masters, my colleaugues and friends,
who, perhaps unknowingly, are also my most
esteemed mentors and among my favourite
people in the world.

Performing their music is a token of my ad-
miration, gratitude, and love.



About The Works

Tamar Halperin: Baustelle #1, 2,3 & 4
“Baustelle” is the German term for “con-
struction site.” _—

Each piece in my “Baustelle” series is an in-
troduction to a work by J.S. Bach, adhering
to a simple; unifying idea: retaining all of
Bach,’S/éére elements—meter, rhythm, tex-

ture, form and keyboard figuration— with
the sole exception of pitch. Instead of Bach’s
familiar harmonies, | introduce deliberate
dissonances, unexpected progressions, and
“wrong” notes that evoke soundscapes of
contemporary music. As the music unfolds,
these “wrong notes” gradually find their way

_back to the “right” ones, seamlessly aligning

with Bach’s original composition.

Francesco Tristano: Toccata

Composed in 2021 for solo piano, this Tocca-
ta draws inspiration from keyboard music of
the late Renaissance. The original version —
in Francesco’s own stunning rendition —can

be heard on his 2022 award-winning album
On Early Music.

In my version, | used selected parts of Franc-
esco’s piece, which-l'extracted, shuffled, and
reassembled. To this foundation, | introduced
anew, slow, harmonic theme, functioning as a
Cantus Firmus. In addition, | overdubbed some
passages with harpsichord, Rhodes electric
piano, and analog synthesizer. The concluding
harpsichord solo presents the Toccata’s orig-
inal opening theme, now as a nostalgic echo
or an afterthought.

Dieterich Buxtehude: Canzonetta

BuxWYV 225

This piece was originally composed for
church organ, possibly around ca. 1670. Per-
formed here on analog synthesizer, overdub-
bing various sounds to bring out the different
parts in the composition.

Idan Raichel: Ground (Premiere)
This composition is a Ground, in that the

bass line is a fixed, repeated pattern, on top
of which a melody is improvised-Some of its
harmonies are reminiscent of Bach’s, which
gives the piece an additional Baroque flavour.
Its 7/8 meter,-however, is foreign to tradi-
tional Baroque style and is more evocative of
nen-western folk music.

Craig Armstrong: In Daylight Variation
(Premiere)

The piece was originally composed for solo
piano. Together with Guy Sternberg, | or-
chestrated the work for piano, Rhodes,
analog synths, and modular synth.

Omer Klein: Forgotten Song (Premiere)
Composed for solo piano. Although the
piece can be played as written, | chose to
overdub two piano parts: one for the melody,
the other for the accompanying harmonies.

Michael Wollny: Mesmer

In this piece, a harmonic progression is
played simultaneously by various keyboards,
sustained and abstract like floating clouds.
This, too, is some kind of a “ground,” on top
of which the harpsichord improvises frag-
mented melodies & arpeggios. | had original-
ly recorded this piece together with Michael
Wollny for our 2009 album “Wunderkammer.”



Girolamo Frescobaldi: Toccata Prima
The Toccata appeared-in 1615, at a time
when the defining parameters of “classical”
music—such-as harmony, structure, or nota-
tion—were not yet fully established.

The “rules” of classical music were yet to
be set. Jump ahead to the 20th century,
and those same rules had by then over-rip-
ened, stretched to their limit, and ultimately
shattered. Oddly enough, these two distant
eras—one atthe dawn of tradition, the other
at its undoing—end up sounding somewhat

_alike. It’s this symmetry of instability—birth

and collapse—that makes the Toccata seem
startlingly contemporary.

In his preface to the toccatas, Frescobaldi
provided explicit performance instructions,
offering a glimpse into his progressive ideas
about the interpretation of his music. All my

artistic decisions in the performance of this
piece (spanning from the temperament sys-
tem of the harpsichord to the selection and
placement of computer effects) are shaped
by historical research and directly influenced
by Frescobaldi’s instructions.

Thank you

Christian Kellersmann, who envisioned this
album and urged me to do it: you helped me
in more ways than you know. | cannot thank
you enough.

Guy Sternberg, my producer, my wonderful
friend: | put my musical heart in your hands
and you make it better. | admire your genius
and your sensitivity. Thank you for being on
this journey with me.

Francesco, Michael, Omer, Idan, Craig:
Thank you for your music, and thank you
even more for the way you are. | am so grate-
ful and proud to be your friend.

Silke Zimmermann, for your friendship; Tove,
and support all along.

Marcus, Julius, and” the team at Neue
Meister, for your enthusiasm and for all your
wonderful work.

Dirk & Gregor, for your wonderful art, and
for patiently accommodating my ideas and
(literally) giving them shape.

And finally, thank you Andreas and Alma,
for being my ground.

More information at
www.tamarhalperin.com
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