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Robert Watts — Trace for Orchestra (1964)

Robert Watts (1923-1988, Burlington, lowa) stravil své détsvi a dospivani v
lowé a v Louisville (Kentucky). Byl synem strojniho inZenyra a i on sdm v tomto
oboru ziskal akademicky titul. BEhem 2. svétové valky slouZil v armadé, nicméné
po skonceni vojenské sluzby se rozhodl studovat historii uméni na Kolumbijské
univerzité. Nékolik let se vénoval abstraktné expresionistické malbé a pUsobil jako
pedagog na katedre inZenyrstvi na Rutgers University. Na konci 50. let se presunul
na katedru uméni a své inZenyrské skoleni zuZitkoval v umélecké tvorbé —
zpocatku vyrabél napt. krabicky s elektro-mechanickym systémem obvodd. Watts
spole¢né se svym univerzitnim kolegou Allanem Kaprowem a sochafem-
chemikem Georgem Brechtem sepsal navrh na vytvoreni experimentalni
laboratore pro multimedialni umélecké projekty — tato laborator se méla
jmenovat Project in Multiple Dimensions (1957-1958). Ackoliv pro svlij zamér
neziskali potfebné financni prostredky, v jejich textu jsou vyjadieny nové a
zasadni myslenky ohledné vztahu uméni a technologie ¢i médii, jez byly v té dobé
bézné vyuzivany a jejichZ dostupnost se zvysovala. Tyto technologie a média
posléze nasly uplatnéni v ramci happeningt, akci a instalaci, které probihaly v 60.
letech a uvedené myslenky nakonec vyrazné prispély ke zformovani Fluxu a
organizace Experiments in Art and Technology. VyuZiti kazdodennich objektl a
jejich pojeti jakozto artefakt(l (kartony od vajec, znamky, podlahové mopy)
Wattse sbliZovalo s predstavitely Pop-artu. Nicméné jeho tvirdi filozofie je daleko
vice spojena s Fluxem, jehoZ byl zakladajicim a celoZivotnim ¢lenem. Vytrvale
hledal cesty, jak ,vpasovat” uméni do dnesni konzumni spolecnosti. Snazil se sdm
sebe upozadit jakoZto tvirce a mistrné vyuZival rizné ,neosobni“ infrastrukturalni
sité ¢i jiné podobné systémy, napf. Postovni sluzbu Spojenych statd americkych.

Pracoval s celou fadou novych médii, jez zahrnuji neonova svétla, laminaty,
polaroidovou fotografii, video, film, zvuk ¢i svétlo. Spolupracoval se ¢leny Fluxu na
mnoha vystoupenich, workshopech a festivalech, napf. Yam Festival (1963) ¢i
FluxYear/Gemini (1974; 1978).

Online Archive of California (upraveno)

Trace for Orchestra — interpreti sedi na Zidlich a pfed nimi jsou pouze notové
stojany s party, ucinkujici pak...

Robert Watts — Trace for Orchestra (1964)

Robert Watts (1923—-1988, Burlington, lowa) spent his childhood and
adolescence in lowa and Louisville (Kentucky). The son of a mechanical engineer,
Watts also earned an engineering degree, but after serving in World War II, went
on to study art history at Columbia University. For several years Watts worked as
an abstract expressionist painter while teaching in the engineering department at
Rutgers University. By the late 1950s he had moved to the art department and
had also begun to employ his engineering training in his art, initially making boxes
with electro-mechanical circuitry. Rutgers colleague Allan Kaprow, sculptor-
chemist George Brecht, and Watts together wrote a proposal for an experimental
laboratory for multi-media art entitled Project in Multiple Dimensions (1957—
1958). Though never funded, this proposal articulated new assumptions about art
in its relation to the everyday and to increasingly accessible media technologies,
soon to find expression in the happenings, events, and installations of the 1960s,
and eventually in the formation of Fluxus and Experiments in Art and Technology.
The everyday objects Watts reinvented as artifacts (cartons of eggs, stamps, floor
mops) associated him with Pop art. Philosophically, however, he was most allied
with Fluxus, of which he was a founding and lifelong member. Persistently seeking
ways to infiltrate commodity culture with art, Watts de-emphasized himself as
creator while brilliantly illuminating infrastructural systems such as the U.S. postal
service. He worked in a wide range of novel media, including neon, laminates,
Polaroid photography, video, film, sound, and light. He collaborated with Fluxus
associates on many events, workshops and festivals, including Yam Festival (1963)
and FluxYear/Gemini (1974; 1978).

Online Archive of California (edited)

Trace for Orchestra — performers are seated on chairs with music stands in front
of them, the performers then...



Roland Dahinden — Theatre of the Mind (2020-2021)

Roland Dahinden (1962, Zug, Svycarsko) studoval trombon, kompozici a
dirigovani na Musikhochschule ve Styrském Hradci (Georg F. Haas), na Scuola di
Musica ve Fiesole (Vinko Globokar), na Wesleyan University v Connecticutu
(Anthony Braxton, Alvin Lucier; magistersky titul) a na Birminghamské univerzité
(Vic Hoyland; Ph.D.). Jako trombinista se specializuje na provadéni soudobé hudby
a na improvizaci/jazz, vystupoval s umélci jako A. Braxton, Miles Davis, Pierre
Favre, George Gruntz, Quincy Jones atd. Skladatelé Peter Ablinger, Maria de
Alvear, A. Braxton, John Cage, Bernhard Lang, A. Lucier, Christian Wolff ad.
vytvofili kompozice urc¢ené pfimo pro néj. Jako skladatel spolupracuje s
vytvarnymi umélci (Inge Dick, Sol LeWitt etc.) a s Eugenem Gomringerem realizuje
a vystavuje zvukové instalace a sochy v Evropé a Americe.

Theatre of the Mind — ve zvukové-prostorovém procesu se rozviji pét vét, které
se vrstvi na zakladé aditivniho principu. Dva hlavni zvukové subjekty jsou v{ci
sobé v ambivalentnim vztahu a nestéle se proménuji. Znovu se vynotujici zvukové
subjekty jsou si podobné a prece odlisné, zména probiha ustavi¢né. Vzpomenout
si na uz znamé tvary je béhem predstaveni stale obtizné;jsi, prakticky nemozné.
Chtél bych podékovat Garethovi Davisovi a May Kooreman za inspirativni
spolupraci.

Roland Dahinden

Roland Dahinden — Theatre of the Mind (2020-2021)

Roland Dahinden (1962, Zug, Switzerland) studied trombone, composition and
conducting at Musikhochschule Graz (Georg F. Haas), Scuola di Musica di Fiesole
(Vinko Globokar), Wesleyan University Connecticut (Anthony Braxton, Alvin
Lucier; M.A.) and Birmingham University England (Vic Hoyland; Ph.D.). As a
trombonist he spezializes in the performance of contemporary music and
improvisation/jazz, he performed with A. Braxton, Miles Davis, Pierre Favre,
George Gruntz, Quincy Jones, etc. Composers such as Peter Ablinger, Maria de
Alvear, A. Braxton, John Cage, Bernhard Lang, Alvin Lucier, Christian Wolff, etc.
wrote music especially for him. As a composer he collaborates with visual artists
(Inge Dick, Sol LeWitt, etc.) and develops sound installations and sculptures with
Eugen Gomringer and presents them with him at exhibitions in Europe and
America.

Theatre of the Mind — five movements layered according to the additive
principle gradually unfold in a sound-space continuum. Two major sound objects
are in a mutually ambiguous relationship and constantly transform themselves.

The resurfacing sound objects are similar, yet different, undergoing incessant
change. It is increasingly more difficult to recall the once familiar shapes in the
course of the performance, almost to the verge of impossibility. | would like to
thank Gareth Davis and May Kooreman for an inspiring collaboration.

Roland Dahinden

Alvin Curran — WHY IS THIS NIGHT DIFFERENT FROM ALL OTHER NIGHTS (1992)

Alvin Curran (1938) vytvari hudbu s ¢imkoli, kymkoli, kdekoli, kdykoli a ¢ini tak
od roku 1965 jako spoluzakladatel skupiny Musica Elettronica Viva (MEV), tvlrce
projektu Maritime Rites (hudba provozovana na vodé a okolo ni), radio-artu
Crystal Psalms (ktery byl rozhlasem simultanné vysilan z Sesti stata),
Sestihodinového klavirniho cyklu Inner Cities, dale také jako instalacni umélec,
jenz realizoval projekty Floor Plan / Notes from Underground (Ars Electronica
1990), Gardening with John, A Banda Larga (2018, provedeno v ulicich mésta
Bologni), Omnia Fluvium Romam Ducunt (2018-2019, instalace v Caracallovych
laznich), a v ramci ¢etnych spolupraci s prednimi skladateli, improvizatory,
tanecniky a soubory, mezi které patii Cornelius Cardew, Joan La Barbara, George
Lewis, Pauline Oliveros, Frederic Rzewski, Daan Vandewalle, Ensemble Modern,
Kronos Quartet, Merce Cunningham Dance Company a mnozi dalsi, ¢i s rozlicnymi
Zestovymi soubory, volnymi improvizatory a rozhlasovymi producenty z celého
svéta.

CiM SE TATO NOC LISi OD VSECH OSTATNICH (roku 1992 poprvé provedeno
souborem San Francisco Contemporary Chamber Players) — ndzev kompozice se
shoduje s jednou ze , Ctyr otdzek”, které jsou odfikavany détmi béhem sederové
vecefe (jednd se o ritudlni vecefi pfipominajici vyvedeni ZidG z egyptského
otroctvi — pozn. prekl.). Uvedeny titul vSak nema zadny nabozensky vyznam, zvolil
jsem jej kvuli jeho zahadnému a poetickému znéni. Skladba byla plivodné uréena
pro housle, akordeon a tubu — trio, které se mize prochdzet mezi publikem,
jestliZe si to hraci preji. Tato verze vysla rovnéz na CD (Tzadik records), zac¢inala
nahrdvkou zvukid Brooklynského mostu, jez svym zplisobem evokovaly choral.
Hudebni proud téz zahrnoval ob¢asné a kratké improvizované vstupy perkusi a
vibrafonu, které rozrusovaly vychozi strukturu sestavajici z dlouhych, klidnych
sekci tvorenych harmonicky neptibuznymi akordy. Ve verzi, jez uslysite dnes, jsem
ptipojil improvizovany, obligétni part sloZeny z konkrétnich zvukd z mé rozsahlé
digitalni sbirky, ktery bude doplfiovat nové zaranZovanou verzi dila pro smycécovy
orchestr. Toto provedeni vénuji pamatce mého celozivotniho pfitele Frederica
Rzewského.

Alvin Curran
6. srpna 2021 — Girali, Turecko



Alvin Curran — WHY IS THIS NIGHT DIFFERENT FROM ALL OTHER NIGHTS (1992)

Alvin Curran (1938) makes music with anything, anybody, anywhere, anytime
and has been doing so since 1965 as co-founder of the group Musica Elettronica
Viva (MEV), creator of the Maritime Rites project (music on and around water),
radio-art work Crystal Psalms (live from 6 nations), composer of the 6 hour piano
piece Inner Cities, installation artist for Floor Plan / Notes from Underground (Ars
Electronica 1990), Gardening with John, A Banda Larga (2018, in the streets of the
city of Bologna), and Omnia Fluvium Romam Ducunt (2018-2019, installation at
the Baths of Caracalla) and through numerous collaborations with prominent
composers, improvisers, dancers, and ensembles. To name a few: Cornelius
Cardew, Joan La Barbara, George Lewis, Pauline Oliveros, Frederic Rzewski, Daan
Vandewalle, Ensemble Modern, Kronos Quartet, Merce Cunningham Dance
Company, etc., and has also collaborated with numerous brass bands, free-
improvisers and radio-producers from ‘round the world.

WHY IS THIS NIGHT DIFFERENT FROM ALL OTHER NIGHTS (1992, first
performed by the San Francisco Contemporary Chamber Players) — this title is one
of the renowned “four questions” recited by a child during the festive Passover
meal. Here it was chosen for its enigmatic poetic sound and is used without any
religious significance. Originally composed for solo violin, accordion and tuba — a
trio, which could if desired, wander amidst the public... The original recorded
version (on Tzadik records) began with the choral-like sound of the Brooklyn
Bridge and included occasional brief improvised percussion and vibraphone
commentary — against the basic structure of a long imperturbable sequence of
unrelated harmonic chords. In tonight’s version, | will add an improvised
obbligato of concréte sounds from my extensive digital sound-pool, against a
newly arranged version for string orchestra. This performance is in memory of my
lifelong friend Frederic Rzewski.

Alvin Curran
6th August, 2021 — Ciral, Turkey

Frederic Rzewski — Les Moutons de Panurge (1969)

Skladatel a klavirista Frederic Rzewski (1938—-2021) patfil k nejvlivnéjsim
postavam americké hudebni avantgardy. Na umélecké scéné se etabloval v
prabéhu Sedesatych letech a v roce 1966 zaloZil s Alvinem Curranem a Richardem
Teitelbaumem slavny soubor Musica Elettronica Viva (MEV), ktery spojoval
improvizaci s komponovanou hudbou a elektronikou. Tyto experimenty pfimo
vyustily v Rzewského prvni dllezita dila, napf. Les Moutons de Panurge — uvedena

kompozice je pfikladem tzv. ,procesni hudby”, v jejimz rdmci se prolina spontanni
improvizace a pfedem vypracovany notovym materidl a instrukce. Rzewského
»klasicko-improviza¢ni hybridy” patfi k nejuznavanéjsim skladbdm svého druhu —
a to predevsim kvali vrouci energii, kterd se v téchto dilech ukryva. Svou tvorbou
spoludefinoval tvar nové hudby v povalecné Americe. Dlouhodobé kombinoval
chlapeckou energicnost a hravost, jakou mizeme nalézt napf. u Aarona Coplanda,
s pfisné experimentdlnim ramcem, ktery je naopak pfiznacny napf. pro Johna
Cage. Rzewski se v3ak nerozpakoval psat ani tonalni ¢i zdbavné skladby, jeho
hudba tak stoji v pfimém protikladu k ¢asté hermeticnosti avantgardnich dél.
Frederic Rzewski mél byt letos opét hostujicim skladatelem Ostravskych dn(,
zemrel nahle, 26. ¢ervna v italském Montianu. Festival tak vedle De Profundis
uvede Rzewského dosud nehrané kompozice, které psal pro klaviristu Daana
Vandewalleho.

Nazev skladby Les Moutons de Panurge (Panurgovy ovce) ma svij plivod ve
vypravném romdanu Gargantua a Pantagruel Frangoise Rabelaise. V této knize je
popisovano, jak Panurgos hodi jednu ze svych ovci pres palubu lodi — pfipada mu
totiz, Ze jej obchodnik, ktery mu ji prodal, podvedl. VSechny zbyvajici ovce z jeho
stada se vSak vzapéti rovnéz instinktivné zacnou vrhat pres palubu. Kompozici Les
Moutons de Panurge lze pokladat za procesudlni skladbu, ktera se podoba dilim,
jez ve stejné dobé tvofili Steve Reich ¢i Philip Glass. Sestava z melodie uréené pro
hudebniky a rytmu pro ,,ne-hudebniky”. Melodicka linka je sloZzena z 65 not, které
jsou k sobé postupné pfifazovany — 1, 1-2, 1-2-3, 1-2-3-4 atd., aZ je dosaZzeno 65.
noty. V tu chvili zaénou hudebnici celou melodii opakovat, ale pfi kazdém
opakovani vypoustéji jeden ton ze zac¢atku melodie, hraji tedy tény 2 az 65, 3 az
65, 4 az 65 atd., aZ zbyde pouze posledni ton. Hraci cekaji, az k nému dospéji i
ostatni a v tu chvili by méli zacit improvizovat. Hudebnici maji po celou dobu
trvani dila hrat nahlas, bez zastavky, znamek nejistoty a pribézné zrychlovat
tempo. Rzewski ve svych instrukcich pise: ,Zistante pohromadé tak dlouho, jak
jen to je moZné, avSak pokud se ztratite, zlistarite ztraceni.” Naznacuje tak, Ze by
se hraci v pfipadé ,odlouceni” od souboru neméli snazit navratit zpét ke ,,stadu”,
ale radéji si razit svou vlastni cestu — a tim také zpUsobit urcity zmatek... ,Ne-
hudebnici” jsou vybizeni k tomu, aby se zapojili do hudebniho déni a produkovali
jakykoli zvuk v predepsaném rytmu (pét osminovych not, ale poté, co se ustali
zakladni pulzace, jsou mozné jakékoliv variace). Méli by mit svého vedouciho,
jehoZ mohou a nemuseji nasledovat. Diky své rafinované stavbé je kompozice Les
Moutons de Panurge dilem tematizujicim chybu, moZnost selhani pfi
interpretacnim vykonu a stadni mentalitu hudebniho souboru, jedna se o skvély
priklad dila oscilujiciho mezi jednotou a chaosem.

Pacifica Radio Archives (upraveno)



Frederic Rzewski — Les Moutons de Panurge (1969)

Frederic Rzewski (1938—-2021) was among the major figures of the American
musical avant-garde to emerge in the 1960s, and has been highly influential as a
composer and performer. In 1966, he founded the famous ensemble Musica
Elettronica Viva (MEV), with Alvin Curran and Richard Teitelbaum. MEV combined
free improvisation with written music and electronics. These experimentations
led directly to the creation of Rzewski’s first important compositions, pieces such
as Les Moutons de Panurge, a so-called “process piece”, which combines
elements of spontaneous improvisation with notated material and instructions.
Rzewski’s “improv-classical hybrids” are some of the most successful of their kind
to have been produced, thanks to the fervent energy at the core of his music.
Rzewski’s music is among the repertoire of pieces that define postwar American
new music. He had consistently showcased the exuberant boyish pleasures of a
composer like Aaron Copland within the rigorously experimental framework of a
composer like John Cage. Often unapologetically tonal and fun, Rzewski’s music
cuts right through the frequent churlishness of avant-garde music. This year,
Frederic Rzewski was supposed to participate in Ostrava Days again as a Guest
Composer, but he died suddenly on June 26th in Montiano (ltaly). Beside
Rzewski’s De Profundis, Ostrava Days Festival will also present his not yet
performed works that were written for pianist Daan Vandewalle.

Les Moutons de Panurge’s title comes from the epic novel Gargantua and
Pantagruel by Frangois Rabelais in which the knave Panurge flings one of his
sheep over the edge of his boat into the sea, feeling swindled by the merchant
who had sold it to him; instinctively, all of the other sheep in the flock throw
themselves overboard as well. Les Moutons de Panurge is a process-based
composition, similar to contemporaneous works by Steve Reich and Philip Glass.
The piece consists of a melody for instrumentalists, and a rhythm for “non-
musicians”. The melodic line is constructed note-by-note by the performers
proceeding 1, 1-2, 1-2-3, 1-2-3-4, and so on, adding more and more notes until
the 65th note in the melody is reached, at which point players work backwards
from the beginning, playing notes 2 through 65, 3 through 65, 4 through 65, and
so on until the final note in the sequence is reached by all of the musicians. At
that point, the performers are instructed to improvise. The musicians play the
melody loudly, without stopping or faltering and with gradual acceleration.
Rzewski’s performance instructions dictate “Stay together as long as you can, but
if you get lost, stay lost”, meaning performers should not try to find their way
back if they lose their spot but forge ahead on their own paths, thus throwing the
whole “flock” into disarray. “Non-musicians” are invited to make any sound in a
specified rhythm (five eighth notes, but as soon as the pulse has been established,
any variations are possible), they may follow their leader, or not. Due to its tricky

construction, Les Moutons de Panurge becomes a piece about error, the fallibility
of the human performer and the herd mentality of the musical ensemble,
treading the fine line between unity and chaos.

Pacifica Radio Archives (edited)



19:30
THE COMING

Maria De Grandy Ruzafa — Introspective State #5 (2021)

Maria De Grandy Ruzafa (1998, Algeciras, Spanélsko) je houslistkou Ostrava New
Orchestra od roku 2017, kdy tento soubor vznikl. V sou¢asnosti pracuje jako historic¢ka
uméni a badatelka na volné noze. Rovnéz plsobi jako technicka asistentka v nahravacim
studiu ,,Punta Paloma*“ (Tarifa, Spanélsko). Jeji instrumentalni a basnicka tvorba byla vidy
orientovana na prozkoumavani dusevnich procesu jako je napf. disociace i introspekce.
Dadle se velmi zajima o Zivotni prostredi, ekologii a taktéZ o to, jak zvuky vytvareji pomijivé a
neviditelné struktury. V soucasné dobé jeji kompozice osciluji mezi ambientni a noisovou
hudbou, v jejich ramci jsou vyuZivana elektronicka zatizeni, syntetizadtory a pfednahrané
zvuky. Autorka svét chape jako misto, které je plné experimentalnich jazykd a zvukd — vzdy
se pohybujeme mezi témito vnitfnimi a vnéjsimi , krajinami*.

Introspective State #5 — v roce 2019, po seznameni se s novou hudbou, zacala Ruzafa
zkoumat sebe sama pomoci zvuku. V tom samém roce se ve Spanélsku uskuteénila premiéra
prvni ¢asti jejich Introspective States. Tyto improvizacné ladéné performance reflektuji
dusevni poruchy, psychologické procesy a odlouceni od reality. Ve, co se v pribéhu dila (od
pocatku az do konce) stane, je spojeno s konkrétnim prostfedim, ve kterém je provadéno, a
casem, v némz se odviji. Podobné, jako kdybyste zacali kreslit ¢aru na papir a neméli pevné
stanoveny zamér, kde ma skoncit. Skladba se tak stava jakymsi ,cvicenim®, jehoz cilem je
»nikam nesmérovat”. A rovnéz ,prostfedkem pro sebe-poznani pomoci zvuk, o nichz
vlastné nevim, Ze k nim chci dospét”. Tento pfistup by bylo mozné pfirovnat kuprikladu k
automatickému psani. Neni zde Zadny pfedem dany dlvod, jde pouze o prizkum. Cokoli se
odehraje béhem provedeni, je zcela nahodné, ale zarover podminéné pocity a
emocionalnim rozpoloZenim interpreta.

Maria De Grandy Ruzafa

Maria De Grandy Ruzafa — Introspective State #5 (2021)

Maria De Grandy Ruzafa (1998, Algeciras, Spain) is a violinist and member of the
Ostrava New Orchestra since its foundation in 2017. She currently works as a freelance art
historian and researcher, combined with her work as technical assistant at the “Punta
Paloma” Recording Studios (Tarifa, Spain). Her instrumental and poetic works have always
investigated the mental processes of dissociation and introspection. She is also obsessed
with the natural environment, ecology and how sound creates ephemeral and invisible
structures. Her compositions are somewhere between ambient and noise, and utilize

electronic devices, synths and pre-recorded sounds. For her, the world is full of
experimental languages and sounds. We are always navigating these internal and external
landscapes.

Introspective State #5 —in 2019, after her first contact with new music, Ruzafa started
to investigate herself through sound. That same year, she premiered the first part of
Introspective States in Spain. These improvisational performances are based on mental
issues, psychological processes and dissociation from reality. Everything that happens from
the beginning to the end of the piece is related to its context and the time it is happening,
like drawing a line on a piece of paper with no knowledge of where it’s going to end. An
exercise in searching for nowhere. And also “a tool for self-knowledge through sounds that |
don’t really know that I’'m looking for”. It has a point of connection with automatic writing.
No purpose, just research. Everything that happens during the performance is completely
random but, at the same time, conditioned by the feelings and emotions of the performer.

Maria De Grandy Ruzafa

Mac Waters — Justin Bieber — Baby (remix) (2019)

Mac Waters (2000) je hudebnik — skladatel, interpret, improvizator, producent,
rozhlasovy hlasatel a posluchac —, ktery plsobi v New York City a uplatriuje se v rliznych
interdisciplinarnich kontextech. Ve své aktualni tvorbé se predevsim zaméruje na Gzkostné
pocity nastupujici digitdIni generace, vyjevy z kazdodenniho Zivota, humor a spontannost,
samotny interpretacni proces anebo transhistoricky narativ. Waters pracuje s rozlicnymi
médii — skladd komorni dila pro rGizné soubory specializujici se na soudobou hudbu,
komponuje elektroakustickou hudbu pro film a tanecni predstaveni, jako vokalista a
houslista byl zapojen do rdznych interdisciplinarnich a multimedialnich projekt( a vytvari
téZ elektronické remixy pisni ¢i svou vlastni elektronickou hudbu a pisné. Waters je v
soucasné dobé posluchacem ¢tvrtého rocniku na Kolumbijské univerzité, kde studuje hudbu
v kombinaci se zamérenim na stfedovéka a renesancni studia. Intenzivné se vénuje studiu
hudebni kompozice u Georga Friedricha Haase, Erica Wubbelse, Setha Cluetta a Zoshy Di
Castri. (Autor v anglické verzi biografie vyuziva genderové neutrdini zajmena, jejichZ pouZziti
je viak v ¢estiné ponékud problematické; rozhodli jsme se je tedy v prekladu nahradit a
upozoriiujeme na uvedenou skutecnost alespon touto formou — pozn. prekl.)

Justin Bieber — Baby (remix) — nostalgicky pocit, kdyz se divate z okénka auta, mate na
usich sluchdtka a snazite se prehlusit okolni zvuky. Vasi rodi¢e maji zapnuté radio a néco
poslouchaji, ale vy to skoro neslysite. Co vlastné znamena mit Sirokou posluchaéskou
zkuSenost a jak vyrazné prostupuje nasimi sou¢asnymi hudebnimi aktivitami? Je mozné, ze
jsou tyto osobni ,,hudebni déjiny” — do urcité miry (a nebo taky moznd vibec ne) — isté
podminéné okolnostmi?

Mac Waters
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Mac Waters — Justin Bieber — Baby (remix) (2019)

Mac Waters (2000) is a NYC-based musician — composer, performer, improviser,
producer, radio broadcaster, listener —who performs in a variety of interdisciplinary
contexts. The core of their current work explores the anxiety of a digital generation coming-
of-age, the theater of everyday life, humor & spontaneity, performance practice itself, and
transhistorical narrative. Waters has worked in a variety of mediums, some of which include
composing chamber music for various contemporary ensembles, composing electroacoustic
music for film and dance, performing as a vocalist and violist in various interdisciplinary and
multimedia performances, and electronically producing remixes as well as original music
and song. Waters is currently a fourth-year undergraduate student at Columbia University
where they are pursuing a BA in Music with a special concentration in Medieval and
Renaissance Studies, studying composition intensely with Georg Friedrich Haas, Eric
Wubbels, Seth Cluett, and Zosha Di Castri.

Justin Bieber — Baby (remix) — the nostalgia of staring out a car window with
headphones in, tuning out any other sounds as much as you can. Your parents are playing
something on the radio, but you can barely hear it. What does it mean to have an extensive
listening history that inherently informs our current musical practice? What does it mean
that these “musical histories” — up unto a certain point (or perhaps not) — are purely
circumstantial?

Mac Waters

Christian Ferlaino — [Locked] Down in the Basement (2020)

Christian Ferlaino (1981) je saxofonista, improvizator, skladatel a etnomuzikolog
plvodem z Italie, ktery v soucasné dobé Zije a pracuje v Berliné. Jeho hudebni aktivity by
bylo moZné charakterizovat vyrazem ,eklekticka fragmentace”: jako duddk interpretuje
tradi¢ni hudbu z oblasti stfedni Kalabrie (Itdlie); jako saxofonista se specializuje na
improvizovanou hudbu a je soucasti evropské improvizacni scény; jako skladatel pise
kompozice pro jazzové soubory i pro ansambly vénujici se soudobé hudbé. Ve svych dilech
prozkoumava vyrazovy potencial improvizované hudby a vztahy mezi kompozici a
improvizaci. Zajima jej socialni a spolecensky rozmér improvizace a jejich vliv na tvarci
proces umoznujici rozvijeni novych forem ¢i zplsob( hudebni spoluprace. Autorova hudba v
sobé téZ zahrnuje vysledky jeho etnomuzikologického vyzkumu, v némz usiloval o zvukové a
hudebni zmapovani kalabrijské oblasti. Ferlaino spolupracoval a vystupoval s vyznamnymi
mezinarodnimi osobnostmi soudobé hudby a improvizacni scény, napf. s Anthony
Braxtonem, Laurencem B. Morrisem ¢i Cornelisem de Bondtem. Byl ¢lenem nizozemské,
italské a skotské improvizacni hudebni scény; jeho skladby byly provedeny na mnoha
vyznamnych pédiich a byly vysildny po celém svété.

11

Skladba [Locked] Down in the Basement ([Zamceny] dole ve sklepé) vznikla béhem
pandemie a byla plivodné napsana pro barytonovy saxofon. Komponoval jsem ji ve
sklepnich prostorech kostela, kde jsem v neuvéfitelné zimé a v nezdravych podminkdach
cvicil a skladal béhem lockdownu. Jedna se o jakousi meditaci reflektujici souzeni, ktera
jsme zazili v poslednich mésicich béhem nuceného socidlniho distancovani; tematizovan je
vsak také tvarci potencidl samoty. Dilo jsem transkriboval pro basovy klarinet a premiéry
skladby se na festivalu Ostravské dny ujme Gareth Davis.

Christian Ferlaino

Christian Ferlaino — [Locked] Down in the Basement (2020)

Christian Ferlaino (1981) is an Italian-born saxophonist, improviser, composer and
ethnomusicologist currently living and working in Berlin. An eclectic fragmentation
characterises his musical activity: as a bagpiper, he plays traditional music from Central-
Calabria; as a saxophone player, he has specialised in improvised music and is a member of
the european improvised scene; as a composer, he writes both for jazz and contemporary
music ensembles. His work explores the expressive potential of improvised music and the
relationships between composition and improvisation. He is interested in improvisation as a
social and collaborative creative process that provides opportunities to develop new ways
of working musically together. His music incorporates the outcomes of his
ethnomusicological research on the sonic and musical realm of Calabria. Ferlaino has
collaborated and performed with major international figures of the contemporary and
improvised music scenes, such as Anthony Braxton, Laurence B. Morris and Cornelis de
Bondt. He has been a member of the Dutch, Italian and Scottish improvised music scenes;
his music has been performed on international stages and broadcast worldwide.

Composed during the pandemic, [Locked] Down in the Basement is a piece originally
written for baritone saxophone in the incredibly cold and unhealthy church basement
where | have been practicing and composing during lockdown. It is a meditation on the
anguishing social distancing we have been experiencing during the past months but also a
reflection on the creative potential of solitude. The piece was transcribed for Gareth Davis’
bass clarinet to be premiered at Ostrava Days.

Christian Ferlaino

Aurés Moussong — Middle Eastern Flashes (2015)
Aurés Moussong (1984) zapocal sva studia kompozice na Escuela Superior de Musica v
Mexico City, tuto Skolu absolvoval v roce 2012 pod vedenim Josého Luise Castilly. Ziskal

stipendium v ramci programu UNESCO-Aschberg, jeZ rovnéz zahrnovalo rezidenci v IMEB ve
mésté Bourges (Francie). V letech 2011, 2013 a 2019 obdrZel stipendium nadace FONCA. V
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roce 2015 byl vybran, aby se v The Banff Centre zucastnil rezidence a workshopu pro
komponisty a umélce nazvaného , Vychodni tradice”, ktery byl veden véhlasnym
skladatelem a hra¢em na setar Kiya Tabassianem. Své vzdélani si doplnil prostfednictvim
rtznych domacich a zahranicnich program(, workshopu a konzultacemi se skladateli jako
Mario Lavista, Luca Cori, Carlos Sanchez-Gutiérrez, Juan Trigos, Zsigmond Szathmary ¢i
Heber Vazquez. Dale jej téZ obohatily jeho soukromé cesty za ucelem prizkumu ,jiné
hudby” a odli$nych zplsobu hudebniho vyjadfovani, které mély na autorovy kompozice
zasadni vliv. V roce 2019 byl prijat na prestizni Hudebni akademii Franze Liszta v Budapesti,
kde v soucasné dobé studuje v magisterském programu v oboru hudebni kompozice.
Moussongovy skladatelské zajmy jsou znacné Siroké a zahrnuji tvorbu pro akustické hudebni
nastroje, elektroakustickou hudbu a ponejvice kombinaci akustickych nastroja s fixni
elektroakustickou stopou. Cestovani a nomadsky zpUsob Zivota pro néj predstavuji tvarci
Zivnou pUdu, pretvareji zvuk jeho skladeb i pojeti hudby — jak je ostatné mozné slyset v
autorovych kompozicich, jez v sobé zahrnuji rozli¢né vlivy. Moussongova dila byla
provedena doma i v zahranici v rlznych institucich, experimentélnich prostorech a na
festivalech.

Hlavnim prvkem skladby Middle Eastern Flashes (Zablesky z Blizkého vychodu) pro
klarinet a elektroakustickou stopu je narativ tvoreny naznaky, vzpominkami a obrazy ve
formé audio sampl(, jez skladatel pofidil pfi svém pobytu na Blizkém vychodé v roce 2006 a
které byly dale zpracovany a transformovany. Kompozice predstavuje pomyslny obraz
zachycujci rozdilnost, ale i schopnost souZiti rdznych entit na daném misté, doplnény o
anonymni postavy, jejichZ hlasy a myslenky autor zaznamenal a v priibéhu dila se porlznu
objevuiji.

Aurés Moussong

Aurés Moussong — Middle Eastern Flashes (2015)

Aurés Moussong (1984) began his Music Composition studies at the Escuela Superior
de Mdsica in Mexico City and graduated in 2012 with José Luis Castillo. He has been the
recipient of a UNESCO-Aschberg Foundation scholarship for a residence at the IMEB in
Bourges (France). Subsequently, he received the scholarship FONCA for young artists in
2011, and then again in 2013 and 2019. In 2015 he was selected to participate at The Banff
Centre, at the “Eastern Traditions” residence and workshop for composers and artists, led
by the prestigious composer and sitarist Kiya Tabassian. He has enriched his training
through various national and foreign programs, workshops and studies with composers
such as Mario Lavista, Luca Cori, Carlos Sanchez-Gutiérrez, Juan Trigos, Zsigmond Szathmary
and Heber Vazquez, as well as in personal travels in research for “other music” and other
languages of musical expression that have had a decisive influence on his work. In 2019,
Moussong was accepted at the prestigious Franz Liszt Academy of Music in Budapest,
where he is currently pursuing his Master’s degree in Music Composition. His compositional
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interests are wide, ranging from acoustic instrumental music to electroacoustic music with
mostly fixed electronics plus instruments. Travel and nomadism have been creative
nourishments, transforming his sound, which is full of diverse influences. His music has
been performed nationally and internationally in different institutional and experimental
spaces, and within festivals.

Middle Eastern Flashes for clarinet and electronics (tape) takes as its main element a
narrative in the form of hints, memories and images. The audio samples, processed and
transformed, were recorded by the composer during a visit he made to the Middle East in
2006. The work is a portrait of the diversity and coexistence of various entities in the same
space, with anonymous characters interspersed throughout the work, whose voices and
thoughts were shared with the composer.

Aurés Moussong

Gergely Zoltan Szab6 — Mattheus 6:3 (2020)

Gergely Zoltan Szabé (1993) se narodil v Budapesti a studoval hru na housle a
kompozici na tamni Konzervatofi Le6 Weinera. Nasledné pokracoval ve studiu kompozice na
Hudebni akademii Ference Liszta a soucasné studoval hru na barokni housle.

Ackoliv nazev skladby Mattheus 6:3 (Matous 6:3) odkazuje k Bibli, nejedna se o
naboZensky zaloZzenou kompozici. Pojmenovdéni dila se vztahuje pouze k asynchronii dvou
rukou, kterd prostupuje celou skladbou.

Gergely Zoltan Szabd

Gergely Zoltan Szab6 — Mattheus 6:3 (2020)

Gergely Zoltan Szabo (1993) was born in Budapest, and studied violin and composition
in the Led Weiner Conservatory. After finishing, he continued his composition studies at the
Ferenc Liszt Academy of Music, where he also studied baroque violin.

Despite Mattheus 6:3 referring to the Bible, it is a non-religious piece. It only refers to
the asynchrony of the two hands, which runs through the piece.

Gergely Zoltan Szabo

Forrest Eimold — Paraclete (2021)

Forrest Eimold (1999) je skladatel a hrac na kldvesové nastroje. Snazi se vytvéret
skladby, které evokuji dojem, Ze by vlastné ani nemély existovat. Zuzitkovava hudebnost

14



queer Clovéka, jez v uréitém ohledu stoji v protikladu s okolnim svétem. Eimold se snazi
rozrusit nase Uzkostné budované vazby s tim, co nam ,ndlezi“ a cemu ,ndlezime” my — ini
tak v neutuchajici nadéji, ze timto zplisobem dokaze odhalit neomezeny vnitfni svét, ktery
je nedilnou soucasti kazdého z nas. Autor se ve svych kompozicich zabyva transkripci,
kvantovanim, vyuzitim unisona, problematikou vlastnictvi ¢i nezavislosti. Uvedena témata
zpracoval ve skladbdach, jeZ interpretovaly soubory jako Wet Ink Ensemble, Fonema Consort,
Mivos Quartet, Choir of Trinity Wall Street ad. Eimold studuje kompozici v ramci Columbia-
Juilliard Program. KdyZ zrovna neni zaméstan studijnimi povinnostmi, plsobi jako hrac na
klavesové nastroje v souboru Trinity Baroque Orchestra a vystupuje mezinarodné jako
sélista/doprovaze¢ zaméfujici se na interpretaci nové a historické hudby.

Paraclete — v celém pribéhu Mahlerovy , Symfonie tisici“ (jak zni neoficidlni oznaceni
autorovy Osmé symfonie) z roku 1907 opakované dochazi k tomu, Ze se osamoceny
houslista oddéluje od zbytku rozmérného souboru. Skoro to pUsobi tak, Ze sdlista ztélesriuje
dva textové ndméty dila — kfestanského Ducha svatého a Goethovu myslenku ,vééné
Zenskosti“ z Fausta. ZpUsob, jakym sélista ¢ni nad zbytkem souboru, zaroven vyvolava urcité
zdani nehmotnosti — jako kdyby se Mahler pomoci této hudby snaZil sobé i posluchaci sdélit:
»hle, tvoje nadoba“. Jak se tyto osy touhy a ztélesnéni projevily v uplynulém stoleti a jak je
mohu j3, jakoZto jiny skladatel, ucinit slysitelnymi? Skladba Paraclete (v ¢estiné Paraklet —
tento vyraz odkazuje k Duchu svatému a jeho uloze ,utésitele” ¢i ,pfimluvce”) proto
predstavuje jistou paralelni fantazii, v jejimZ ramci houslista cituje izolované, ¢asto velmi
roztfisténé uryvky z houslovych sél zminéné symfonie. Jejich prednes formuje jakousi
désivou digitalni verzi (Ci Iépe feceno ,zjeveni”) extatické prvni véty Mahlerovy symfonie —
presvédcivost této evokace je zcela odvisla od houslistova vykonu. To pfedstavuje znacny
rozdil oproti Mahlerové plvodni skladbé.

Popisovana situace mi svym zplsobem pfipomina jeden uryvek z textu Waltera
Benjamina z roku 1940, ktery jsem si po dokonceni dila znovu precetl: ,Tak asi musi vypadat
andél déjin. Tvari se obraci do minulosti. Co se nam jevi jako fetéz udalosti, to vidi jako
jednu jedinou katastrofu, ktera bez prestani kupi trosky na trosky a hazi mu je pod nohy.
Rad by prodlel, rad by vzbudil mrtvé a spravil, co je rozbité. Ale z raje véje vichfice, ktera se
opira do jeho kiidel a ma takovou silu, Ze je andél uz nemuze sloZzit. Tato vichfice ho
nezadrzitelné pohdni do budoucnosti, jiz nastavuje zada, zatimco hora trosek pfed nim roste
do nebe. Tato vichfice je tim, ¢emu fikdame pokrok.” (Tvrzeni IX z Déjinné filozofickych tezi,
prekl. Véra Saudkova.)

Forrest Eimold

Forrest Eimold — Paraclete (2021)
The music of composer-keyboardist Forrest Eimold (1999) primarily devotes itself to

realizing that which was never meant to be. Harnessing the musicality of a queer person’s
counterpoint with the surrounding world, Eimold’s work endeavors to decompose our
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fraught relationships both with what “belongs” to us and to what we “belong”, in the
continuous hope of pointing to the unbound world inherent within our own. As such,
ongoing compositional interests include issues of transcription, quantization, unison,
ownership, and sovereignty, all of which have been explored in performances by the Wet
Ink Ensemble, the Fonema Consort, the Mivos Quartet, the Choir of Trinity Wall Street, and
others. When not studying composition through the Columbia-Juilliard Program, Eimold can
be found playing continuo in Trinity Baroque Orchestra and performing internationally as a
soloist and accompanist of new and historical music.

Paraclete — throughout Mahler’s 1907 ,,Symphony of a Thousand” (the unauthorized
nickname for his Eighth Symphony), a lone violinist occasionally breaks away from the
piece’s vast personnel. Often enough, the soloist seems to embody the piece’s two textual
subjects, the Holy Spirit of Christianity and the “eternal feminine” of Goethe’s Faust. At the
same time, the way they soar above the rest of the ensemble also engenders a certain
disembodiment, as though Mahler is telling himself, the symphony, and the listener alike,
“behold your vessel”. How have these axis of desire and embodiment tilted in the
intervening century, and how might I, as another composer, render those tilts audible?
Paraclete (a term referring to the Holy Spirit in its capacity as “comforter” or “intercessor”)
therefore develops a parallel fantasy wherein the violinist offers an isolated, heavily
splintered reading of all the violin soli from the symphony. Their recitation, in turn, steers a
fearsome digital apparition of Mahler’s ecstatic first movement, most of whose parameters
are now rendered abjectly dependent on the violinist’s performance — a stark contrast with
the relationship prescribed in Mahler’s original.

I’'m reminded somewhat of a 1940 passage of Walter Benjamin’s | revisited after
finishing the piece: “This is how one pictures the angel of history. His face is turned toward
the past. Where we perceive a chain of events, he sees one single catastrophe which keeps
piling wreckage upon wreckage and hurls it in front of his feet. The angel would like to stay,
awaken the dead, and make whole what has been smashed. But a storm is blowing from
Paradise; it has got caught in his wings with such violence that the angel can no longer close
them. The storm irresistibly propels him into the future to which his back is turned, while
the pile of debris before him grows skyward. This storm is what we call progress.” (Thesis IX
from On the Concept of History, transl. Harry Zohn.)

Forrest Eimold

Federico Pozzer — Four Sections (2021)

Federico Pozzer (1991) je skladatel, improvizator a vyzkumnik. Pod vedenim Scotta
McLaughlina a Michaela Spencera studuje v doktorském studijnim programu na Univerzité v
Leedsu (UK). Ve své aktudlni tvorbé prozkoumava, jak zmény v interpretové dychani
ovliviiuji vysledny hudebni tvar a jak mGZe byt tento proces zuZitkovan v kompozicni a
interpretacni praxi. V roce 2019 vydal anglicky label Another Timbre jeho autorské CD
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Breaths. Pozzerovy kompozice byly v posledni dobé uvedeny na konferenci 21st Century
Guitar 2021 (Universidade NOVA de Lisboa), v koncertnich prostorech Splendor
(Amsterdam), Constellation (Chicago) a St. Paul’s (Huddersfieldska univerzita) ¢i na festivalu
Deep Minimalism 2.0 (Londyn). Néktera z jeho neddvnych dél byla vydana v ¢asopise IM-0OS
a v ramci platformy MASS. Autorovy skladby byly vysildny evropskymi rozhlasovymi
stanicemi (Keith F’Em, Concertzender Radio, Radio 3).

Kompozice Four Sections (Ctyfi sekce) zkouma, jak se determinované &i
nedeterminované zmény interpretova dychani mohou projevit v konkrétnim znéni skladby.
V kazdé ze Ctyr sekci dila hra¢ pozménuje své dychani a prizplsobuje se autorovym
pisemnym pokynum, které jej vybizi k tomu, aby sledoval, omezoval a modifikoval své
dychani, anebo od néj zcela odhlédl. Zmény v dynamice, nacasovani, artikulaci dechu ¢i
zvuku nastroje nejsou v partitufe pevné stanoveny, projevuji se jako ddsledky
skladatelovych pokyn( ohledné interpretova dychani, rizného stupné koncentrace na
vlastni dech a télesné zatéze.

Federico Pozzer

Federico Pozzer — Four Sections (2021)

Federico Pozzer (1991) is a composer, improviser, and researcher. He is a PhD
candidate at the University of Leeds (UK), where he is supervised by Scott McLaughlin and
Michael Spencer. His current practice explores how changes in players’ breathing can shape
the musical outcome and how changes in players’ breathing can be interrogated through
composition and performance.

In 2019, his CD Breaths was released by English label Another Timbre. Recent performances
of his pieces include the 21st Century Guitar Conference 2021 (Universidade NOVA de
Lisboa), Splendor (Amsterdam), Constellation (Chicago), Deep Minimalism Festival 2.0
(London), St. Paul’s (University of Huddersfield). Some of his recent works have been
published in the IM-0OS journal and the MASS. His works have been broadcast by European
radios including Keith FFEm Radio, Concertzender Radio, and Radio 3.

Four Sections is a piece that intends to explore how determinate and indeterminate
changes in the the performers’ breathing can be revealed through the players’ sounds. In
each of the four sections, the performer alters their breathing and playing according to
written instructions which may ask the player to observe, constrain, alter their breathing,
and distract themselves from it. Changes in dynamics, timings, articulation of breath and
instrument sounds are not specified by the score, but rather emerge as consequences of
the instructions on breathing, of the changes in the performers’ awareness of their breath,
and of physical tasks.

Federico Pozzer
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Karlheinz Stockhausen — Aus den sieben Tagen (1968)

Karlheinz Stockhausen (1928-2007) studoval v Koliné nad Rynem hudebni pedagogiku,
hru na klavir a soubézné skladbu u Franka Martina, v Pafizi pokrac¢oval u Oliviera Messiaena
a Pierra Schaeffera. Jeho strmy umélecky vyvoj charakterizuje disledné hledani nového
hudebniho jazyka, nezatizené minulosti, které vede od pocatecniho nasledovani Webernova
punktualismu pres multiserialni kompozici, koncept hudby v prostoru, elektronickou a
elektroakustickou hudbu, uplatriovani prvk( nahody a intuice k SirSimu pojeti hudebniho
uméni pod vlivem studia filozofie Dalného vychodu, zavrienému monumentalnim (a
kontroverznim) cyklem sedmi celovecernich multimedialnich oper (moderniho
»gesamkunstwerku®) Licht (Svétlo) a nedokonéenym projektem Klang (Zvuk). Kazda ze
Stockhausenovych 376 skladeb fesi jiny kompozi¢ni problém a dokumentuje autorovu
neobycejnou a nevycerpatelnou objevitelskou invenci.

Cyklus Auf den Sieben Tagen (Ze sedmi dnU) sestava z 15 skladeb pro blize neuréeny
soubor hraéll. Pfesné vymezena neni ani délka jednotlivych skladeb (vétSinou trvaji od
nékolika minut po zhruba hodinu). Stockhausen toto dilo chapal jako , intuitivni hudbu®,
timto oznacenim chtél zdUraznit, Ze se nejedna o ,,improvizaci” — skupina interpret(, ktera
cyklus realizuje, by se méla plné soustredit na autorovy psané instrukce, byt vedena intuici a
snazit se na sebe neustale reagovat. 15 textovych skladeb bylo vytvoreno v priibéhu péti
dni, které skladatel strdvil v Ustrani, bez jidla. Jednalo se o dobrovolny exil, urcité hudebné-
duchovni vyhnanstvi. Texty rovnéz reflektuji Stockhausen(lv nardstajici pocit umélecké
izolace a jeho intenzivnéjsi zajem o vnitini svét ¢lovéka a jeho myslenkové procesy. Jedna se
o hluboce duchovni vytvor — skladatel ¢erpal ze svych osobnich pocitli a projevuje se zde téz
jeho inklinace k transcendentalni filozofii. Autorovy texty obsahuji neurcité, poetické
pokyny, interpreti jsou tfeba vyzvani k tomu, aby ,hrali bez pfemysleni“, nebo ,,aby hrali v
rytmu shodném s vesmirem®. A kupfikladu v textu Es (To) se mGZeme setkat s nasledujicimi
asociativnimi instrukcemi: ,Nemysli na NIC / po¢kej, dokud nedosahnes absolutniho klidu /
kdyZ k nému dospéjes / za¢ni hrét / ve chvili, kdy za¢ne$ myslet, pfestan hrat / a pokus se
znovu / dosdhnout stavu NE-MYSLEN{ / pak pokraduj ve hre.”

Muzikologové povazuji cyklus Aus den Sieben Tagen za pocatek promény ve
Stockhausenové kompozi¢ni estetice, znaci jeho odklon od experimentovani s témbrem ¢i
fyzikaInimi limity hudebni skladby a pfiklon k Cisté dusevnimu pfistupu, v jehoZ ramci je
zdUraznovana neomezenost lidské predstavivosti. Ackoliv Stockhausen trval na tom, Ze
pojem ,improvizace” je ve vztahu k Auf den Sieben Tagen nedostatecny, ve skutecnosti se
jedna o svého druhu vrchol v oblasti hudebni improvizace. Od interpretd je totiz vyZzadovéana
znacna mira otevrenosti, hudebni fantazie a také urcita myslenkova sptiznénost a dlivéra v
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autorovu vizi — poté se provedeni skladatelovych textovych instrukci muize stat smysluplnou
hudebni udalosti.
Alexander Carpenter (upraveno)

Karlheinz Stockhausen — Aus den sieben Tagen (1968)

Karlheinz Stockhausen (1928-2007) studied music pedagogy, piano, and composition
with Frank Martin in Cologne. He continued in Paris with Olivier Messiaen and Pierre
Schaeffer. Stockhausen’s steep artistic development is characterized by a consistent search
for a new musical language, unburdened by the past, from his initial following of Webern’s
punctualism through multiserial composition, the concept of music in space, electronic and
electroacoustic music, and application of indeterminate and intuitive elements, to a
broader concept of musical art influenced by the studies of the philosophy of the Far East,
culminating in a monumental (and controversial) cycle of seven fullnight multimedia operas
(a modern “Gesamtkunstwerk”), Licht (Light) and the unfinished project Klang (Sound). Each
of Stockhausen’s 376 compositions, solves a different compositional problem, documenting
the composer’s unusual and inexhaustible discovery and invention.

Auf den Sieben Tagen (From the Seven Days) consists of 15 compositions for
unspecified ensemble. Each piece may last for an unspecified duration (usually from several
minutes to one hour per piece). Stockhausen called this music “intuitive music”, meaning
that it is not “improvisation”, but rather music that is played intuitively — employing “a
process of mutual feedback” — by a group of musicians concentrating on a specific written
text. The 15 texts for the work were written over the course of five days that Stockhausen
spent shut away without food: a self-imposed exile, a kind of musical-spirtual retreat. The
texts reflect Stockhausen’s increasing sense of artistic isolation and his interest in the
internal world and the processes of the mind. They are deeply spiritual explorations,
drawing on the composer’s personal emotions and his philosophical predilection towards
transcendentalism. His texts contain vague, poetic instructions to performers, who are
entreated to “play with out thinking”, or to “play in the rhythm of the universe”. The text Es
(It), for example, contains the following evocative instructions: “think NOTHING / wait until
it is absolutely still within you / when you have attained this / begin to play / as soon as you
start to think, stop /and try to retain / the state of NON-THINKING / then continue playing.”

Musicologists have noted that Aus den Sieben Tagen represents a shift in
Stockhausen’s compositional aesthetic, a move away from experimentation with timbre
and the physical limitations of composition towards a purely mental approach, emphasizing
the limitlessness of the human imagination. While Stockhausen insists that “improvisation”
is an inadequate term to apply to Auf den Sieben Tagen, it is the ne plus ultra of improvised
music, demanding from performers open-minded and imaginative musical and spiritual
agreement in the creation of meaningful musical events.

Alexander Carpenter (edited)
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