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Lubos Mrkvicka — For Large Ensemble, part F (2019-2020)

LuboS Mrkvicka (1978) je od roku 2006 je pedagogem na katedre skladby HAMU,
kde vyucuje skladbu a teoretické predméty zamérené na kompozicni techniky hudby 20.
stoleti. Od roku 2006 tézZ pUsobi jako ucitel skladby na New York University v Praze. Po
tfech letech studii na Statni konzervatofi v Praze (ve tfidé Bohuslava Rehote) studoval na
HAMU u Milana Slavického a Marka Kopelenta (Ph.D., 2009). Béhem svych studii vedle
rfady rGznych kompozi¢nich workshopU absolvoval studijni stdZz na Royal College of Music
v Londyné u Davida Sawera. Pohybuje se vyhradné v oblasti Cisté instrumentdalni hudby,
piSe pro rliznd nastrojova obsazeni od sélovych skladeb a malych komornich seskupeni po
velké orchestry. Styloveé vychazi z tradice strukturalistické, konstruktivistické avantgardy
druhé poloviny 20. stoleti. Jeho skladby jsou provadény prednimi ¢eskymi ansambly
specializovanymi na soudobou hudbu (Brno Contemporary Orchestra, Berg Orchestra,
MoEns), stejné jako i svétové proslulymi ansambly a sdlisty (Klangforum Wien, Xasax
Saxophone Quartet, lan Pace, Satoko Inoue). Jeho skladba For Large Ensemble, Part D
(objednand Prazskym jarem a poprvé uvedena souborem Klangforum Wien s dirigentem
Basem Wiegersem) v roce 2019 ziskala ocenéni , Trochu nizsi C4“ (nejlepsi skladba
zkomponovanad ceskym skladatelem v roce 2018). Pro Ostravské dny komponuje Lubos
Mrkvicka poprvé.

For Large Ensemble, part F — Jak intenzivné a rozporuplné vnimam techniku. Vdécéim
ji v podstaté za vse, a prece je tak nepodstatna. O technice se mluvi snadno, nicméné v
programové brozZure to vétSinou plUsobi nepatficné a nezajimavé. V pripadé této skladby
by to mohlo vypadat napriklad takto: kostrou skladby For Large Ensemble, part F je
jediné, dlouhé, zpocatku jen tézko uchopitelné, stale dokola se opakujiciho ,téma*“, které
zacne v nejvyssim rejstiiku a v prabéhu celé skladby postupné pomalu klesa az do jejiho



konce. Dulezitym hybatelem napsani skladby byla predstava hlasitych a extrémné
hustych akord(, které ale budou znit jasné aZz rozzarené. Tato predstava je realizovana ve
stfednim Useku (v némz poprvé zazni ton es! coby osa celé skladby a soucasné nejhlubsi
ton, ktery do té doby zaznél, a v némz se zaroven zminéné ,téma“ zacina proplétat se
svymi zrcadlovymi variantami) a tésné pred zavérem posledniho, tfetiho Useku.

V souvislosti s touto skladbou by za zminku snad stdlo jesté ndasleduijici. Jako skladatel
jsem schopen myslet hudbu pouze jako zménu, hudebni plochu jako vysledek prechodu
(ktery byva vétSinou viceméné plynuly) jednoho stavu do stavu jiného. | z tohoto divodu
jsem v minulosti témér vidycky pracoval s rGznymi dynamickymi vinami, jakymisi
rozsahlymi crescendy a decrescendy. U ostatnich skladatel(l jsem ale zaroven zesilovani Ci
zeslabovani vnimal jako néco velmi nezajimavého, hrubého az vulgarniho, zejména pak v
téch pripadech, kdy hudba z(stava v podstaté stejna a jen se proménuje jeji dynamicka
hladina. V této skladbé, tfebaze je nejdelsi skladbou, co jsem zatim napsal, jsem se
rozhodl, Ze nic takového délat nebudu, Ze k postupnym proménam bude v ramci
jednotlivych ploch dochazet pouze v rdmci ostatnich parametru, nikoliv dynamiky —
zkratka, Ze hudba bude bud' hlasita, nebo ticha. Vzhledem k tomu, Ze tichou hudbu lze
snadnéji modulovat, ve skladbé se objevuji tfi rizné stupné tiché hudby (pp, p a mp);
oproti tomu hlasita hudba je vidy pouze velmi hlasita (ff); ze skladby je pak zamérné
vyloucena veskerd hudba ve stfedni dynamice, kterd by predstavovala pomysinou
spojnici mezi obéma krajnimi typy.

Veskeré uvahy vyse byly motivovany timto: psat texty do programovych broZur pro
mé bylo vZdycky utrpenim, protoze nezfidka vnimam povinnost psat o tom, co je pro
danou skladbu tim podstatnym — co ale fikat, kdyz navzdory (pro mé zcela nezbytnym)
proménam techniky mam pocit, Ze vlastné pisSi porad stejnym zplisobem?

Lubos Mrkvicka

Lubos Mrkvicka — For Large Ensemble, part F (2019-2020)

Lubos Mrkvicka (1978) has taught composition and theoretical subjects focused on
20th-century compositional techniques at HAMU since 2006. He has also taught
composition at New York University in Prague since 2006. After three years of studies at
the Prague Conservatory (with Bohuslav Reho¥), Mrkvi¢ka studied at HAMU with Milan
Slavicky and Marek Kopelent, completing his PhD in 2009. During his time as a student,
he participated in a number of compositional workshops and a study exchange at the
Royal College of Music in London, where he studied with David Sawer. Mrkvicka writes
instrumental music for various ensembles, from solo pieces and chamber music to large
orchestra pieces. Stylistically, he is influenced by the structuralist, constructivist avant-
garde of the second half of the 20th century. His pieces are regularly performed by
leading Czech ensembles that specialize in contemporary music (the Brno Contemporary
Orchestra, Berg Orchestra, MoEns) as well as world-renowned ensembles and soloists
(Klangforum Wien, Xasax Saxophone Quartet, lan Pace, Satoko Inoue). His piece For
Large Ensemble, Part D (commissioned by the Prague Spring festival and first performed



by Klangforum Wien, conducted by Bas Wiegers) gained the Slightly Lower C4 award in
2019 (for the best piece composed by a Czech composer in 2018). Mrkvicka was
commissioned by Ostrava Days Festival in 2021 to create a new piece for the first time.

For Large Ensemble, part F— How intense and contradictory is my position towards
technique. | owe practically everything to it, and yet it is so insignificant. It is easy to talk
about technique, but it usually seems out of place and uninteresting in a program note.
In the case of this piece, it goes something like this: the backbone of For Large Ensemble,
part F is a single, long, initially hard to grasp, constantly repeating “theme” that begins in
the higher register and slowly descends throughout the piece. An important element in
writing the piece was the idea of loud and extremely dense chords that would sound
clear, almost radiant. This concept is realized in the central section (where the note Eb3 is
heard for the first time — it is the axis of the entire piece and also the lowest tone heard
up to that point — and the “theme” begins intermingling with its mirrored variants) and
directly before the final, third section.

Perhaps it is worth mentioning the following in connection to this piece. As a
composer, | am only capable of thinking of music as change; musical surfaces are the
result of transformation (which is usually more or less continuous) from one state to
another. For this reason, among others, | have consistently worked with various dynamic
waves — extended crescendi and diminuendi. In the work of other composers, however, |
saw increasing or decreasing loudness as something highly uninteresting, coarse, even
vulgar, particularly in those cases where the music remains essentially unchanged except
for the dynamics. In this piece, though it is the longest piece | have written so far, |
decided to abandon dynamic changes — the transformations that take place in each
section are within the other parameters, not the dynamics. Seeing as quiet music can be
modulated with greater ease, the piece features three levels of quiet music (pp, p and
mp), while the loud music is always only very loud (ff) — the piece intentionally excludes
all music in moderate dynamics that would represent a notional bridge between these
extremes.

All the ideas expressed above were motivated by the fact that writing program
notes has always been a torment for me. | often feel an obligation to write about what is
truly essential to the piece in question, but what am | to say, when despite
transformations of technique (which are indispensable for me), | feel that | am still
writing in much the same way?

Lubos$ Mrkvicka

Jan Jirucha - Diagonal nr. 1 (2021)
Jan Jirucha (1982, Praha) pochazi z muzikantské rodiny a od Sesti let hraje na

eufonium a trombon. Na podzim roku 1997 zacal studovat hru na trombon na
Konzervatofi Jaroslava Jezka v Praze a v roce 2003 pokracoval ve studiu na Vyssi odborné



Skole Jaroslava Jezka pod vedenim legendarniho ceského trombonisty Svatopluka
KoSvance. V roce 2008 zacal Jirucha studovat na Hudebni akademii v Katovicich (Polsko),
kde se (kromé hry na trombon) zaméfil na orchestrdlni kompozici a aranzZovani pod
vedenim Eda Partyky. Od roku 2010 vyucuje jazzovy trombon na Janackové akademii
muzickych uméni v Brné. V roce 2012 ziskal za svou skladbu Preludium pro jazzovy
orchestr ocenéni , Nejlepsi jazzova skladba® — tuto cenu pravidelné udéluje prestizni
festival Bohemia Jazz Fest ve spolupraci s Ochrannym svazem autorskym (OSA). V roce
2014 dirigoval Euroradio Jazz Orchestra, ktery proved!| i nékteré jeho skladby. O dva roky
pozdéji ziskalo album Concept Art Orchestra — The Prague Six, na kterém se podilel jako
hlavni trombonista a skladatel, vyznamné ceské ocenéni Andél za nejlepsi jazzové a
bluesové album roku 2016. V lednu 2018 spoluzalozil soubor Jazz Dock Orchestra, ktery
kazdé treti pondéli vystupuje ve znamém prazském klubu Jazz Dock. Od roku 2019
studuje kompozici na Hudebni a tane¢ni akademii v Praze.

Diagonal nr. 1 —ve své skladbé jsem se pokusil prenést princip diagonalni
kompozice, ktera se vyuziva ve fotografii, malbé a kresbé, do hudebniho svéta. Diagonala
pUsobi jako zpomaleni (stoupdni) nebo zrychleni (klesani). Zvyraznuje prostorovost
kompozice, pfipadné neukonéeni — pokracovani déje.

Jan Jirucha

Jan Jirucha - Diagonal nr. 1 (2021)

Jan Jirucha (1982, Prague) hails from a family of musicians and has been playing the
euphonium and trombone since the age of six. In autumn 1997, he began studying
trombone at the Jaroslav Jezek Conservatory in Prague, and in 2003 he continued in his
studies at the Jaroslav Jezek Higher Vocational School under legendary Czech trombonist
Svatopluk KoSvanec. In 2008, Jirucha enrolled in the Academy of Music in Katowice
(Poland), where he focused on orchestral composition and arrangement under the
tutelage of Ed Partyka. Since 2010, he has been teaching jazz trombone at the Janacek
Academy of Music and Performing Arts in Brno. In 2012, he was awarded the prize “Best
Jazz Composition” for his composition Prelude for Jazz Orchestra — this prize is regularly
awarded by the prestigious festival Bohemia Jazz Fest in cooperation with the Copyright
Protection Association (OSA). In 2014, he conducted the Euroradio Jazz Orchestra, which
also performed some of his compositions. Two years later, his aloum Concept Art
Orchestra — The Prague Six, to which he contributed as the main trombonist and
composer, was awarded the prestigious Czech prize Andél for the best jazz and blues
album of 2016. In January 2018, he co-founded Jazz Dock Orchestra, which appears every
third Monday in the famous Prague club Jazz Dock. Since 2019, he has been studying
composition at the Academy of Music and Performing Arts in Prague.



Diagonal nr. 1 —in this composition, | attempted to translate the principle of
diagonal composition, which is used in photography, painting and drawing, into the world
of music. The diagonal induces a slowing down (ascent) or acceleration (descent). It
emphasizes the spatial dimension of the composition and the open-ended continuation
of action.

Jan Jirucha

Ana Sokolovi¢ — Evta (2017)

Skladatelka Ana Sokolovi¢ (1968) je vyznamnou osobnosti soudobé hudby, ktera je
respektovdna a uznavana v Kanadé i na mezinarodnim poli. Autorcéiny kompozice
prostupuji balkanské rytmy a jsou ovlivnény riznymi uméleckymi odvétvimi. Stéle se
rozrastajici okruh jejich posluchacu pritahuje a fascinuje zejména nevidana mira fantazie,
kterou tato dila oplyvaji. Sokolovi¢ ma na svém konté radu uspésnych a prestiznich
spolupraci s kanadskymi orchestry, prednimi hudebnimi umélci a také mnoha
guebeckymi komornimi soubory. Jeji rozmanita tvorba, za niz obdrzela velké mnozstvi
vyznamenani a cen, zahrnuje rovnéz opery — napr. autorcina opera The Midnight Court
byla uvedena v Royal Opera House v Covent Garden. Kromé skladatelskych aktivit se
vénuje i pedagogické ¢innosti a pUsobi jako profesorka kompozice na Montrealské
univerzité. V Ceské republice méla velky divacky ohlas jeji opera Svatba, provedend na
NODO/Dny nové opery Ostrava 2020.

Evta v jazyce srbskych Romud znamena ,,sedm”. Kazda ze sedmi vét tohoto dila je
inspirovana jednou z barev ¢akry a je spojena s jednim ténem stupnice: C/Cerven3,
D/oranzova, E/Zluta, F/zelena, G/modra, A/indigo a H/fialova. Kompozice je silné
inspirovana romskou houslovou hudbou z oblasti Balkanu. Skladbu Evta pro sélové
housle a komorni orchestr si objednal Ensemble contemporain de Montréal (ECM+) a jeji
realizace byla dotovdna Kanadskou radou pro uméni.

Ana Sokolovi¢

V Ostravé uslySime skladbu Evta v ¢eské premiére a sdlovy part zahraje Hana Kotkova,
ktera pochazi z muzikantského rodu Kotk.

Ana Sokolovi¢ — Evta (2017)

An important figure in contemporary music, the composer Ana Sokolovi¢ (1968) has
distinguished herself both in Canada and internationally. Her works, infused with Balkan
rhythms, are influenced by different artistic disciplines and seduce an ever-growing
audience, drawing them into her vividly imagined world. Sokolovi¢ has collaborated with
many prestigious Canadian orchestras, solo artists, and Quebecois chamber music



ensembles. Her varied repertoire, which has received numerous awards and prizes,
includes several operas, such as The Midnight Court, which was produced at the Royal
Opera House Covent Garden. In addition to her activities as a composer, Ana Sokolovic is
also a professor of composition at the University of Montreal. Her opera Svadba was
performed at NODO/New Opera Days Ostrava 2020 to great acclaim.

Evta means “seven” in the Serbian Roma language. Each of the seven movements is
inspired by the colors of the chakras and is associated with one of the notes of the scale:
C/red, D/orange, E/yellow, F/green, G/blue, A/indigo and B/violet. The work is strongly
inspired by gypsy violin music played in the Balkans. Evta for solo violin and chamber
ensemble was commissioned by Ensemble contemporain de Montréal (ECM+) with
funding from the Canada Council for the Arts.

Ana Sokolovic

This performance of Evta will be the Czech premiere of the piece; the solo part will be
interpreted by Hana Kotkova, a member of the Kotek musical family.

Roland Dahinden - recall pollock (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 uréené pfimo pro néj. Jako komponista spolupracuje s
vytvarnymi umélci (Inge Dick, Sol LeWitt etc.) a s Eugenem Gomringerem realizuje a
vystavuje zvukové instalace a sochy v Evropé a Americe.

Kompozice recall pollock pro basovy klarinet a soubor bicich nastrojli byla vytvorena
pro Garetha Davise. Nadhozené fraze (mam na mysli hudebni fraze, ale lepsi vyraz by byl
asi ,,myslenky” ¢i ,,napady”) se zhustuji do zvukového obrazu, inspirovaného gesty v
malbach Jacksona Pollocka.

Roland Dahinden

Roland Dahinden - recall pollock (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 specializes in
the performance of contemporary music and improvisation/jazz. He has performed with
Anthony Braxton, Miles Davis, Pierre Favre, George Gruntz, Quincy Jones, and many
others. Composers such as Peter Ablinger, Maria de Alvear, Anthony Braxton, John Cage,
Bernhard Lang, Alvin Lucier, and Christian Wolff, have written music specifically for him.
As a composer, he collaborates with visual artists (Inge Dick, Sol LeWitt, etc.) and
develops sound installations and sculptures with Eugen Gomringer, presenting them with
Gomringer at exhibitions in Europe and America.

recall pollock for bass clarinet and percussion ensemble was written for Gareth
Davis. Tossed out phrases (i.e. musical phrases, but “thoughts” or “ideas” may be more
accurate terms) are condensed in this piece into a sound image inspired by gestures from
the paintings of Jackson Pollock.
Roland Dahinden

Miroslav Téth — Theory of Absolute Sadness (2018)

Miroslav Téth (1981) je skladatel a saxofonista narozeny v Bratislavé. Absolvoval
doktorské studium skladby na Akademii muzickych uméni v Praze u Michala Rataje.
Magisterské studium dokoncil na Vysoké skole muzickych uméni v Bratislavé u Vladimira
Godara; do tretiho ro¢niku studoval u Jevgenije Irsaie. V jeho kompozi¢nich zacatcich jej
vedl llja Zeljenka. Je rovnéz absolventem hudebni védy na Univerzité Komenského v
Bratislavé. Téth je autorem jednoaktové opery Zdhada tyce, opery Zdzracnd tyc pro
uredniky ve verejnych institucich, tfech video oper — Zub za zub, Oko za oko a Tyc, a
nedokoncené opery Outpark. Jeho skladbu The Quartet of Tentacles Reaching Out
proved| Kronos Quartet. Ddle je napr. autorem kompozice Teorie absolutniho smutku pro
sopran a orchestr, kabaretni suity BallOnAir ¢i Requiem za mafidna pro sbor a cappella a
kontratenoristu. V roce 2018 ziskal cenu Radio_Head Awards za elektroakustickou
skladbu Kyberpunkomsa. Je ¢lenem kapel Shibuya Motors, Thisnis, Frozen Wigwam nebo
Funeral Marching Band. Jako saxofonista, extenzivni zpévak ¢i soundpaintingovy dirigent
se zaméruje na volnou improvizaci, na hudbu s presahem do grafickych partitur a také na
oteviena dila. Vytvofil hudbu k nékolika celovecernim filmim. Pravidelné spolupracuje
napr. s lvanem Ostrochovskym nebo Robertem Kirchhoffem. V roce 2020 byla jeho opera
MuZ v skafandri uvedena na festivalu NODO.

Teorie absolutniho smutku obsahuje minimalistické basné Martina Burlase, které
jsou ve skladbé serazeny ndsledovné:

|. Help Me, Please
Il. Help Them, Please
[Il. Don’t You Let Them



V. Don’t Touch Me
V. Over

Nazvy basni jsou zaroven findlnim textem. Kdyz Martin Burlas piSe, tak to Uzce
souvisi s jeho reakci na svét. AutorQv minimalisticky projev je zaroven odpovédi na
slozitou politickou anebo osobni situaci. Vysveétluji si to tak, Ze v jeho basnich je tzv.
,vsechno®. Proto jsem se rozhodl nepfiznat konkrétni ,,smutek”. V dobég, kdy jsem
skladbu napsal, se Evropou prehnala migracni vina. Mnoho lidi se ztratilo, bylo
znasilnéno, anebo nemélo mozZnost vratit se domu.

Miroslav Toth

Miroslav Téth — Theory of Absolute Sadness (2018)

Miroslav Téth (1981) is a composer and saxophonist from Bratislava. He finished his
PhD studies (composition) at HAMU in Prague under Michal Rataj. Before this, he studied
composition at VSMU in Bratislava under Vladimir Godar and Evgeni Irshai. In his
compositional beginnings, he was mentored by llja Zelenka. He is also a graduate of
musicology from the Comenius University in Bratislava. Téth is the author of the one-act
opera Mystery of a Bar, the opera A Miraculous Bar for Clerks in Public Institutions, three
video operas — A Tooth for a Tooth, Eye for an Eye and The Pole, and an unfinished opera
Outpark. His composition The Quartet of Tentacles Reaching Out was performed by
Kronos Quartet. He has also composed Theory of Absolute Sadness for soprano and
orchestra, the cabaret suite Bal/lOnAir and Requiem za mafidna (Requiem for Mafioso) for
a cappella choir and contra tenor. In 2018, he won a Radio_Head award for his
electroacoustic composition Kyberpunkomsa (Cyber-Punk-Ceremony). He is a member of
the bands Shibuya Motors, Thisnis, Frozen Wigwam, and Funeral Marching Band. As a
saxophonist, singer and soundpainting conductor, he focuses on free improvisation,
music using graphic scores that overlaps into the visual sphere, and on works with some
degree of openness. He has composed the music to several feature films and regularly
collaborates with lvan Ostrochovsky and Robert Kirchhoff. In 2020, his opera The Man in
a Space Suit was premiered at the NODO festival.

Theory of Absolute Sadness contains minimalist poems by Martin Burlas arranged in
the following order:

l. Help Me, Please

Il. Help Them, Please
[ll. Don’t You Let Them
IV. Don’t Touch Me

V. Over



The titles of the poems are also the final text. When Martin Burlas writes, it has
much to do with his response to the world. The author’s minimalist discourse is
simultaneously a response to a complex political and personal situation. The way |
understand it is that his poems contain “everything”. Therefore, | decided not to submit
to a particular “sadness”. When | was writing the piece, a wave of migration swept
through Europe. Many people were lost, many were raped or lost the option of returning
home.

Miroslav Téth

lannis Xenakis — Persephassa (1969)

lannis Xenakis (1922-2001) byl skladatelem feckého pulvodu, cely sv(ij umélecky
Zivot vSak prozil ve Francii, kam uprchl pred pronasledovdnim za ucast v povstani za
druhé svétové vélky. JakoZto vystudovany stavebni inZzenyr pUsobil v PafiZi nejprve jako
asistent v ateliéru architekta Le Corbusiera, kde se posléze vyznamné podilel na
nékterych architektonickych navrzich a realizacich. Do svéta hudby vstoupil jako outsider
bez patficného vzdélani a zazemi, aby se béhem nékolika let stal jednim z nejvlivnéjsich a
nejoriginalnéjsich tvlrcd. Xenakistv pristup k hudbé se napadné lisil od koncepci jeho
soucasnikd, zpravidla rozvijejicich postwebernovsky idiom ¢i obecné néjakou hudebni
tradici. Vice nez myslenkovy svét Evropy poslednich staleti Xenakise zajimali
predsokratovsti anticti filosofové. Inspirovala ho matematika, fyzika a pfirodni procesy,
hudba pro néj byla predevsim zvukovou syntézou v nejobecnéjsim smyslu a uvazoval o ni
v kategoriich hustoty, spojitosti ¢i nespojitosti, poméru periodické (tonové) komponenty
a Sumu a v podobnych ,nehudebnickych” terminech. Tomu odpovida i radikdlné novy
vyraz Xenakisovy hudby: je syrové objektivni, nepsychologizujici, nezavisla na tradi¢nich
formach.

Nazev skladby Persephassa odkazuje k bohyni Persefoné (nebo Koré), jez ztélesnuje
telurické sily (tj. sily vztahujici se k Zemi) a proménlivost Zivota. Tyto jevy souviseji s
astronomickymi cykly a ovliviuji Zivocisné druhy, zejména ¢lovéka — jejich zakladem jsou
Casové ohranicena obdobi a opakovani. Bici nastroje jsou pak ve skladbé vyuzity jako
symboly telurickych a nebeskych udalosti. Pfi praci na kompozici se Xenakis rozhodl|
uplatnit nové nastroje — jedna se o dfevéné Ci kovové simantry, které autor jiz pfedtim
pouzil v dile Oresteia. Podobné nastroje jsou vyuzivany v feckych pravoslavnych
klasterech, jez skladatel vnimal jako ,,mista, kde zné&ji skutec¢né, starobylé rytmy, dosud
nedotcené vlivem radia nebo televize”. Pti provedeni skladby je 6 perkusionist(
rozestaveno v kruhu okolo publika, party jednotlivych hraca se rGzné prekryvaji a doplnuji
— hudba zaplnuje cely prostor a skladba se stava urcitou ,,zvukovou choreografii”. Rytmy
se rlzné ,toci“ a okolo posluchacu se volné rozvijeji chaotickd mracna zvuku. Hudebni
proud na mnoha mistech kompozice zrychluje a pfipomina obfi zvukovy vir. Ackoli tato
Ltocita smrst”“ mize evokovat kuprikladu extatické tance dervist, Xenakis se nas nesnazi



privést do transu — nahlé strihy a preryvy, casto kratké a nepredvidatelné rozmisténé,
vzdy znovu aktivizuji posluchacovu pozornost.
Les Percussions de Strasbourg

lannis Xenakis — Persephassa (1969)

lannis Xenakis (1922—-2001) was born in Greece, but fled the country after World
War |l, fearing repercussions for his participation in the resistance movement during the
conflict; as a result, he spent his entire artistic career in France. Holding a degree in civil
engineering, he started out as Le Corbusier’s assistant and co-authored several design
proposals and construction projects. In music, he began as an outsider, lacking proper
education and training, but become one of the most influential and original composers in
the world in just a few years’ time. Xenakis’ approach to music differed markedly from his
contemporaries, who, for the most part, continued to develop the post-Webern idiom.
Xenakis looked not so much to the European intellectual climate of the last few hundred
years but to the philosophers of pre-Socratic antiquity. He drew inspiration from
mathematics, physics, and natural processes; music, for him, was essentially the
synthesis of sound, understood in the broadest of terms, and he conceptualized it in
“non-musical” terms of density, discreteness/continuity, ratios of periodic (tonal) and
non-periodic (noise) components of sound, and so forth. This extra-musical inspiration is
reflected in the radically new sound of Xenakis’s music: it is brutally objective, eschews
psychological considerations, and disregards established forms.

The title Persephassa refers to the goddess Persephone, or Kore, the personification
of the telluric forces and transmutations of life. These are linked to the cosmic cycles of
living species and to man in particular, the basis of period, or iteration. This is the
underlying reason for the role of the percussion in the piece, which also symbolizes
telluric and celestial activities. At the time of its creation, Xenakis proposed new
instruments including the wooden or metal simantras, already used in Orestia and whose
original idea can be found in semantrons of the Greek Orthodox convents: “real nests of
an ancestral rhythm not yet destroyed by Radio, or Television”. The 6 percussionists are
placed in a ring around the audience. The trajectories cross or evolve according to a
sound choreography staged by the composer, with rhythms twirling in space and chaotic
clouds of sound unfolding. Through a progressive acceleration, the music will transport
the audience in a gigantic whirlwind. While this “tourniquet” evokes the dance of
whirling dervishes, Xenakis does not aim at trance: sudden cuts, brief but unpredictably
distributed, bring the listener out of its torpor.

Les Percussions de Strasbourg
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