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Petr Cigler — Horn Concerto (2019-2021)

Petr Cigler (1978), hudebni skladatel, hornista, chemik. Kompozici formalné
nestudoval a vénuje se ji cilené ve spolupraci s interprety a festivaly, pro které pisSe
skladby ,na miru”. Jeho orchestralni a komorni skladby vznikly napfiklad pro Ostravskou
bandu, Orchestr BERG, MoEns ensemble a byly provedeny na koncertech a festivalech v
Cesku (Praiské jaro, Ostravské dny, Dny nové opery Ostrava), Anglii, Némecku, Svycarsku
a USA. Skladba Uber das farbige Licht der Doppelsterne byla objedndna rozhlasovou
stanici Westdeutscher Rundfunk Koln a jeji premiéra v podani Ostravské bandy byla
vysilana v pfimém prenosu na WDR 3. Kompozice Daily Patterns byla zase diky
doporuceni Mezinarodni tribuny skladatel( vysilana ve vice nez 30 zemich. V roce 2016
méla na festivalu NODO premiéru jeho opery Tdhly zvinény pohyb podélného predmétu.

Rozvrzenim do tfi vét a jejich tempovym charakterem navazuje Koncert pro lesni roh
na prvni pohled na klasickou hornovou literaturu. Svym obsahem vsak posouva tradi¢ni
pojeti sélového nastroje do jiné roviny. Part sélového nastroje je psan v celém koncertu v
pfirozeném ladéni s vyuzitim vyssich harmonickych tén( a je neustdle konfrontovan
orchestrem notovaném v temperovaném ctvrttdnovém ladéni. Ke koncertu mam nékolik
technickych poznamek. Prvni vétu zahajuje ,preparovany” lesni roh. Nez zazni nastroj v
plné sile, sélista hraje nejprve na eso a poté na ¢astecné propojeny systém zapojek.
Druha véta vyuziva specifické techniky hry na lesni roh — zpivanych téna a jejich
konsonance a interference s tédny hranymi. K zavére¢né vété mé inspirovalo promiskuitni
vyuzivani lesniho rohu jakozto nastroje pro fanfary vSeho druhu, zvlasté pak lovecké. V
dobach parforsnich honu Slo predevsim o signdlni funkci spocivajici v informovani lovcl o
koordinaci akci a postupu terénem. ,Slavnostni slozka“ byla jen ¢asti fanfarového
repertoaru, tato nicméné dodnes preziva v rizné deformované podobé jako esteticky



archetyp hornového zvuku. Plvodni fanfary ovsem ztratily svou funkci a jejich soucasné
pouziti je pouhym simulakrem. Treti véta je komentarem k osudu hornovych fanfar.
Podobné jako rada jinych historickych kulturnich fenoménd nemad fanfara Sanci udrzet
svou vlastni integritu (zde z pohledu rytmu, ladéni nebo melodiky) a méni se v jinou
hudbu.

Prvni véta koncertu zaznéla v premiére na Ostravskych dnech 2019, dnes je koncert
uveden ve findlni podobé. Skladba je vénovana hornistovi a dirigentovi Ondreji Vrabcovi,
ktery s mou hudbou uz Iéta rezonuje v SirSich souvislostech.

Petr Cigler

Petr Cigler — Horn Concerto (2019-2021)

Petr Cigler (1978) is a composer, horn player, chemist. Despite having no formal
education in composition, he has devoted himself to it in his frequent collaborations with
performers and festivals. His work includes compositions for Ostravskd banda, BERG
Orchestra, and MoEns ensemble, and his music has been played at festivals in the Czech
Republic (Prague Spring, Ostrava Days, New Opera Days Ostrava), Germany, Great
Britain, Switzerland, and the USA. His composition Uber das farbige Licht der
Doppelsterne was commissioned by Westdeutscher Rundfunk Kéln, premiering in a live
broadcast on WDR 3. His piece Daily Patterns was broadcast in over 30 countries upon
the recommendation of the International Rostrum of Composers. Cigler’s opera
Protracted Sinuous Movement of a Longitudinal Object was performed at NODO festival
in Ostrava in 2016.

Horn Concerto — as it is divided into three movements, each with a different tempo,
Horn Concerto seems to follow in the tradition of classical horn literature. Its contents,
however, shifts the traditional conception of the solo instruments onto a new plane. The
solo part in the entire concerto is written in just intonation, making use of the higher
harmonics, and is constantly confronted with the orchestral part, which is scored in a
tempered quarter-tone tuning. | have a few technical notes on the concerto. The first
movement is opened by a “prepared” horn. Before the instrument is heard fully, the
soloist performs on the leadpipe and then on a partially connected system of valves. The
second movement makes use of a specific horn technigque — sung notes and their
consonances and interferences with the fingered notes. My inspiration for the third
movement was the promiscuous use of the horn for fanfares of all kinds, particularly
hunting fanfares. In the time of the par force hunts of the nobility, the horn’s function
was as a signal to help the hunters coordinate in their movement through the terrain.
The “festive component” was only a part of the fanfare repertoire, but it survives to this
day in variously deformed shapes as the aesthetic archetype of the horn sound. The
original fanfares, however, have lost their original function, and their contemporary use
is @ mere simulacrum. The final movement is a commentary on the fate of the horn



fanfare. Just like a number of other culturally historical phenomena, the fanfare has no
chance at sustaining its own integrity (in terms of rhythm, tuning and melody) and
transforms into a different type of music.

The first movement of the concerto was premiered at the 2019 Ostrava Days
festival; today is the premiere of the full concerto. The piece is dedicated to the horn
player and conductor Ondrej Vrabec, who has resonated with my music in broader
contexts for years now.

Petr Cigler

Stephen Morris — The Flooding Darkness (2020)

Stephen Morris (1991) je skladatel pusobici v Torontu a v New Yorku. Jeho skladby
byly provedeny na koncertnich pddiich ve Spojenych statech americkych a v zahranici v
Tchaj-wanu a Kazachstdnu. AutorQv prvni smyccovy kvartet After The Light byl publikovdn
v magazinu 2018 SCI Journal of Music Scores. Spolupracoval se soubory jako napf. Imani
Winds, Beo String Quartet, Trio Spiral ¢i Lincoln Center Directors Lab. Bakalarsky titul
ziskal na Queens University v Charlotte a magisterské studium absolvoval na Mannesoveé
hudebni skole. Mezi jeho ucitele patfili Huang Ruo ¢i Reiko Fueting a v sou€asné dobé
studuje v doktorském studijnim programu na Torontské univerzité. Morrisova hudba
propojuje hypnotické zvukové plochy, nahlé vybuchy i useky bezcilného touldni, dale
prozkoumava mezni prostory, snové stavy a mista mimo kazdodenni realitu. Ve své
tvorbé se snazi vyhybat politickym zalezZitostem a tématim tykajicich se svétového déni,
namisto toho je pro autorovy kompozice priznacny nihilismus a naprostd temnota —
plUsobeni jeho hudby by mélo posluchace spise odloucit od jejich spojeni se svétem, nez
tuto vazbu upevnovat.

Skladba The Flooding Darkness (Zaplava temnoty) hudebné ztvariuje velkou reku
béhem noci. Tento vyjev odrdzi vsepohlcujici a ¢asto zdrcujici povahu lasky. Pobyt u reky
béhem noci vétSinou doprovazi silny vitr a je mozné se pouze uprené divat do
neproniknutelné temnoty vodni hladiny. Naznaceny ponury vyjev je ve skladbé vyjadren
hustou orchestralni fakturou a tajemnym prekryvanim jednotlivych nastroju.

Stephen Morris

Stephen Morris — The Flooding Darkness (2020)

Stephen Morris (1991) is a composer based in Toronto and New York. His music has
been programmed throughout the United States and performed internationally in Taiwan
and Kazakhstan. His first string quartet After The Light was published in the 2018 SCI
Journal of Music Scores. He has collaborated with groups such as Imani Winds, Beo String
Quartet, Trio Spiral, and Lincoln Center Directors Lab. He earned his bachelor’s degree
from Queens University of Charlotte and his master’s degree from Mannes School of



Music. He has studied with teachers such as Huang Ruo and Reiko Fueting and is
currently a DMA candidate at the University of Toronto. Morris’s music integrates
hypnotic soundscapes, striking outbursts, and periods of aimless wandering, expressing
liminal spaces, dream states, and places outside of the mundane. Rather than creating
music that expresses political issues or worldly concerns, his music is characteristic of a
nihilistic sublime darkness, where the music is used as an experience to separate the
listener’s connection to the world, rather than reinforce it.

The Flooding Darkness is a musical expression of a large river at night. This image
represents the all-consuming and overwhelming aspect of love. The experience of visiting
rivers at night is usually accompanied by strong winds and staring into the unfathomable
darkness of the river. This obscure image is expressed through the orchestra’s density
and mysterious overlapping between instruments.

Stephen Morris

Martin Smolka — Quand le tympan de l'oreille porte le poids du monde (2014-2015)

Martin Smolka (1959) studoval skladbu na Akademii muzickych uméni v Praze a
soukromé u Marka Kopelenta. V letech 1983-1998 se podilel na vedeni souboru Agon.
Jeho kompozice byly provedeny na mnoha mistech v Evropé a Severni Americe.
Pfilezitostné rovnéz pisSe hudbu pro divadlo a film. Jeho kompozicni styl nejdfive vychazel
ze dvou odlisnych hudebnich styl, webernismu a minimalismu, posléze dospél k
osobitému projevu, zalozeném na konkrétni sonoristice. Smolka v instrumentdlnich
skladbach napodoboval méstské i prirodni zvuky (lodni a vlakové sirény, rachot stroj,
zvuky desté a mnoho dalSich), pficemz tyto zvukové vzpominky spoluurcovaly vyraz jeho
hudby — ¢asto nostalgicky, ob¢as groteskni. Po roce 1998 presunul pozornost od zvukové
barvy spise k praci s tony; dokonce s typickymi Utvary tradi¢ni hudby jako mollovy
trojzvuk ¢i smyccova kantiléna, ovsem deformovanymi jednak pomoci mikrointervald,
jednak technikou koldze.

Quand le tympan de 'oreille porte le poids du monde (Kdyz tihu svéta nese usni
bubinek) — vétsina zvuk v této skladbé se kratce po rozeznéni podladi a ke konci zase
doladi. Jemné se prohnou, jako kdyz Slapnete na pruzné prkno. Chovaiji se tak, jako se
Udajné chova usni bubinek. Pohupuje se. Trampolinkuje. Radim prosté zvukové udalosti.
Stane se, Ze nékterd jesté neprestala a uz ji skoci do feci jind. Stane se, Ze nékterd hfima,
viiska, kvili. Tyto neprijemnosti jsou nezbytné, aby se i ticho, kdyzZ se zvuky na chvili
rozestoupi, stalo uddlosti. To pak usni bubinek mirné levituje.

Martin Smolka



Martin Smolka — Quand le tympan de I'oreille porte le poids du monde (2014-2015)

Martin Smolka (1959) studied composition at the Academy of Performing Arts in
Prague and privately with Marek Kopelent. In the years 1983-1998 he co-directed the
Agon Ensemble. His compositions have been performed in many places in Europe and
North America, and he also writes music for theatre and film (in a selective spirit).
Starting out from two different movements, Webernism and minimal music, Smolka
arrived at a kind of concrete sonoristics, i.e. he worked musically with instrumental
sounds reminiscent of familiar noises (ship and train sirens, the rumble of machines, the
sounds of rain and many others), and these sound reminiscences helped to define the
often nostalgic, sometimes grotesque idiom of his music. Since 1998 his style has shifted
from sonoristics to work with tones, and even with typical elements of traditional music
such as the minor third or string cantilena, but these are deformed, partly by microtones
and partly by collage-style compilation.

Quand le tympan de l'oreille porte le poids du monde (When the weight of the World
is Carried by the Eardrum) — most sounds in this composition are detuned after they are
produced and tuned back to their right pitch at the end. They bend lightly, like when you
step on a pliable board. They apparently behave the same way as an eardrum. It swings.
It bounces as if on a trampoline. | chain simple sound events. It sometimes happens that
one sound interrputs another before it fades out. It also happens that some of them roar,
screech or howl. These unpleasant occurrences are necessary so that even silence itself
can become an event, when the sounds momentarily subside. Then the eardrum levitates
slightly.

Martin Smolka

Olga Neuwirth — ...miramondo multiplo... (2006)

Olga Neuwirth (1968, Styrsky Hradec, Rakousko) studovala kompozici na Videriské
hudebni akademii a na Sanfranciské hudebni konzervatofi; na Art College v San Franciscu
pak dale studovala vytvarné umeéni a film. Mezi jeji uCitele skladby patfili Adriana Holszky,
Tristan Murail ¢i Luigi Nono. V roce 1991 byly na festivalu Vienna Festwochen provedeny
dvé jeji mini-opery na texty nobelistky Elfriede Jelinek — tato udalost skladatelce prinesla
Siroké mezinarodni uznani a od té doby jsou jeji dila hrana po celém svété. Jiz vice nez 30
let se Neuwirth ve své tvorbé vénuje rozlicnym hudebnim formam a zanrim — napt.
operam, rozhlasovym hram, zvukovym instalacim ¢i filmové hudbé. V mnoha svych
skladbach kombinovala Zivé interprety a elektroniku ¢i video a dala tak vzniknout
nevsednim audiovizualnim dilim. Béhem své kariéry ziskala mnoho cen a byla kupfikladu
prvni Zenou, ktera byla ocenéna Velkou rakouskou statni cenou v oboru hudba (2010). V
prosinci 2019 byla ve Videriské statni opefe premiérovana jeji nova opera Orlando (dle
predlohy Virginie Woolfové). Ve 150leté historii této instituce se jednalo o prvni



objedndvku uréenou Zené-skladatelce a ¢asopis Opernwelt tuto udalost oznacil za
,Svétovou premiéru roku”. Autorcino nové dilo Keyframes for a Hippogriff pro orchestr,
kontratenor a détsky sbor, jez vzniklo na objedndvku Newyorské filharmonie, mélo byt
uvedeno v kvétnu 2020. Nicméné premiéra kompozice byla odlozena kvili pandemii
Covid-19.

Ricordi (upraveno)

Olga Neuwirth méla od mladi ambici stat se profesionalni jazzovou trumpetiskou, od
tohoto zdméru vsak bohuzel musela upustit poté, co prodélala zavaziné zranéni Celisti
zplUsobené pfi dopravni nehodé. Nazev skladby ...miramondo multiplo... znamena
»nahlizet svét z rlznych perspektiv”. Pfi pohledu do historie instrumentalniho koncertu
zjistime, Ze vyraz ,,concerto” byl plvodné spjat s vokalnimi a vokalné-instrumentalnimi
zanry, az postupem doby se toto oznaceni zacalo vyuZivat primdarné v souvislosti s
instrumentalni hudbou. Autorka se sélovou trubkou zachazi jako s ,nastrojem
rozsifujicim moznosti lidského dechu” a z toho dlivodu kazdou z péti vét dila oznacila jako
Larii”.

V sélovych koncertech Olgy Neuwirth jsou virtuozita a urcita ,,soupefivost” (jez jsou
s touto hudebni formou casto spojovany) vyrazné zatlaceny do pozadi. To je patrné jizv
uvodnich taktech prvni véty. Aria dell’angelo zacina exklamaci celé orchestru ve
fortississimu. Dlouze drzeny tén trubky se znenahla zjevi z masy zvuku a sélova kantiléna
se postupné rozplyne v dechovych ndstrojich a perkusich. Neuwirth, podobné jako ve
svych ostatnich dilech, pracuje s vSeobecné zndmymi motivy, které — kromé toho, Ze
slouzi jako urcité historické odkazy —, ve skladbé funguiji jako vyrazné ,signalni efekty”.
Napriklad v prvni vété mize posluchac slyset uryvky ze skladeb Georga Friedricha
Handela. Hudebni citace a narazky se v prabéhu dila neocekavané vyjevuiji a jejich
specifickd ,,zvukova kvalita [...] je oteviena riiznym vykladim a asociacim” (Neuwirth).
Celkovy zvukovy ucinek druhé véty aria della memoria se vyrazné odviji od dynamické
souhry témbr( sélové trubky a orchestru. Stdle znovu a znovu se zde také jako utrzky
vzpominek objevuji jazzové znéjici melodické fragmenty, pfichazejici jakoby z dalky. Ve
vybusné treti vété aria del sangue freddo, jejiz ndzev by bylo mozné volné prelozit jako
,Chladnokrevna drie“, se uvedena , chladnokrevnost” vyrazné projevuje jistou
odmeérenosti, busivymi rytmy, opakovanim jednotlivych hudebnich prvki a peclivé
vybudovanou formou. ,, Diky mému vztahu k jazzu — kde byl mym vzorem Miles Davis — a
na zakladé spojeni ,vzduchu a kovu’, abych se tak ponékud zjednodusené vyjadrila, jsem
mohla dosdhnout toho, Ze sélova trubka ve skladbé zni na jedné strané vyloZzené hrubé a
razné a na strané druhé velmi melancholicky a jaksi vzdalené.” (Neuwirth). Tyto
protiklady jsou zfetelné patrné v celkovém usporadani vét koncertu. Podobné jako v
prvni vété, i v ivodu ctvrté véty aria della pace zazniva kantiléna vyuzivajici dlouze
drzenych ténG. Hudebni proud poté znendhla prejde k citaci z Handelovy arie Lascia ch’io
pianga z opery Rinaldo. Uvedeny uryvek pUsobi skoro az cizorodé a nasledné se ztraci ve
zvuku orchestru, nicméné tento vpdad tonality pomysiné otevira dvere do hudebni



historie. Ve vété aria del piacere, jez predstavuje blystivé a slavnostni findle celé skladby,
pak mizeme zaslechnout vynatky z Hindelova Mesidse.
Therese Muxenender (upraveno)

Olga Neuwirth — ...miramondo multiplo... (2006)

Olga Neuwirth (1968, Graz, Austria) studied composition at the Vienna Academy of
Music and San Francisco Conservatory of Music, as well as painting and film at San
Francisco Art College. Her composition teachers included Adriana Holszky, Tristan Murail,
and Luigi Nono. She gained international prominence in 1991 when two of her mini
operas with texts by Nobel prize-winner Elfriede Jelinek were performed at the Vienna
Festwochen. Since then her works have been presented worldwide. For over 30 years
Neuwirth’s works have explored a wide range of forms and genres — e.g. operas, radio-
plays, sound-installations, and film-music. In many works, she fuses live-musicians,
electronics, and video into audio-visual experiences. Among numerous prizes, she was
the first-ever woman to receive the Grand Austrian State Prize in the category of music
(2010). Recently, her new opera Orlando after Virginia Woolf was premiered at the
Vienna State Opera in December 2019. The first commission to a woman in the 150-year
history of the house was named “World Premiere of the Year” by the magazine
Opernwelt. A new work for orchestra, countertenor, and children’s chorus Keyframes for
a Hippogriff was commissioned for a world premiere by the New York Philharmonic in
May 2020. Sadly, that performance was postponed due to the outbreak of Covid-19.

Ricordi (edited)

Olga Neuwirth’s ambition to become a professional jazz trumpeter was forever
dashed after a car accident during her youth that resulted in a serious jaw injury. The title
...miramondo multiplo... means “Viewing the world from different perspectives”. Tracing
the history of the genre, one discovers that the term “concerto” originally referred to
vocal and mixed vocal-instrumental genres, before it became a designation used
primarily for instrumental music. The composer regards the trumpet as an “instrument of
the extension of human breath” and therefore gave each of the five movements the title
“aria”.

In Olga Neuwirth’s solo concertos, the dual aspects of virtuosity and competition
(often associated with the genre) notably recede into the background. This abatement is
already indicated in the opening measures of the first movement. The aria dell’angelo
begins with a tutti exclamatio played triple forte. The sustained trumpet tone emerges
from the mass of sound, as a solo cantilena organically segues into its continued
development in the winds and percussion. As in other works, Neuwirth also works here
with musical topoi as historical signifiers in order to generate “signal effects”. For
example, in the score of the first movement, the listener hears excerpts of Georg
Friedrich Handel’s compositions. Citations and allusions are deployed according to their



particular “sonic quality [...] which is open to associations” (Neuwirth). The overall impact
of the sound of the aria della memoria is also heavily shaped by timbral interplay of the
solo trumpet and orchestra. Jazzy bits of memory in the form of melodic fragments
appear again and again, as if from afar. In the explosively charged aria del sangue freddo,
the cold-bloodedness from which the title derives its name is accentuated through
rigorous structuration, a gruff, pounding rhythmization and repetive elements. “Through
my connection to jazz — Miles Davis was my role model —and to put it somewhat
superficially, through this combination of air and metal, the sound of the trumpet
provided for me the possibility of sounding utterly rough and forceful on the one hand
and utterly melancholic and distanced on the other.” (Neuwirth). These oppositions
become clear throught the contrasting sequence of movements. As in the first
movement, the aria della pace begins with a long, sustained initial tone by a trumpet
cantilena. This leads into a citation from Handel’s aria Lascia ch’io pianga from the opera
Rinaldo. This alienated reminiscence, painted over by the orchestra, this irruption of
tonality opens up a door to history. Echoes of the Messiah in the brilliant, celebratory
finale, aria del piacere, cause Handel to remain an invocatory authority in the final
movement.

Therese Muxenender (edited)



