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Johannes Kalitzke — Story Teller (2015-2016)

Némecky skladatel Johannes Kalitzke (1959, Kolin nad Rynem) je autorem
orchestralnich, komornich a vokalnich dél, ktera se hraji po celé Evropé; plsobi také
jako dirigent. V letech 1974-1976 studoval cirkevni hudbu v Koliné nad Rynem a pak
skladbu u Yorka Hdllera, dirigovani u Wolfganga von der Nahmera a klavir u Aloyse
Kontarského na Musikhochschule Koln (1978-1981). V letech 1982-1983 studoval v
parizském IRCAMu diky stipendiu Studienstiftung des Deutschen Volkes a také
soukromé skladbu u Vinko Glokobara. Zaroven studoval elektronickou hudbu na
Musikhochschule Kéln u Hanse Ulricha Humperta. Mezi jeho ocenéni patfi Bernd-
Alois-Zimmermann-Preis mésta Kolina (1996) a stipendijni pobyt ve Villa Massimo v
Rimé& (2003). Skladby si u n&j objednava mnoho ansambl{i a orchestr(l, mimo jiné
Deutsches Symphonie-Orchester Berlin, Hamburger Sinfoniker, London Sinfonietta
¢i SWF-Sinfonieorchester. Hudbu k divadelnimu predstaveni Berich tiber den Tod des
Musikers Jack Tiergarten psal na objednavku Mnichovského bienale, zatimco operu
Moliere oder die Henker des Komddianten si objednali zastupci spolkové zemé
Slesvicko-Hol$tynsko. Od roku 1984 p(isobi jako dirigent a ziskal uznani pro svou
interpretaci jak klasické, tak nové hudby s rliznymi ansambly, napf. Collegium
Novum Zirich, ensemble recherche, Klangforum Wien, a predevsim s musikFabrik,
stejné jako s orchestry v Rakousku, Némecku a Velké Britanii. V letech 1986-1991
ved| Forum fiir Neue Musik v Gelsenkirchen a v letech 1988-1990 v tomto mésté
zastaval i funkci dirigenta Musiktheater im Revier. Je spoluzakladatelem souboru
musikFabrik (1991) a v letech 1991-1997 v ném pusobil jako umélecky vedouci a
dirigent. Vedl kurzy pro dirigenty ansdmbll na Deutscher Musikrat (2001) a na
Salzburger Sommerakademie (2003). Od roku 2009 je ¢lenem Akademie uméni v



Berliné. Jeho hudbu z let 1982—-2000 vydala Edition Gravis, zatimco novéjsi skladby
vydava Boosey and Hawkes. Poprvé se predstavil jako dirigent i skladatel na
Ostravskych dnech v roce 2011. Od té doby Uzce spolupracuje s Ostravskym
centrem nové hudby také na , Zasadnich koncertech” v prazském DOX".

Story Teller (Vypravéc) pro violoncello a orchestr — Vyuziti sélového violoncella
a orchestru by mohlo naznacovat, ze se Kalitzke uchylil k modelu, ktery je sam o
sobé typicky pro narativné zalozené kompozice. Sélista — vzpomenme na virtudzni
nastrojové koncerty 19. stoleti — si v téchto skladbdach pocina jako ,vypravéc” v
vyuziva sélové monology k tomu, aby si udrzel svou pozici a vymezil se proti
ostatnim hudebnikdm. Zakladni narativni kontext, uréeny ndzvem dila, je navic
doplnén o dalsi aspekt: Kalitzke v kompozici odkazuje na konkrétni tvircéi postupy z
vizudlniho prostredi — jedna se o fotografie vytvorené madnim fotografem Timem
Walkerem. Jeho pfistup poslouzil skladateli jako vychozi bod pro pohravani si s
narativnim ramcem skladby. Walker totiz své snimky peclivé stylizuje a akcentuje
razné detaily a obrazové motivy, na jejichz zdkladé Ize rekonstruovat mozny pribéh
dané fotografie. Kalitzke analogicky vybira urcité zvukové elementy a kompozicni
strategie, aby mohl tvarovat hudebni dramatugii skladby a jeji narativni smérovani.
Vyuziva vrstvu samplovanych zvukd, jejichZ konkrétni a akustickd podstata ma
znacnou asociativni silu — uvedené zvuky tak mohou reprezentovat ,zaplavu obraz(
a komerce”, které jsme v souCasnosti vystaveni v nasem kazdodennim Zivoté.

Diky neménnym strukturam, jez Kalitzke aplikuje na ,rdzné prostory“ a
yupravuje dle danych zvukovych a stylistickych podminek jejich okoli“, sdileji
vSechny ¢asti skladby Story Teller spole€ny strukturalni aspekt. Kompozice sestava
celkem z Sesti vét, které vytvareji pomérné jednolity celek a nesou vizualné
stimulujici ndzvy (See-Saw [Houpaékal, Iron Doll [Zelezna panenka], Manhattan
Butterfly [Manhattansky motyl], Bed in the Light [Postel ve svétle], Fairy of the Ruins
[Vila ruin] a Panic Room [Skrys]). Jak se skladba vyviji, obrysy sélového partu jsou
¢im dal tim vice pohlcovany orchestrem. Jedna se o proces, v jehoz ramci se popredi
a pozadi proménuje — zatimco na pocatku je violoncello uvedeno jako sélovy nastroj
(v klasickém pojeti) a doprovazeno orchestrem, postupné se vice a vice zanoruje do
orchestralniho zvuku. Part sélového violoncella, plvodné samostatného
»dialogového partnera“, se stava paralelnim s individualnimi orchestralnimi party a
je celkové kooptovan — ,pohlcen rotujici masou zvuku“ a prevalcovan orchestrem.
Jedna se o podobnou situaci jako v pripadé Walkerovych fotografii, kde aranzma,
stylizace a zaméreni na detail postupné , prehlusi” vse ostatni, ,,hlavni“ postava
fotografovaného modela/modelky je nakonec zatlacena na okraj pozornosti.

Stefan Drees



Johannes Kalitzke (1959, Cologne) is a German composer of mostly orchestral,
chamber, choral, and vocal works performed in Europe. He is also active as a
conductor. Kalitzke studied church music from 1974-1976 in Cologne and then
studied composition with York Hoéller, conducting with Wolfgang von der Nahmer,
and piano with Aloys Kontarsky at the Musikhochschule Kéln from 1978—-1981. He
studied at IRCAM in 1982-1983, on a scholarship from the Studienstiftung des
Deutschen Volkes, and also studied composition privately with Vinko Globokar
while in Paris and electronic music with Hans Ulrich Humpert at the
Musikhochschule Koéln at the same time. Among his honors are the Bernd-Alois-
Zimmermann-Preis from the City of Cologne (1996) and a scholarship to stay at the
Villa Massimo in Rome (2003). Numerous ensembles and orchestras have
commissioned him, including the Deutsches Symphonie-Orchester Berlin, the
Hamburger Sinfoniker, the London Sinfonietta, and the SWF-Sinfonieorchester. His
music theatre work Bericht liber den Tod des Musikers Jack Tiergarten was
commissioned by the Miinchener Biennale, while his opera Moliére oder die Henker
des Komddianten was a commission from the region of Schleswig-Holstein. A
conductor since 1984, he is renowned for his interpretations of both classical and
new music, with ensembles such as Collegium Novum Ziirich, ensemble recherche,
Klangforum Wien, and most prominantly musikFabrik, as well as orchestras in
Austria, Germany, and the UK. He served as leader of the Forum fiir Neue Musik in
Gelsenkirchen from 1986—-1991 and as conductor of the Musiktheater im Revier in
the same city from 1988-1990. He co-founded musikFabrik in 1991 and served as its
artistic director and conductor from 1991-1997. He led the forums on ensemble
conducting at the Deutscher Musikrat in 2001 and at the Salzburger
Sommerakademie in 2003. Since 2009, he has been a member of the Akademie der
Klnste in Berlin. Edition Gravis published his music from 1982 to 2000, while
Boosey and Hawkes publishes his music written since then. He first took part in
Ostrava Days as both a conductor and composer in 2011. Since then he has been
working closely with the Ostrava Centre for New Music also on the "Essential" in
Prague's DOX".

Story Teller for violoncello and orchestra — With his decision to musically
juxtapose a solo cello with an orchestral collective, one could say that Kalitzke
resorted to a model that is itself characterised by a narrative context, since the
soloist — one need only think of the virtuoso 19t"-century concerto here — acts as a
sort of “narrator” in the broadest sense: an individual who, embedded in an
appropriate musical staging of his part, appears on this “musical stage” much like an
actor and, using solo monologues, holds his own against the collective of other
musicians. What’s more, the basic narrative situation referred to by the title Story



Teller is lent a very special profile: Kalitzke, in his composing, refers to actual
creative processes from the visual realm, choosing photographs staged by fashion
photographer Tim Walker in order to play with narrative contexts as his mental
starting point. In a way comparable to Walker’s process of opening up a narrative
space with photographs carefully arranged in terms of their details and pictorial
motifs, which thus represent the final state of a story that one can reconstruct using
visual details, the composer chooses certain sonic elements and compositional
strategies to create the prerequisites for a musical dramaturgy with a narrative
flow. In doing so, he also employs a layer of sampled sounds, the concrete and
acoustic character of which possess considerable associative power enabling them
to represent the “flood of images and commercialism” in contemporary everyday
life.

Thanks to unchanging structures that Kalitzke sends “through different spaces”
and “alters by way of the respective sonic and stylistic conditions of their
surroundings,” all of the movements in Story Teller have certain structural aspects
in common. This work’s six-part structure, comprising a seamlessly joined sequence
of movements bearing visually suggestive titles (See-Saw, Iron Doll, Manhattan
Butterfly, Bed in the Light, Fairy of the Ruins, and Panic Room) is subject to a clear
overarching dramaturgy in that the solo part’s contours are absorbed more and
more strongly by the orchestra, a process by which the relationship between
foreground and background changes: while the cello is at first introduced as a solo
instrument in the classic sense and accompanied by the collective, the soloist
gradually becomes more deeply involved in the tutti apparatus, serving as a
“dialogue partner or a component” until his part actually comes to parallel
individual orchestral parts, ever more often being entirely co-opted and ultimately
“being absorbed by the rotating masses of sound” and virtually steamrolled by the
mass that is the orchestra — quite similar to the way it is in Walker’s photographs, in
which his highly detailed staging of the space overgrows everything, with the
supposed main character represented by the model being pushed out to the very
periphery of attention.

Stefan Drees

lannis Xenakis — Shaar (1983)

lannis Xenakis (1922-2001) byl skladatelem feckého plivodu, cely svij
umeélecky Zivot vSak proZil ve Francii, kam uprchl pfed prondsledovanim za ucast v
povstani za druhé svétové valky. JakoZto vystudovany stavebni inzenyr plsobil 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 tvlrcu. Xenakis(v pfistup
k hudbé se ndpadné 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 av
podobnych ,, nehudebnickych” terminech. Tomu odpovida i radikalné novy vyraz
Xenakisovy hudby: je syrové objektivni, nepsychologizujici, nezavisla na tradi¢nich
formach.

Shaar pro velky smyccovy orchestr — Uvedena kompozice byla vytvorena pro
Testimonium, Jeruzalémsky festival soudobé hudby, a byla premiérovana v Tel
Avivu souborem Jerusalem Sinfonietta. Slovo shaar znamena v hebrejstiné ,brana“.
Skladba zacind energickymi glissandy, jez vytvareji charakteristicka, kratka
instrumentdlni gesta — ,,slova“, kterd se v hudebnim proudu ridzné proplétaiji.
Formuiji tak rozlicnd spojeni i sekvence a vytvareji kineticky slovnik dila, jez sestava
z prekotné se ménicich smérl a proménlivého témbru. Kompozice je velkym
dramatem, které musi byt prevypravéno témito noveé vymyslenymi slovy, novym
jazykem. Zakladni ,slova“ (kratké vzestupné glissando; kratké sestupné glissando;
lehce nepravidelné opakovani jednoho ténu) jsou nasobena, zveliCovdna, vrstvena,
prekryvaji se a jsou transponovana — at uz z hlediska ténové vysky (ne vidy se jedna
o chromatiku) ¢i ¢asu (ne vidy se jedna o jednoduché proporce) —, aby dala povstat
rozmérné basni sestavajici z individualnich vykfik(. Prilezitostné se cetné vrstvy
jednotlivych frazi spole¢né setkaji na jednom toénu ¢i rytmické hodnoté a vytvareji
tak pomyslny uzel, jez pfedstavuje pocatecni bod nového procesu individuace.

Nouritza Matossian & Rolf Gehlhaar

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, only to become one of the most
influential and original composers in just a few years’ time. In his approach to
music, Xenakis differed markedly from his contemporaries, who, for the most part,
continued to develop the post-Webern idiom or other musical traditions. Xenakis,
on the other hand, 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
conceptualised 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.

Shaar (1983) for large string orchestra, was commisioned by Testimonium,
Jerusalem Festival of Contemporary Music and premiered by the Jerusalem
Sinfonietta in Tel Aviv. Shaar means “gate” in ancient Hebrew. Starting energetically
with glissandi, characteristic short instrumental gestures, or “words”, are woven
together in varied combinations and sequences to create a kinetic vocabulary of
rapidly shifting direction and timbre. A drama of such magnitude is being retold that
it must be done with invented words, in an invented language. The basic “words” (a
short rising glissando, a short falling glissando and the slightly irregular repetition of
a single pitch) are multiplied, magnified, superimposed, overlapped and transposed
in pitch — not always chromatic —, and time — not always in simple proportions —in
order to create a large poem of individuated exclamations. Occasionally the many
layers of a phrase all converge on a single pitch or a single duration, forming a node
which serves as the beginning of a new process of individuation.

Nouritza Matossian & Rolf Gehlhaar

Timothy Page — Tensor (2014, rev. 2023)

Timothy Page (1975) je skladatel, hudebnik a performativni umélec plivodem z
Chicaga. Vytvari dila, jez si pohravaji se stylem a kontextem, tematizuji télesnost,
fyzické materidly Ci prostorovost. Page studoval na Sibeliové Akademie v Helsinkach
(Finsko), kde se etabloval jako skladatel pod vedenim Veli-Matti Puumaly, a na
Chicagské univerzité, kde absolvoval doktorské studium — jeho pedagogy zde byli
Augusta Read Thomas a Anthony Cheung. V roce 2019 byl jmenovan odbornym
asistentem v oboru hudba a digitalni uméni na Hongkongské védecko-technologické
univerzité. Page je zakladatelem a spolureditelem souboru Dayjob Collective —
interdisciplinarniho ansamblu z Helsinek, ktery se snazi nachazet sty¢né body mezi
soudobou hudbou a performativnim uménim. V roce 2023 ziskal Guggenheimovo
stipendium, jeho dila byla provedena po celém svété soubory jako Ensemble Dal
Niente, Third Coast Percussion, Eighth Blackbird, Finsky radiovy orchestr, Avantil,
Uusinta, Defunensemble, Dayjob Collective, S.E.M. Ensemble, Caput ¢i Cikada.



Tensor pro maly orchestr —V matematice a fyzice vyraz tenzor odkazuje k
fungovani vektoru Ci k vektorovému poli. V tomto kratkém dile pro orchestr se
vyskytuji Ctyri kontrastni hudebni objekty, jez si Ize prfedstavit jako Sipky mifici
raznymi sméry. Uvedené objekty jsou ve skladbé k sobé fazeny, rozrlstaji se a vrstvi
— tenze mezi nimi je tak stridavé prerusovana, zvySovana ¢i je komprimovana.

Timothy Page

Chicago-born composer, musician, and performance artist Timothy Page
(1975) creates works that revolve around play with style and context, body, physical
materials, and space. Page holds degrees from the Sibelius Academy in Helsinki,
Finland, where he established himself as a composer and studied with Veli-Matti
Puumala; and the University of Chicago, where he completed his PhD with mentors
Augusta Read Thomas and Anthony Cheung. In 2019 he was appointed Lecturer in
Music and Digital Arts at the Hong Kong University of Science and Technology. Page
is a founder and co-director of Dayjob Collective — a Helsinki-based interdisciplinary
ensemble investigating meeting points between contemporary music and
performance art. He is a 2023 recipient of a Guggenheim Fellowship, and his works
have been performed around the globe by ensembles such as Ensemble Dal Niente,
Third Coast Percussion, Eighth Blackbird, Finnish Radio Symphony Orchestra,
Avanti!, Uusinta, Defunensemble, Dayjob Collective, S.E.M. Ensemble, Caput, and
Cikada.

Tensor for small orchestra — In mathematics and physics, a tensor refers to an
operation on a vector or vector field. In this short work for orchestra, four
contrasting musical objects are like arrows pointing in markedly different directions.
As the objects are gradually juxtaposed, grown, and layered, the flow of tension
between them is alternately cut, stretched, and compressed.

Timothy Page

Zihan Zhao — In a Bamboo Grove (2023)

Zihan Zhao (Mia) se zacala naplno vénovat studiu hudby zhruba ve svych
dvaceti letech, kdy nastoupila na Cinskou univerzitu v Hong Kongu (magistersky
titul, 2020) a ndasledné studovala u Christophera Butterfielda na University of
Victoria (magistersky program v hudebnim oboru) v Kanadé. Od détstvi se vénuje
hfe na tradi¢ni ¢insky nastroj guzheng (21-strunnad citera) a hraje téz na klavir, coz
podnécuje jeji niternou touhu propojovat sou¢asnou ¢inskou a zapadni hudbu.



Autorciny skladby zahrnuiji Siroké spektrum dél — od soudobé znéjiciho Gamelanu
(2022), vzniklého na objednavku Evergreen Club, po divadelni hudbu pro festival
im:print 2022 pod vedenim Inter-Cultural Association of Greater Victoria. Dale se
vénuje tvorbé symfonickych dél, zkomponovanych na objednavku soubor( Victoria
Symphony ¢i UVic Wind Symphony. Dlouhodobé se zabyva fotografii a vytvarnym
umeénim, moznosti intermedialni kompozice zkouma skrze tvorbu filmové hudby a
vlastni kratké filmy. Predtim, nez se zacala vénovat hudbé, studovala financni
matematiku na Hongkongské univerzité védy a technologie (bakalarsky titul, 2018).

Skladba In a Bamboo Grove (V bambusovém hdji) je inspirovana
stejnojmennou povidkou (v japonstiné: Bk #1) od japonského autora Rjunosuke
Akutagawy. Pfibéh zacina smrti mladého samuraje v bambusovém haji a nasledné
jsou uvedeny vypovédi sedmi svédku, kter'i udalost popisuji ze své vlastni
perspektivy. Skrze tyto fragmenty postupné vyvstava pribéh, pravda ovSsem zUstdva
skryta, protoze svédectvi si vzajemné odporuji. Ve skladbé veskery tonovy material
opakovaneé rozviji stejny motiv, nicméné jednotliva vyusténi hudebnich ploch jsou
ve vzajemném kontrastu, podobné jako muze byt stejny ptibéh pretvoren riznymi
zpusoby. Melodicky materidl je zasazen ve zvukovém prostredi vystavéném pomoci
rozsirenych nastrojovych technik, jez jsou subtilni, cyklické a gestické — slouzi jako
prostor pro rozvijeni vSech dynamickych melodickych variaci. V kompozici je
pracovano s delikatni témbry, jejichZz vyznéni je prisné kontrolovano, a ve velké mire
je vyuzita zejména flétna. VSe dohromady pak vytvari dojem Zenu, ktery je v kulture
jihovychodni Asie symbolizovan pravé bambusovym hajem.

Zihan Zhao

Zihan Zhao (Mia) started her full-time music study in her early twenties at
Chinese University of Hong Kong (M.A., 2020) and then with Christopher Butterfield
at the University of Victoria (M.Mus.) in Canada. Since childhood she has been
playing the Chinese instrument, guzheng (21-string zither) and the piano, inspiring
her deep interest in fusing contemporary Chinese and western music. Her
compositions are varied, from contemporary Gamelan (2022), commissioned by
Evergreen Club, to theater music for im:print 2022, produced by Inter-Cultural
Association of Greater Victoria. She has also been dedicated to symphonic works,
including commissions by Victoria Symphony and UVic Wind Symphony. Long fond
of photography and the visual arts, she explores cross-media composition with film
scoring and self-edited short films. Before entering her music profession, she
studied quantitative finance at the Hong Kong University of Science and Technology
(B.Sc., 2018).



In a Bamboo Grove (2023) is inspired by a Japanese short story of the same
name (Japanese: t® 1) by Rydnosuke Akutagawa. The story starts with the death
of a young samurai in a bamboo forest, followed by testimonies of seven people
from their own perspectives of the event. Though fragments of the story are
continually juxtaposed, the truth remains unrevealed as all the iterations contradict
one another. Throughout the piece, all of the pitch material repeatedly develops
the same motive, yet culminates in the creation of dramatic contrasts. The melodic
materials are positioned in a soundscape constructed by extended techniques that
are subtle, cyclical and gestural, which serves as a space accommodating all
dynamic melodic variations. Delicate timbres are widely explored and strictly
controlled, especially with the extensive use of flute, all to create a sense of Zen,
symbolized by the image of a bamboo forest in East Asian culture.

Zihan Zhao

FrantiSek Chaloupka — Allegory Of The Cave Il. (2023)

Franti$ek Chaloupka (1981, Ceskoslovensko) komponuje pfedeviim
instrumentalni hudbu pro klasické nastroje, komorni a symfonické orchestry, dale je
tvarcem oper a multimedidlnich dél. Je rovnéz vyhleddvanym orchestratorem,
producentem a kytaristou. Po absolvovani Janackovy konzervatore v Ostravé
pokracoval ve studiu skladby na Janackové akademii muzickych uméni v Brné ve
tfidé Martina Smolky — v roce 2014 zde ziskal titul Ph.D. V roce 2006 téz studoval
kompozici na Kralovské konzervatofi v Haagu (Nizozemsko) u Louise Andriessena,
Clarence Barlowa, Martijna Paddinga ¢i Richarda Ayrese. Zucastnil se Mezinarodnich
kurz( pro skladatele a perkusisty v Trsténicich (2004, 2005) a stal se stipendistou
letniho Institutu Ostravské dny (2005, 2007). Festival Ostravské dny rovnéz uved|
premiéry jeho orchestrdlnich dél — An Ancient Calligraphy (2007), Smooth The
Heavens (2009) a Darwin Among The Machines (2021). V dubnu 2011 zalozil soubor
Dunami Ensemble a proved!| s nim na festivalu Dny nové opery Ostrava 2012 svou
operu-instalaci Eva a Lilith. Chaloupkovy skladby byly objedndny a interpretovany
mezindrodné uznavanymi hudebniky a soubory, napf. New Century Players Los
Angeles, Ensemble Modern & Péter E6tvos, Janackova filharmonie Ostrava, Prague
Modern, International Ensemble Modern Academy (IEMA), BERG Orchestra, Trio
Accanto, Aleph Gitarrenquartett, VENI Academy, Klangforum Wien.

Mytus o jeskyni Il. — Kdy poznavame a kdy se ztracime ve vnitfni temnoté?
Platédnlv Mytus o jeskyni je nedprosnym podobenstvim o lidské spole¢nosti. Uvadi
ho slovy: , Predstav si rozdil mezi dusi osvicenou a neosvicenou...“ Nasledné lici



bytosti Zijici od détstvi v nevédomosti uvnitf jeskyné, spoutané okovy jako vézni.
Vse ozaruje Ohen za nimi, ktery ale, jakoZto zdroj, nevidi. Na zidce mezi vézni a
Ohném provadéji kejklifi rizné Zerty a vedou procesi, vézni ale nemohou otocit
hlavou. Domnivaji se, Ze stiny jsou opravdové, ale presto jsou skutecnosti iluzivni
(majd). V systému indickych Véd a buddhismu se otdzka a mozZnost pozndni vyviji a
znovuzrozuje. Po mnoho kalp se cyklicky opakuji ¢tyti véky lidstva (v poméru délek
4:3:2:1). Satyajuga, Tretajuga, Dwaparjuga a Kalijuga. Zatimco Satyajuga je vék
osviceni, na jejim opacném spektru stoji Kalijuga, temny vék. Na konci ,Brahmovy
noci“ zazpivaji ztélesnéné Védy pisen a probudi vSe opét k novému Stvoreni. Kazda
véta této kompozice miize tedy symbolizovat jednu jugu.

FrantiSek Chaloupka

FrantiSek Chaloupka (1981, Czechoslovakia) predominately composes
instrumental music and scores for classical instruments, chamber and symphony
orchestras, operas and multimedia works. He is also sought out as an orchestrator,
producer and guitar player. After finishing his studies in composition at the Janacek
conservatory in Ostrava, he began to study composition with Martin Smolka at
Janacek Academy of Music and Performing Arts in Brno, where he went on to
complete his Ph.D. in composition (2014). In 2006 he studied composition at Royal
Conservatory of The Hague (Netherlands) with Louis Andriessen, Clarence Barlow,
Martijn Padding and Richard Ayres. He participated in international courses for
composers and percussionists in Trsténice (2004, 2005) and was given scholarship
for Ostrava Days Festival (2005, 2007). OD Festival also premiered his orchestral
pieces An Ancient Calligraphy (2007), Smooth The Heavens (2009) and Darwin
Among The Machines (2021). In April 2011 he founded Dunami Ensemble and
performed his opera-installation Eve and Lilith at New Opera Days of Ostrava 2012.
His pieces have been commissioned and performed by internationally renowed
musicians and ensembles, e.g. New Century Players Los Angeles, Ensemble Modern
& Péter EOtvos, Janacek Philharmonic Orchestra, Prague Modern, International
Ensemble Modern Academy (IEMA), BERG Orchestra, Trio Accanto, Aleph
Gitarrenquartett, VENI Academy, and Klangforum Wien.

Allegory Of The Cave Il. — When do we recognize and when do we lose
ourselves in inner darkness? Plato’s Allegory of the Cave is a relentless parable
about human society. He introduces it with the words: “Imagine the difference
between an enlightened and an unenlightened soul...” Subsequently, he describes
beings living since childhood in ignorance inside a cave, shackled like prisoners.
Everything is illuminated by the Fire behind them, which they do not see as a
source. On the wall between the prisoners and the Fire, jugglers perform various
pranks and processions, but the prisoners cannot turn their heads. They believe that



the shadows are real, but yet the realities are illusory. In the system of the Indian
Vedas and Buddhism, the question and possibility of knowledge evolves and is
reborn. For many kalpas, the four ages of humanity repeat cyclically (in the ratio of
lengths 4:3:2:1). Satya Yuga, Treta Yuga, Dwapar Yuga and Kali Yuga. While Satya
Yuga is the age of enlightenment, on its opposite spectrum stands Kali Yuga, the
Dark Age. At the end of the “Night of Brahma” the embodied Vedas sing a song and
awaken again all to a new Creation. Thus, each movement of this composition can
symbolize one Yuga.

FrantiSek Chaloupka

Georgina Bowden — Wild Colour (2023)

Georgina Bowden (1989) je skladatelka a vizualni umélkyné plsobici v Australii.
Studovala obory hudba a architektura (magistersky stupen) a ve své tvorbé rozviji
moznosti kombinovanych uméleckych forem a rlznych typ(i zkusenosti — je
predevsim inspirovana intenzivnimi barvami a zvuky australské pfirody. Bowden v
uplynulém roce vytvorila multidisciplinarni kompozice pro Chamber Music Adelaide,
Adelaide Baroque a ReClassified Festival; jeji vytvarna dila se dostala do uzsiho
vybéru ceny Heysen Prize.

Wild Colour (Divoka barva) —V unoru 2020 jsem podnikla turu na Novy Zéland.
Tato skladba v sobé nese davku pred-pandemického optimismu — v jejim ramci jsou
destilovany abstraktni formy a obsazeny bohaté barvy a zvuky, kterych jsem si
povsimla béhem prochazek prirodou.

Georgina Bowden (1989) is an Australia-based composer and visual artist with
Masters’ degrees in Music and Architecture. She is interested in combined art forms
and types of experience, often inspired by the vivid colours and sounds of Australian
nature. In the last year Bowden has created multidisciplinary works for Chamber
Music Adelaide, Adelaide Baroque and ReClassified Festival, and her artwork was
shortlisted for the Heysen Prize.

Wild Colour — In February 2020 | went hiking in New Zealand. This is a dose of
its pre-pandemic optimism, through distillations of abstract forms, rich colours and
sounds noted while walking in nature.



Frederic Rzewski — A Long Time Man (1979)

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 dulezita dila, napf. Les Moutons de Panurge — uvedena
kompozice je prikladem tzv. ,,procesni hudby“, v jejimz ramci se prolind spontanni
improvizace a predem vypracovany notovym material s instrukcemi. Rzewského
,klasicko-improvizaéni hybridy” patfi k nejuznavanéjsim skladbam svého druhu —a
to predevsim kvUli vrouci energii, kterd se v téchto dilech ukryva. Svou tvorbou
spoludefinoval tvar nové hudby v povalecné Americe. Dlouhodobé kombinoval
chlapeckou energi¢nost a hravost, jakou mizZeme nalézt napf. u Aarona Coplanda, s
prisné experimentalnim ramcem, ktery je naopak priznacny napr. pro Johna Cage.
Rzewski se vSak nerozpakoval psat ani tonalni ¢i zabavné skladby, jeho hudba tak
stoji v pfimém protikladu k ¢asté hermetic¢nosti avantgardnich dél.

Skladba A Long Time Man pro orchestr a klavir byla napsdna na podzim roku
1979 — jednalo se o zakazku od souboru New Hampshire Symphony; kompozice byla
na jare nasledujiciho roku timto télesem rovnéz premiérovana pod vedenim Jamese
Bollea; sélového partu se ujal sam skladatel. Dilo predstavuje sérii Ctyfiadvaceti
variaci na pracovni pisen z texaskych véznic, jez doplfiuje , kadence pro orchestr”
vloZzend mezi Variace 15 a 16. Tato kadence nese nazev Chain Gang (v prekladu
Jretézovy gang” — ndzev vychazi z faktu, Ze vézni, ktet'i provadéli rGzné fyzicky
narocné prace mimo véznici, byli k sobé pripoutani pomoci dlouhého retézu — pozn.
prekl.) a mize fungovat tézZ jako samostatna skladba pro libovolny pocet hracu.
Téma je na pocatku kompozice prezentovano sélovym trombonem — je to pisen
vézné, ktery je uvéznén na dozivoti (anglicky long time man — viz ndzev skladby).
Prvnich devét variaci, napsanych v poly- ¢i transtondlnim stylu pfipominajicim muj
cyklus North American Ballads pro sélovy klavir, rozviji téma v dialogu mezi klavirem
a orchestrem — jedna se o rychle se proménujici kolaz atrzka a fragmentt tématu,
které se vynofuji a opét mizi v rlznych ténindch a v rlznych rychlostech. Variace 10
prinasi nahlé zpomaleni hudebniho proudu — to trva az do Variace 15. V této variaci
se zd3, jako kdyby se ¢as skoro zastavil. Nahlé ,Zuchnuti“ tézkych objektu, jez jsou
upustény na podlahu nékolika hudebniky zaroven, vymezuje zacatek kadence Chain
Gang, v jejimZ ramci orchestr improvizuje na sérii dvoutdnovych rytmickych
pattern(l, zatimco klavirista improvizuje volné. ,Zuchnuti“, které pomysiné
pokracuje i v kadenci, napodobuje zvuk nékolika seker ¢i perlikd, jejichz
synchronizované udery jsou charakteristické pravé pro ,retézové gangy“. Na konci



kadence cely orchestr setrvava na jedné figuraci a nékolikrat ji opakuje, poté ihned
zaCind Variace 16, ktera pracuje s tematickym materialem podobné jako na pocatku
skladby — Uvod se vsak nyni jiz jevi jako znacné vzdaleny. Variace 17 pfipomina
zpomaleni ¢asu z Variaci 10 az 15. Variace 18 predstavuje vypsanou kadenci pro
solovy klavir. Od Variace 19 po Variaci 24 se Cas opét zpomaluje, az se prakticky
zastavi. Téma je za doprovodu zvuk( rfetézi dopadajicich na blany tympan( ztiSené
uvedeno v nékolika téninach nardz a pomalu se vytrdci. Hoboj zahraje prvni dva
tony tématu a skladba konci. Pro€ jsem vytvofil toto dilo? Vzidy jsme mél
ambivalentni pocity, co se tyce symfonického orchestru — ,infanterie” smycc,
,kavalerie” dfevénych dechovych nastroja ¢i ,,artilerie” Zest(. Beethovenovy
symfonie mi pfipadaly jako hudebni popisy Napoleonovych tazeni, kterym lze
nejlépe porozumét ctenim Clausewitze. Mam rad Chopina a Schumanna, protoze se
s formou vyrovnavaji ponékud neprakticky. Rovnéz mi nevyhovuje socialni
usporadani orchestru, nepfiznivé pracovni podminky a podrizenost mnoho
talentovanych umélcli jedné hlavni, ¢asto nemuzikalni autorité. Zaroven je vsak
nutno pripustit, Ze orchestr tu prosté je a timto zpisobem funguje. Jeho ucelem je
vytvaret nadhernou hudbu a zcela nepochybné tento ucel velmi dobre napliuje. Ma
skladba je pokusem (moznd pouze napll Uspésnym) vyjadfit fungovani orchestru v
jeho rozporuplnosti.

Frederic Rzewski, zari 1987

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.

A Long Time Man for orchestra with piano was written in the fall of 1979 as a
commission for the New Hampshire Symphony, and was first performed by that



orchestra in the spring of the following year under the direction of James Bolle, with
the composer as soloist. The piece is a series of twenty-four variations on a work
song from Texas prisons, with a “cadenza for orchestra” inserted between
Variations 15 and 16. The cadenza, which is subtitled Chain Gang, can also function
as an independent piece for any number of players. The theme is stated by the solo
trombone, the song of the “long time man” (a prisoner serving a life term). The first
nine variations, written in a kind of poly- or transtonal style similar to that of the
North American Ballads for solo piano, develop the theme in a dialog between
piano and orchestra, a fast-changing collage of bits and snatches of the tune which
appear and disappear, in different keys and at different speeds. In Variation 10 a
new, slow time suddenly sets in, lasting through Variation 15. In this section time
seems almost to stop. The sudden “whump” of heavy objects dropped on the floor
by several musicians at once, starts the Chain Gang sequence, a cadenza in which
the orchestra improvises on a series of two-note rhythmic patterns, while the
soloist improvises freely. The “whump”, which continues throughout the cadenza,
simulates the sound of several axes, or sledgehammers, coming down together in
the cadence typical of work gangs. At the end of the cadenza the orchestra comes
together on a single figure repeated several times, then passes immediately to
Variation 16, which takes up the thematic material again in a manner similar to the
beginning: a beginning that now seems to have happened a long time ago. Variation
17 evokes the slow time of Variations 10 to 15. Variation 18 is a written-out
cadenza for solo piano. In Variations 19 through 24 time slows down again and
comes to a stop. Accompanied by the sound of chains on the skins of the
kettledrums, the theme is played softly in many different keys at once, fades away.
The oboe plays the first two notes of the tune, and the music is over. Why did |
write this piece? I've always had ambivalent feelings toward the symphony
orchestra, with its rows of string infantry, woodwind cavalry, and brass artillery.
Beethoven’s symphonies seem to me like musical descriptions of Napoleonic
campaigns, best understood by reading Clausewitz. | like Chopin and Schumann
because they dealt awkwardly with the form. | don’t like the orchestra’s social
organization, the oppressive work conditions, and the subservience of many
individual gifted arcists to a commanding, often non-musical authority. At the same
time the thing is there, it exists, and for the purpose of creating beautiful music,
which is something it certainly can do. This piece is an attempt (perhaps only half-
successful) to express the life of the orchestra in its contradictoriness.

Frederic Rzewski (September, 1987)



