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Raven Chacon

For Zitkala-Sa (2017—-2020) [For Laura Ortman (2019), For Jacqueline Wilson (2019), For
Barbara Croall (2020), For Carmina Escobar (2018)] — Quiver for solo cello (2018) —
Whisper Trio (2008) — Invisible Arc (2017)

Raven Chacon (1977) je skladatel, performer a tvlirce instalaci, ktery pochazi z Fort
Defiance v indidnské rezervaci Navajo Nation (rezervace se rozklada na Uzemi tfi statd USA
— Arizony, Utahu a Nového Mexika, pozn. prekl.). Jako sélovy umélec, spolupracovnik nebo
¢len kolektivu Postcommodity vystoupil ¢i vystavoval sva dila na vyznamnych festivalech a
v prestiznich institucich (Whitney Biennial, documenta 14, REDCAT, Muzeum soucasného
umeéni v Montréalu, Sanfrancisky festival elektronické hudby, Chaco Canyon, Ende Tymes
Festival, 18. biendle v Sydney, Kennedyho centrum). Kazdy rok vede v ramci programu
Native American Composer Apprenticeship Project (NACAP) kompozi¢ni kurz uréeny pro
dvacet student(, ktery je zaméren na tvorbu pro smycécové kvarteto. Chacon obdrzel
nékolik stipendii a cen — stipendium organizace United States Artists (hudba), cenu
organizace Creative Capital (vizuadlni uméni), stipendium organizace Native Arts and
Cultures Foundation a ocenéni za hudebni kompozici Berlin Prize, které udili Americka
akademie. V roce 2022 ziskal Pulitzerovu cenu za hudbu za skladbu Voiceless Mass. Zije v
Albuquerque (Nové Mexiko).

For Zitkdla-Sd [For Jacqueline Wilson, For Laura Ortman, For Carmina Escobar, For
Barbara Croall] — Mezi lety 2017 a 2020 vytvoril Raven Chacon sérii tfinacti litografii
nazvanou For Zitkdla-Sd — jedna se o grafické partitury vénované sou¢asnym americkym
indidntm, prvnim narod{im a mestickym Zenam, které se vénuji hudebni interpretaci,
kompozici a zvukovému umeéni. Chacon jednotliva dila pojima jako potréty Zen a snazi se
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zachytit jejich pozici v 21. stoleti. Umélec vyuziva celou fadu symbolQ, jez zahrnuji zapadni
hudebni notaci, kmenovou geometrii, symbologii anebo numerologii — a také dalsi, méné
jednoznaéné znaky & symboly. Série vzdava hold Zitkala-5a (1876—1938), piisludnici kmene
Yankton(/Dakoton(, ktera napsala libreto a pisné pro The Sun Dance Opera (1910-1913),
obecné povazovanou za prvni operu plvodniho amerického obyvatelstva.

Quiver (Toulec) pro sdlové violoncello — Po skladbé Taago Dez’a (2007), objednané
violoncellistkou Dawn Avery, a kompozici Invisible Arc, napsané pro Rhondu Rider,
predstavuje dilo Quiver, vytvorené na zakazku Michelle Kesler, tfeti ¢ast trilogie
konceptualnich skladeb pro sélové violoncello. Namétem téchto kompozic je lov a tradicni
pravidla s nim spjatd. Posledni ¢3ast této trilogie prozkoumdva témata jako trpélivost a
vyckavani, technickou presnost ¢i nalézani odpovidajicich reakci na vali pfirody.

Whisper Trio (Septajici trio) — T¥i interpreti maji pred sebou stejnou baseri napsanou v
Diné Bizaad (jazyk kmene Navah), kterd je zaznamenana formou slabik a foneticky
pfepsana. U¢inkujici maji za ukol text jasné artikulovat pomoci $epotu. Jak Ize oekavat (a
je to dokonce zadouci) interpreti patrné nebudou obeznameni s jazykem kmene Navah( —
skladba Whisper Trio se proto odviji v pomalém tempu a tiché hladiné, aby podpofila
vykon vokalistl. V ramci provedeni by se postupné ziskavana sebédtvéra ucinkujicich méla
projevit jakozto hudebni variace.

Invisible Arc (Neviditelny oblouk) pro sélové violloncello — Tato kompozice byla
vytvorena v roce 2017 a je inspirovana tradicni loveckou pisni kmene Navahu. Odrazi
situaci, kdy lovec ¢eka na zvife — jedna se o modlitbu za Zivot zvifete, které bude zabito.

Raven Chacon

Raven Chacon (1977) is a composer, performer and installation artist from Fort
Defiance, Navajo Nation. As a solo artist, collaborator, or with Postcommodity, Chacon has
exhibited or performed at Whitney Biennial, documenta 14, REDCAT, Musée d’art
Contemporain de Montréal, San Francisco Electronic Music Festival, Chaco Canyon, Ende
Tymes Festival, 18th Biennale of Sydney, and The Kennedy Center. Every year, he teaches
twenty students to write string quartets for the Native American Composer
Apprenticeship Project (NACAP). He is the recipient of the United States Artists fellowship
in Music, The Creative Capital award in Visual Arts, The Native Arts and Cultures
Foundation artist fellowship, and the American Academy’s Berlin Prize for Music
Composition. In 2022, he was awarded the Pulitzer Prize in Music for his composition
Voiceless Mass. He lives in Albuquerque, NM.

For Zitkdla-Sd [For Jacqueline Wilson, For Laura Ortman, For Carmina Escobar, For
Barbara Croalll — From 2017 to 2020, Raven Chacon created a series of thirteen



lithographs, For Zitkdla-Sd — graphic scores dedicated to contemporary American Indian,
First Nations, and Mestiza women working in music performance, composition, and sound
art. Chacon envisioned the scores as portraits of the women and how they navigate the
twenty-first century. The artist drew on a range of symbols, including Western music
notation, tribal geometries, symbology, and numerology, among more ambiguous designs.
The collection pays tribute to Zitkala—S4 (1876—1938), a Yankton Dakota woman who
wrote the libretto and songs for The Sun Dance Opera (1910-1913), which is widely
considered to be the first Native opera.

Quiver for solo cello — Following Taago Dez’a (2007) commissioned by Dawn Avery,
and Invisible Arc written for Rhonda Rider, Quiver, commissioned by Michelle Kesler, is the
third part in a trilogy of conceptual works for solo cellist on the subject of hunting and
traditional protocols associated with it. This final section of the larger work examines
patience and waiting, precision of technique, and navigations around the will of nature.

Whisper Trio — Three performers are presented with the same poem in Diné Bizaad
(Navajo language), written as syllables with phonetic spellings, and are prompted to
enunciate them as whispers. As it is likely, and preferred, that the performers will not have
familiarity with the Navajo words, Whisper Trio endorses the attempts of the vocalists by
way of its slow pace and quiet deliveries, with confidence emerging as musical variation
throughout the performance.

Invisible Arc for solo cello, written in 2017, is inspired by a traditional Navajo hunting
song and reflects the process of waiting for the animal as a prayer for the life of the animal
about to be killed.

Raven Chacon

17:45 @ PLATO
PART Il = STRING QUARTET

Lukas Ligeti — Entasis (2023)

Kompozice Lukase Ligetiho (1965) vychazeji z rozmanitych zdrojq, jez zahrnuiji
newyorsky experimentalismus, elektronickou hudbu, jazz, africké vlivy a evropskou
avantgardu. V autorové hudbé se projevuje jeho zaujeti pro hudebnimi procesy, komplexni
polymetrické struktury Ci interkulturalni spolupraci — mnoho jeho dél totiz vyvstava z
hluboké a dlouhodobé fascinace hudbou Afriky. Lukas Ligeti je uzndvanym perkusionistou,
zejména v oblasti jazzu a volné improvizace, dlouhou dobu se téz vénoval praci s live
electronics a inicioval mnohé interkulturalni hudebni projekty, jako napr. evropsko-
africkou elektronickou skupinu Burkina Electric. V sou¢asné dobé vytvari dila pro soubory



Aris String Quartet, Ligeti Quartet, headphone orchestra, Burkina Electric + Ensemble
BRuUCH ¢i pro klaviristu Nicolase Namoradze. Tyto kompozice vytvorené na zakazku,
spolecné s jeho jiz existujicimi dily, se letos dockaji svétové premiéry, prvniho uvedeni i
znovuuvedeni v Némecku, Madarsku, Ceské republice, Rumunsku, Velké Britanii, Kanadé,
Belgii, Japonsku, Jizni Africe, USA &i ve Svycarsku. V roce 2023 byl Lukas Ligeti
spolukurdtorem Oluzayo Festival (v rdmci evropské konference africkych studii nazvané
LAfrican Futures” v Koliné nad Rynem) a uméleckym vedoucim festivalu Dny svétové
hudby v Johannesburgu pfi prilezitosti 100 let Mezindrodni spolecnosti pro novou hudbu
(ISCM). Lukas Ligeti studoval kompozici a hru na bici nastroje na Univerzité hudby a
dramatickych uméni ve Vidni, kde jej vyuc€ovali Erich Urbanner, Kurt Schwertsik, George
Crumb, Jonathan Harvey, John Zorn a dalsi. V souc¢asné dobé déli svij ¢as mezi Miami a
Jizni Afriku, kde v roce 2020 obdrzel na Univerzité ve Witwatersrand (Johannesburg) titul
Ph.D. a ziskal ¢estnou profesuru na Univerzité v Pretorii.

Nazev skladby Entasis odkazuje k drobnému vyduti v poloviné sloupu, technice, ktera
byla vyuZivana od dob starovékého Recka a méla branit tomu, aby pozorovatel vnimal
sloup jako vypoukly. V tomto smyccovém kvartetu se vSak uvedeny termin vztahuje k
nepatrnym zménam v intonaci, diky nimzZ se melodie jevi jako hustsi, co se tyce barvy, ale
jaksi neurcita z hlediska tonové vysky. V dile jsou proti sobé stavény rGzné ladici systémy,
jeden z nich vyuziva 2/3 tonové kroky, namisto palténd Ci celych tond. V této nezvyklé
stupnici vede sedm kroku (které by v konvenénim ladéni davaly v souhrnu oktavu) k
drobné zvétSené velké sexté, coz skyta radu novych harmonickych moznosti. Zpfistupnuje
se tim prostor k vytvareni ,stfapatych” melodiich a pfibliznych unison, praci s hlasy, jez
evokuje dojem, Ze tyto hlasy splyvaji, ackoliv k tomu vlastné nikdy nedojde, dale je mozné
vyuzit jemné rozdily mezi zvuky a tonovymi vySkami — oteviraji se tak nové svéty, jez Cekaji
na prozkoumani. Mé zkusenosti z Afriky, kde se konstrukce nastroju a jejich ladéni ¢asto
lisSi od jedné vesnice k druhé, mé naucily otevienosti k témto moznostem; striktni formalni
principy nejsou tak podstatné, dilezitéjsi je intuitivni dlvéra ve vlastni sluch a touha po
novych zvukovych vjemech.

Lukas Ligeti’s (1965) compositions draw on diverse traditions including New York
experimentalism, electronic music, jazz, African influences, and the European avant-garde.
His music shows an interest in musical processes, complex polymetric structures and
intercultural collaboration, with many of his works arising out of his deep, long-term
engagement with the music of Africa. An established percussionist, especially in the fields
of jazz and free improvisation, Lukas Ligeti has long worked with live electronics and has
initiated numerous intercultural musical projects, such as his European-African electronica
group Burkina Electric. He is currently composing works for the Aris String Quartet, the
Ligeti Quartet, for headphone orchestra, Burkina Electric + Ensemble BRUCH and the
pianist Nicolas Namoradze. These commissioned works and numerous existing
compositions will receive world premieres, first performances and revivals this year in



Germany, Hungary, the Czech Republic, Romania, Great Britain, Canada, Belgium, Japan,
Italy, South Africa, the USA, and Switzerland. In 2023 Lukas Ligeti will be co-curator of the
Oluzayo Festival (as part of the European Conference on African Studies — African Futures
Cologne) and Artistic Director of the World Music Days in Johannesburg on the occasion of
100 years of the International Society for New Music. Lukas Ligeti studied composition and
percussion at the University for Music and Performing Arts in Vienna, where his tutors
included Erich Urbanner, Kurt Schwertsik, George Crumb, Jonathan Harvey, and John Zorn,
among others. He currently divides his time between Miami and South Africa, where he
received his PhD from the University of the Witwatersrand (Johannesburg) in 2020 and
holds an honorary professorship at the University of Pretoria.

Entasis refers to a slight swelling in the middle of a column, a technique used since
the time of the ancient Greeks to prevent it from seeming concave to the observer. In this
string quartet, however, it refers to subtle changes in intonation that make a melody seem
both thicker in timbre and somewhat intangible as far as pitch is concerned. Various
tuning systems are contrasted, including one with steps of 2/3 of a tone instead of half- or
whole tones. In this unusual scale, seven steps (which would result in an octave in
conventional tuning) result in a slightly enlarged major sixth, leading to novel harmonic
possibilities. This opens the door to fuzzy melodies and approximate unisons, voices that
almost seem to come together but never actually do, with the subtle differences between
their sounds and pitches opening up new worlds waiting to be explored. Working in Africa,
where instrument construction and tuning can differ from one village to the next, has
opened me up for such explorations; strict formal principles are less relevant to this than
intuitively following my ear and its longing for new sonic sensations.

Donnchadh Mac Aodha - | had no time to hate, because (2023)

Donnchadh Mac Aodha (2002) je skladatel a multiinstrumentalista pochazejici z
mésta Dundalk v hrabstvi Louth (Irsko). Je stipendistou (v programu Quercus Creative &
Performing Arts) na University College Cork (UCC), kde v soucasné dobé studuje kompozici
pod vedenim Johna Godfreye (bakalarsky obor). Aodha se vénuje jak tradi¢ni irské hudbé,
tak hudbé klasické a nejlépe se citi na pomezi téchto zanr( — autorovy zkusenosti z obou
hudebnich svétd rovnéz ovliviiuji jeho kompozi¢ni ¢innost. Pfi aranZovani ¢i sklddani ¢asto
vyuziva zpévné motivy prfipominajici lidovou tvorbu a pracuje s nimi v ramci své unikatni a
neustale se proménujici kompozi¢ni reci zaloZzené na soudobych technikach. Obzvlast je
zaujat irStinou a ve své hudbé dale tematizuje myslenky sounaleZitosti a identifikace.
Aodha v roce 2020 ziskal 1. cenu v kompozi¢ni soutézZi poradané New Ross Piano Festival
za klavirni skladbu Music in the Tuileries. Je clenem Irského sdruZeni skladatelll a na
nedavném festivalu uvedené organizace premiéroval svou filmovou hudbu a dilo pro



klarinet a elektroniku. Jeho kompozice Music for Flute and a Two-Handed Pianist zvitézila v
kompozi¢ni soutézi na West Wicklow Chamber Music Festival.

I had no time to hate, because (Nemam ¢as nenavidét, protoze) — Toto dilo vychazi ze
stejnojmenné drobné basné od Emily Dickinson. Konkrétné se zaméruje na téma kratkosti
a dale pak na nastrahy Zivota a lasky. Skladba vyuziva rytmickou strukturu basné, ktera se
projevuje v hlavnim melodickém tématu — jde o deseti taktovou frazi, jez predstavuje
zaklad celého kvartetu. Kdykoliv zazni, je jinak podbarvena a je k ni pristupovano odliSnym
zpUsobem, odrazi tak komplexnost osobnich pocitd vyjadienych autorkou v jeji osmi
radkové basni. Kompozice neustale osciluje mezi laskou a nenavisti, svétlem a tmou,
rozvlaénosti a struénosti a nenabizi posluchaci pocit ujisténi ¢i vyusténi. Celkova forma dila
téz vyrlstd z basné, s opakovanim pfiblizné v poloviné, nacez se hudebni proud vyda jinym
smérem — coZz mUZe plsobit skoro az nadéjné.

Donnchadh Mac Aodha

Donnchadh Mac Aodha (2002) is a composer and multi-instrumentalist from Dundalk,
County Louth (Ireland). He is a Quercus Creative & Performing Arts Scholar at University
College Cork

(UCC) where he is currently studying composition under the direction of John Godfrey
(BMus degree). As both a traditional Irish and classical musician, Aodha finds himself most
at home at the interface of these genres and allows his bi-musical upbringing to influence
his compositional output. In arranging and composing, he often uses tuneful, folk-like
motifs and situates them within his unique and ever-changing compositional language of
contemporary techniques. In particular, he is drawn to the Irish language and deals with
ideas of belonging and identity in his music. In 2020, Aodha won 1st prize in the
composition competition at the New Ross Piano Festival for his piano work Music in the
Tuileries. He is a member of the Irish Composer’s Collective and premiered a film score and
a work for clarinet and electronics at their recent festival. His composition Music for Flute
and a Two-Handed Pianist was selected as the winner in this year’s West Wicklow
Chamber Music Festival Composition Competition.

I had no time to hate, because — This work draws on the short poem / had no time to
hate, because by Emily Dickinson, in particular focusing on its themes of the brevity and
toils of life and love. The piece utilises rhythmic structures of the poem’s written word in
the main melodic theme, a ten bar phrase which forms the basis of the quartet. Each time
this is heard, it is coloured and approached differently, mirroring the complexity of
personal feelings expressed by Dickinson in her eight line poem. It constantly sits uneasily
between love and hate, light and dark, verbosity and brevity, depriving the listener of a
moment of reassurance or conclusion. The overall form of the piece also draws on the



poem, repeating in the middle and then diverting in a different direction, almost hopeful,
but not quite.

Donnchadh Mac Aodha
| had no time to hate, because
The grave would hinder me,
And life was not so ample |
Could finish enmity.

Nor had | time to love; but since
Some industry must be,

The little toil of love, | thought
Was large enough for me.

Luigi Nono — Fragmente - Stille, an Diotima (1979-1980)

Luigi Nono (1924-1990) byva spolecné s Pierrem Boulezem a Karlheinzem
Stockhausenem razen mezi nejdulezitéjsi skladatele povalecné generace. VSichni tfi
jmenovani autofi se snaZzili nalézt nové cesty, jak pfistoupit k organizaci hudebni struktury.
Vyuzivali raciondlnich kompozi¢nich metod a dale rozvijeli odkaz druhé videnské skoly,
zejména myslenky Antona Weberna. Nono je vSak vyjimecny tim, Ze v jeho pojeti byly
progresivni kompozicni techniky spojeny s autorovymi neméné progresivnimi levicovymi
politickymi nazory. Jako ¢len Italské komunistické strany dle svych slov nevidél rozdil v
tom, jestli piSe partituru, nebo pomdaha organizovat protestni stavku. V naznaceném
pristupu se odrdzi Nonuv celkovy umélecky postoj — skladatel by se dle jeho ndzoru mél
aktivné zajimat o svétové déni, mit Siroké historické znalosti a byt obeznamen s aktudlnimi
novinkami ve védé, technologii ¢i uméni — pak muze jeho hudba pfispét ke zménam ve
spolecnosti a podilet se na jejim smérovani. V hudbé Luigiho Nona Ize vSak nalézt i jiné
aspekty nez snahu o vyjadreni politického presvédceni. Autor ve svych dilech
prozkoumaval m noho neotrelych kompozi¢nich postupd, které zdroven vedou k novym
moznostem poslechu hudby. Jedna se kupfikladu o vyuziti velmi tichych zvuka,
mikrotonality ¢i o hudbu zaloZenou na jednom ¢i nékolika tdnech a drobném odchylovani
se od nich. Zkusenosti s elektroakustickou hudbou jej dovedly k novému pojeti hudebniho
prostoru a experimentovani s rozmisténim nastrojl/zvukl pfi koncertnim provedeni
skladeb.

Smyccovy kvartet Fragmente — Stille, an Diotima je vysledkem autorovy maximalni
tvarci koncentrace — jedna se o radikdlné subjektivni a nekompromisni dilo, které na
interprety klade extrémni technické pozadavky. Zaroven se viak jedna o nesmirné
niternou kompozici, ktera ma az ezotericky charakter a svym ladénim pfipomina
»existencialni” kvartety od Smetany, Wolfa, Janacka a zejména pak Lyrickou suitu Albana



Berga. Ackoliv toto dilo bezesporu spada do Zanru smyccového kvartetu, obsahuje urcité
prvky, které se vzpiraji tradi¢nimu pojeti. To je naznaceno jiz samotnym ndzvem
Fragmente — Stille (Fragmenty — Nehybnost). Onémi ,fragmenty” je myslena velmi kfehka
hudebni sit, ktera je rozeviena do vSech smér(i a opakované obnovuje vychozi stav
nehybnosti —a to i v ramci zvukové vyraznéjsich ploch. Beztiznost, lehkost, vzdusnost
— tyto zvukové charakteristiky byly pro predchozi Nonova dila spise nezvyklé. Zde vsak
mame co docinéni se zvuky ,povstavajicimi z éteru”, jde o hudebni jazyk, ktery vzdoruje
pokusim o slovni popis. Skladbé Fragmente — Stille 1ze proto porozumét pouze poslechem.
V partiture se vyskytuje 47 kratkych citat z Holderlinovych basni, které skladatel na 52
mistech vepsal pfimo do notového zapisu. Dvandct téchto citdtll pochdzi z basné Diotima;
hudba text nijak neilustruje, ani nekomentuje. Nono dokonce prohlasil, Ze tyto citaty ,,za
zadnych okolnosti nesmi byt recitovany béhem provedeni“, anebo ze by nemély byt mylné
pojimany jako ,naturalistické stopy programu®. Autor je oznacoval jako ,tiché ,pisné‘z
jinych mist a ¢asll, ndznaky toho, Ze neni nutné rozloucit se s nadéji“. Holderlinova
Diotima, jako Zena a milenka, se v Nonové kvartetu objevuje jesté v jiné podobé. V roce
1889 zhudebnil Giuseppe Verdi text Ave Maria s vyuzitim nezvyklé ,,enigmatické stupnice”.
Tato a cappella sborova skladba spojuje moderni expresivitu s palestrinovskym stylem —
vysledkem je modlitba, hudebni reprezentace Panny Marie. Stejna scala enigmatica
poslouzila jako vychozi hudebni material pro Non(v kvartet, jednd se vSak o skrytou vrstvu
kompozice, kterou nelze primo slySet. Jde tak o dalsi ,,utajeny svét” existujici v ramci dila.
Jurg Stenzl (editovano)

Luigi Nono (1924-1990) is often ranked alongside Pierre Boulez and Karlheinz
Stockhausen as one of the most prominent composers of the post-war generation. All
three composers were working to discover new approaches to the organization of musical
structures. They were using rational compositional methods and also further developing
the legacy of the Second Viennese School, namely the ideas of Anton Webern. However,
what marks Nono as unique is that in his progressive compositional techniques were
connected with a no-less progressive leftist political orientation. In his own words, as a
member of the Italian Communist party, he did not discern between writing a score and
helping to organize a strike. This approach reflects Nono’s overall attitude to art —in his
opinion the composer should take an active interest in what is going on in the world, have
a wide knowledge of history, and maintain an awareness of the latest developments in
science, technology, and art — only then can music contribute to changes in society and
partake in its developments. However, Luigi Nono’s music offers much more than the
desire to express one’s political opinion. In his works, he explored many original and novel
compositional approaches—these are, for example, the use of very soft sounds,
microtonality, and music based on one or several tones with minute deviations.
Experience with electroacoustic music led him to a new conception of musical space and
experimentation with the setup of instruments/sounds in concert performances.



Fragmente — Stille, an Diotima (Fragments — Stillness, For Diotima) is a quartet of
radical subjectivity, of extreme rigour, and of enormous technical difficulty for the
performers. Although Nono’s work clearly belongs to the string quartet genre, some of its
features nevertheless contradict that tradition. This is intimated by the title itself:
Fragmente — Stille. Here, the word “fragments” denotes an extremely fragile web, which
appears open on all sides and repeatedly assumes a state of motionlessness.
Weightlessness, light, air — these are suggested by sounds which are characteristic of this
work but previously quite unusual for Nono. These are sounds “from the ether”, a musical
language that defies attempts at verbal description. There are 47 short quotations from
the poetry of Holderlin that the composer has written into the score in 52 places. Twelve
of these quotations, stem significantly from a single poem, Diotima; The music does not
illustrate or comment on the texts. Nono said that “they must not under any
circumstances be recited during a performance”, nor should they be misunderstood “as
naturalistic programme indications”. He called them “silent ‘songs’ from other spaces and
other skies, intimations that one need not say farewell to hope”. Holderlin’s Diotima, as
woman and lover, appears in yet another form in Nono’s Quartet. In 1889 Giuseppe Verdi
composed a setting of Ave Maria as a harmonization of an unusual, “enigmatic scale”. This
work for a cappella chorus combines modern expressiveness with vocal writing in the style
of Palestrina to create a prayer, a musical representation of the Virgin. The same scala
enigmatica serves as material for Nono’s Quartet, a submerged layer not directly audible,
another of the work’s “more secret worlds”.

Jurg Stenzl (Translation — C. Stenzl and L. Pan; edited)

Hungkai Wen — A Movement for String Quartet (2019)

Hungkai Wen (1999, Thajsko) ziskal bakalarsky titul na Taipei National University of
the Arts, kde byl jeho pedagogem Ming-Hsiu Yen. Nyni studuje na téze Skole v
magisterském programu hudebni kompozici u Mei-Fang Lina. Kromé toho béhem studia na
univerzité svou hudbu konzultoval se skladateli Leiem Liangem a Jeanem Geoffroyem. Jeho
kompozice byla provedena v ramci TNUA solo a na Soutézi komorni hudby. Wen zacal
studovat skladbu ve svych Sestnacti letech a nejradéji tvori koncertni hudbu pro orchestr Ci
ansambl a hudbu k animacim. V poslednich letech je velmi zaujat transdisciplinarni
experimentalni hudbou a mikrotonalitou. Hudebni myslenky jeho kompozic obvykle
vychazeji z literarnich dél. Autor dale zpravidla pracuje s hudebni fakturou zaloZzenou na
clusterech a zvukovych plochach prostoupenych vyraznymi gesty.



A Movement for String Quartet (Véta pro smyccovy kvartet) — Tato skladba je
inpirovana celoténovou stupnici. Dochazi zde k nakupeni hudebniho materidlu a k jeho
nasledné fragmentaci. Komozice konci v roztristéné zvukové plose.

Hungkai Wen

Hungkai Wen (1999, Taiwan) received his Bachelor from Taipei National University of
the Arts, supervised by Ming-Hsiu Yen. As now a graduate student majored in music
composition with Mei-Fang Lin at Taipei National University of the Arts. Additionally, his
music has been guided by Composer Lei Liang and Jean Geoffroy during the study at the
university. His composition has been performed in TNUA solo and Chamber Music
Competition. Wen began his composition studies at sixteen and loves to compose concert
music for orchestras and ensembles as well as music for animations. In recent years, he
has become enthusiastically involved in composition of transdisciplinary experimental
music and microtonal music. The musical ideas of his works are generally based on literary
works. His compositions usually involve musical textures of clusters, and soundscapes with
saturated gestures.

A Movement for String Quartet — The Piece is inspired by the whole-tone scale. It is a
progression from aggregation to fragmentation. The sounds will end in a shattered
soundscape.

Hungkai Wen

Lukas Ligeti — Moving Houses (1993, rev. 2003)
Lukas Ligeti —viz strana 3

Skladba Moving Houses (Pohyblivé domy) byla objedndna souborem Kronos Quartet,
podporena Ralpheem |. Dorfmanem a zkomponovana v roce 1996, kdy jsem zil v Kalifornii;
dilo jsem kompletné revidoval v roce 2003 a vyménil jsem zhruba polovinu plvodni hudby
za novy material. Nazev skladby se vztahuje k aktivité, kterd je na zdpadnim pobrezi USA
pomeérné bézna: celé domy se naloZi na nakladni viz a pfevezou se z jednoho mista na
druhé. V kvartetu se po celou dobu navraci jednoduché téma, které na pocatku
interpretuji housle a violoncello; tato melodie se nasledné vyda na pomyslnou cestu skrze
razna hudebni prostfedi, podobné jako diim, ktery je premistovan ménici se krajinou. V
kompozici se nachdzi mnoho odkazi na hudbu, ktera je pro mé dulezita — predevsim se
jednd o melodické styly etnika Mandé jelis (griotd) ze zapadni Afriky, hrané na ndastroje
jako kora, balafon ¢i ngoni, dale jde o bohaté zdobenou heptatonickou hudbu, jejiz krasa
mé fascinovala od dob mych prvnich navstév Afriky a byla inspirativni pro mou melodickou
predstavivost. V kompozici Ize téZ nalézt romské houslové melodie z oblasti Szék (dnesni
Rumunsko), hardangerské houslové melodie z Norska, bubnovani na sabar ze Senegalu,

10



hudbu Milese Davise z jeho raného elektrického obdobi ¢i pisen Eleanor Rigby od skupiny
Beatles, vnofenou do kontrapunktické struktury. Vysledkem je pohled na neustale se
proménujici hudebni krajinu, zatimco zUstavdme v ramci ,,Ctyr stén“ pavodniho,
opakované se navracejiciho tématu.

Lukas Ligeti

Lukas Ligeti — see page 4

Moving Houses was commissioned by the Kronos Quartet with support from Ms.
Ralph I. Dorfman and was composed in 1996 while | was living in California; | revised it
completely in 2003, replacing about half of the old music with new material. The title
referes to an activity not uncommon in the Western U.S.: entire houses are put on trucks
and moved from one location to another. In this piece, a simple theme, stated at the
beginning by violin and cello, recurs throughout; it is taken on a trip through different
musical environments, much like the house that is transported across varying landscapes.
References are made to numerous musics that are important to me, especially the melodic
styles of Mandé jelis (griots) of Western Africa as played on instruments such as the kora,
balafon, or ngoni, a richly ornamented heptatonic music, the beauty of which has
fascinated me since my first trips to Africa and has inspired my melodic imagination. Also
present are Gypsy fiddling from the Szék region of present-day Romania, Hardanger
fiddling from Norway, sabar drumming from Senegal, the music of Miles Davis’ early
electric period, and embedded into the contrapunctal struture, the Beatles’ Eleanor Rigby.
The result is a view onto a constantly-changing musical landscape, all the while remaining
within the “four walls” of the original, ever-recurring theme.

Lukas Ligeti

19:30 @ Divadlo Antonina Dvofaka / Antonin Dvorak Theatre
PART Ill — NA SKOK DO OPERY / A LEAP TO OPERA

Bernhard Lang — Playing Trump. Cheap Opera #2 (2020)

Bernhard Lang (1957) se po studiich na Brucknerové konzervatofi v Linci pfestéhoval
do Styrského Hradce (Grazu), kde studoval klasicky i jazzovy klavir. Po ukonéeni studia se
stal Zdkem polského skladatele Andrzeje Dobrowolského, ktery jej seznamil s technikami
nové hudby. V roce 1988 zacal vyCovat hudebni teorii, harmonii a kontrapunkt na
Univerzité hudebnich a dramatickych uméni ve Styrském Hradci. V letech 2003-2022
pusobil na téZe Skole jako profesor v oboru kompozice, v soucasné dobé Zije ve Vidni jako
skladatel na volné noze. Jeho hlavnim zajmem je od roku 1999 hudebni divadlo odvozené z
teorie , diference/opakovani“. Jak uved| pro Cesky rozhlas Petr Bakla: ,K rozmanité a
hluboce promyslené praci se zvukovymi smyckami Langa inspirovaly filmy Martina
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Arnolda, experimentalni hracéi na gramofony jako Philip Jeck a také Deleuz(iv spis
Différence et répétition. Zatimco minimalismus si liboval v pozvolnych procesech a
opakovani vyvolavalo spiSe meditativni atmosféru, Lang ve svych skladbach pracuje s
ostrymi stfihy a nepravidelnosti, vznikd nepredvidatelna hudba plna zvrat(i.” Od roku 2009
pusobi jako lektor na festivalu Ostravské dny; jeho opera Der Reigen se v roce 2014 stala
centrem pozornosti festivalu NODO a na OD 2017 méla premiéru kompozice Monadologie
XXXVII ,,Loops for Leos”, kterou napsal primo pro festival. Ostravské centrum nové hudby v

roce 2021 uvedlo v prazském multifunkénim salu DOX* koncert Zdsadni Bernhard Lang.

Hratky s Trumpem. Lacind opera #2 — Série tzv. lacinych oper aktualné obsahuje tfi
skladby a dalsi tfi pak sdileji podobny koncept — ten vychazi z komorniho obsazeni, jez
vede k efektivnimu vyuziti ndstroji a jednodussi realizovatelnosti (,,prenositelnosti“) dél;
kompozice jsou dale zaloZeny na dokumentdrnich textech a zahrnuiji vyuziti hlasi — a to jak
prirozenych, tak modifikovanych. V pripadé Hrdtek s Trumpem jsou vychozim materialem
pavodni Trumpovy projevy, libreto k opere na jejich zakladé vytvofil Dieter Sperl. Sam
Trump je vlastné ponékud upozadén, skladba se vice vztahuje k celému politické mu
systému, nez k jednotlivci. Mnoho poutzitych frazi mohlo byt totiz klidné vyréeno jinymi
prezidenty. Hudba odkazuje k hudebnim paradigmat(im, kterd byla vyuzivana na setkanich
Trumpovych pfiznivcl — ty jsou dekonstruovany a doplfiovany o protikladné hudebni
prvky. Celda kompozice je opét zaloZzena na smyckach, jez jsou ¢astecné vyuzity jako
politické nastroje a zaroven castecné slouzi jako prostredek k dekonstrukci frazeologie
téchto politickych nastroju.

Bernhard Lang

Bernhard Lang (1957) studied piano at the Bruckner Conservatory Linz and then
moved to Graz to study classical and jazz piano. After finishing his studies, Lang took
courses in composition with Polish composer Andrzej Dobrowolski, who introduced him to
the techniques of new music. In 1988, Lang began teaching classes of his own in music
theory, harmony, and counterpoint at the University of Music and Performing Arts in Graz.
He has held a professorship in composition there between 2003 and 2022 and lives now as
a free-lance composer in Vienna. Since 1999, Lang’s main interest has been music theatre,
derived from his theory of “difference/repetition”. Speaking to Czech Radio, Petr Bakla
had this to say about Lang’s method: “His varied and thoughtful work with loops has been
inspired by Martin Arnold’s films, experimental turntablists like Philip Jeck or by Deleuze’s
book Différence et répétition. Whereas minimalism reveled in gradually unfolding
processes and the repetition evoked a rather meditative atmosphere, Lang incorporates
jump-cuts and irregularities that result in an unpredictable music full of sudden turns.” He
has been a lecturer at Ostrava Days since 2009, and the festival frequently features his
compositions — Lang’s opera Der Reigen became a highlight of NODO 2014 and his
composition Monadology XXXVII “Loops for Leos” was written directly for OD 2017 and
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premiered during the festival. Ostrava Center for New Music presented in concert
Essential Bernhard Lang in 2021 at the DOX* multifunctional hall in Prague.

Playing Trump. Cheap Opera #2 — The series of cheap operas comprising now three
pieces and another three related to the concept, is based on small line-ups which
guarantee both efficiency and portability; always based on documentary texts, they
implement the usage of voices, natural and artificial. In the case of Playing Trump, the text
is a libretto written by Dieter Sperl, referring to original Trump speeches. Trump himself is
actually in the background, the piece referring more to a whole political system than to an
invidual. Many quotations could have been said by other presidents, too. The music refers
to musical paradigms used at Trumps rallies, deconstructing them, interpolating them with
contradictory musical footage. The whole composition is again based on loops, partly used
as political instruments, partly as a tool to deconstruct the phraseology of the selfsame
instruments.

Bernhard Lang

21:00 @ PLATO
PART IV - IMPROVISATION

Lukas Ligeti (viz strana 3—4 / see page 4-5) — Percussion improvisation

21:45 @ PLATO
PART V —SITE SPECIFICI

Peter Ablinger — SCALES (1997-2022)

»Zvuky nejsou zvuky! Jsou zde, aby zabavily intelekt a konejsily smysly. SlySeni neni
nikdy slyseni; slySeni je to, co mne vytvari.” Skladatel Peter Ablinger (1959, Schwanenstadt
v Rakousku) je — feceno slovy kritika Christiana Scheiba — ,,mystikem osviceni, jehozZ volani
a litanie sméruji k poznani“. Zaroven je tento skladatel (pGdvodné Skoleny vytvarnik, ktery
studoval kompozici u Gosty Neuwirtha a Romana Haubenstocka-Ramatiho, od roku 1982
Zijici v Berliné) rovnéz skeptikem, jenz si je védom toho, Ze kulturni pravidla a
(destruktivni) zvyky jsou vynucované tradici: ,, Tak hrajme dal a fikejme: zvuky jsou urceny k
tomu, aby byly ,slySeny’ (ale nejsou doopravdy slyseny —to je néco jiného). Toto ,slySeni’
by mélo prestat. K tomu nemam co dodat.”

Christian Baier

SCALES: tato skladba je o usporadavani materidl( do stupnic. materidly jsou libovolné.
avsak nemélo by jich byt prilis malo; dilo by mélo byt vcelku rozsahlé; jeho provedeni by
mélo néjakou dobu trvat, napf. tficet minut, ale klidné i vice; a vyuzité materidly by mély
zaplnit podlahu nepfili§ malé mistnosti. cela situace mlze zapocit — feknéme — osmnacti
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neusporadanymi hromdadkami riznorodého materialu; tyto hromadky se nachazeji na
rozli€nych mistech na podlaze. interpret pfistoupi k prvni hromadce a za¢ne rozeznivat
jednotlivé jeji ¢asti — dotykat se jich, udefovat do nich, tfast s nimi atd. —, aby uslysel
todnové vysky materialu a byl schopen je sefadit od nejhlubSich po nejvyssi. u nékterych
materiall bude dosaZeni takové posloupnosti prakticky nemozné. avsak i v takovém
pripadé by se mél interpret snazit s danym materialem pracovat a alespon toto usporadani
naznacit. poté by mél pristoupit k dalsSi hromadce. dilo vlastné neni vypracovanou
kompozici. sestava z aktualni situace a zvukové produkce interpreta. z toho dlivodu by
provedeni mélo byt pouze praktické, nemélo by mit performativni povahu — mélo by se
jednat o urcitou formu preparace; provedeni by nemélo presahovat ramec snahy o
nalezeni fesSeni. vSe by se mélo odehrdvat v urcitém spéchu, dilo by nemélo pUsobit
obradnim dojmem. v kazdém pripadé vSechny ¢asti konci uvedenim celé stupnice
usporadané od nejhlubsich zvuk( po nejvyssi.

Peter Ablinger

“Sounds are not sounds! They are here to distract the intellect and to soothe the
senses. Not once is hearing ‘hearing’: hearing is that which creates me”. The composer
Peter Ablinger (born in Schwanenstadt, Austria in 1959) is, as Christian Scheib once put it,
a “mystic of enlightenment” whose “calls and litanies are aimed at cognition”. At the same
time, the composer, who — after studying graphic arts — studied with Gésta Neuwirth and
Roman Haubenstock-Ramati, and since 1982 lives in Berlin, is also a sceptic who
understands the cultural rules and (destructive) habits enforced by tradition: “So let us
play further and say: sounds are here to hear (but not to be heard — that’s something else).
And that hearing is here to be ceased (Das Horen ist da um aufzuhdren). More | can’t say.”

Christian Baier (translated by Bill Dietz)

SCALES: the piece is about ordering materials into scales. the materials are free. but
they shouldn’t be too few; the piece should be somewhat extensive; so that its execution
goes for a while, e.g. 30" or more; and its materials fill the floor of a not too small room. so
the situation might begin with — say — eighteen un-ordered heaps of different materials
spread out over the floor. the performer goes to the first heap and starts hitting the
individual pieces — or just touches, plugs, shakes them — to hear its pitches and be able to
bring them in a regular order from low to high. with some materials such order seems to
be almost impossible. in such cases the performer gives her best and ends with a
suggestion. then turnes to the next heap. in a sense the piece is not a piece. rather it
consists of its own production. therefore the execution is just practical, not performative —
like a preparation; it does not do more than the necessary minimum to find a solution. its
appearance better is a bit hasty than ceremonial. but in any case each section ends with a
full scale from low to high.

Peter Ablinger
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22:30 @ PLATO
PART VI - ZVUKY, KAM SE PODIVAS / SOUNDS FROM EVERYWHERE

James Tenney — In a large, open space (1994)

James Tenney (1934-2006, Silver City, Nové Mexiko) vyr(stal v Arizoné a v Coloradu,
kde ziskal své prvni vzdélani ve hfe na klavir a v kompozici. Byl posluchacem Univerzity v
Denveru, Juilliard School of Music, Bennington College a lllinoiské univerzity. Jeho uciteli a
mentory byli Eduard Steuermann, Chou Wen-Chung, Lionel Nowak, Carl Ruggles, Lejaren
Hiller, Kenneth Gaburo, Edgard Varese, Harry Partch a John Cage. Tenney se vénoval
interpretaci, skladbé a téz hudebni teorii, v New York City zalozil a fidil soubor Tone Roads
Chamber Ensemble (1963—-1970). Byl prakopnikem v oblasti elektronické a pocitacové
hudby, na poc¢atku 60. let se v Bellovych laboratofich s Maxem Mathewsem a dalSimi
podilel na vyvoji pocitacovych program slouzicich ke generovani zvuku a kompozici.
Vytvotil dila pro riizna média, instrumentalni i elektronické skladby — mnoho z téchto
kompozic vyuziva alternativni ladici systémy. Tenney napsal nékolik ¢lankd, které se tykaji
hudebni akustiky, pocitacové hudby, hudebni formy ¢i vnimani, a rovnéz dvé knihy — META
+ HODOS: Fenomenologie hudebniho materidlu 20. stoleti a pristupu ke studiu formy
(1961; Frog Peak, 1988) a Déjiny ,,konsonance” a ,disonance” (Excelsior, 1988). Obdrzel
granty a ceny od mnoha instituci, napfr. od Narodniho védeckého fondu, Narodni nadace
pro umeéni, Frommovy nadace ad.

Plainsound (upraveno)

In a large, open space (Ve velkém, otevieném prostoru) — Toto dilo predstavuje
zajimavy prechod mezi aleatorikou a minimalismem, tedy styly, které byvaji obvykle kladeny
do opozice.

Ve skladbé In a large, open space se setkavame s tdnovym vybérem, ktery tvofri vlastné
harmonické spektrum ténu F;. V ramci tohoto vybéru je mozno se pohybovat volné (podle
rozsahu nastroje) — podobné jako kdyby Slo o aleatorni model s mozZnosti permutaci a
ndvrat(. Zaroven je vSak tento ,model” roztazen v ¢ase do té miry, Ze se sdm stdva skladbou
— neni zde uZ nic jiného. Tim se pfiblizuje minimalismu, jenZ zkoumd plsobeni co mozna
nejjednodussich materidl( a procest na lidské vnimani. Minimalismu také odpovida pojeti
ténu (tichy a vyrovnany) a odosobnéného vyrazu. Podstatna je v této skladbé nepfitomnost
jakékoliv vnéjsi kontroly — skladbu nikdo nefidi, vyviji se sama. Kontrola je zde nahrazena
sebekazni.

Iva Oplistilova

James Tenney (1934-2006, Silver City, New Mexico) grew up in Arizona and Colorado,
where he received his early training as a pianist and composer. He attended the University
of Denver, the Juilliard School of Music, Bennington College, and the University of lllinois.
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His teachers and mentors have included Eduard Steuermann, Chou Wen-Chung, Lionel
Nowak, Carl Ruggles, Lejaren Hiller, Kenneth Gaburo, Edgard Varése, Harry Partch, and
John Cage. A performer as well as a composer and theorist, Tenney was co-founder and
conductor of the Tone Roads Chamber Ensemble in New York City (1963-1970). He was a
pioneer in the field of electronic and computer music, working with Max Mathews and
others at the Bell Telephone Laboratories in the early 1960s to develop programs for
computer sound-generation and composition. He has written works for a variety of media,
both instrumental and electronic, many of them using alternative tuning systems. Tenney
is the author of several articles on musical acoustics, computer music, and musical form
and perception, as well as two books — META + HODOS: A Phenomenology of 20th-Century
Musical Materials and an Approach to the Study of Form (1961; Frog Peak, 1988) and A
History of “Consonance” and “Dissonance” (Excelsior, 1988). He has received grants and
awards e.g. from the National Science Foundation, the National Endowment for the Arts,
the Fromm Foundation, etc.

Plainsound (edited)

In a Large, Open Space — This piece represents an interesting middle ground between
an aleatoric approach and minimalism, two styles that are usually considered polar
opposites.

In a Large, Open Space is based on selected tones that, as it turns out, form the harmonic
spectrum of the note F1. The performers are allowed to move freely within this framework
(given the limits of their instrument’s range), in which regard the piece resembles an
aleatoric model allowing for permutations and turning points. At the same time, however,
this “model” is stretched out across such a considerable time-span that it becomes the
composition —there is nothing else. That way, the piece comes close to minimalism, which
explores how the most basic elements and processes affect human perception. Another
link to minimalism is the tone quality (quiet and balanced) and an impression of
impersonality. An important part of the piece is the lack of any outside control — no-one is
in charge of the composition, it develops by itself. Control is replaced by self-discipline.

lva Oplistilova

23:15 @ PLATO
PART VIl — SOLOS & ENSEMBLES I
Joohyun Parc - Slide (2021)

Tvorba Joohyun Parc (1993) funguje jako facilitator — jejim prostfednictvim muze
publikum zacit zpochybriovat své okoli. Komunikace mezi posluchaci a autoréinymi
kompozicemi je zaloZzena pouze na zvukovych informacich, probiha bez jakychkoliv jinych

vlozenych myslenek. Jeji dila usiluji o to, aby byla publikem aktivné vnimana — vytvareji
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prostor, situaci a cas, ktery si tento pfistup vynucuje. Pfi popisovaném zazivani zvukového
svéta zprostredkovaného pomysinym ,zvukovym mikroskopem®, se mohou dostavit i
neprijemné pocity — uvédoméni si tohoto nepohodli je souéasti procesu zpracovani
nezaraditelné hudebni informace.

Parc pusobi v New York City a jeji kompozice byly provedeny ridznymi soubory jako
Windscape, Yarn/Wire, MSM Orchestra atd. Ziskala bakalarsky titul v oboru skladba na
Manhattan School of Music, kde studovala pod vedenim Reiko Futinga a Lewise Nielsona.
V soucasné dobé je studentkou magisterského stupné na Peabody Institute v ramci Johns
Hopkins University.

Joohyun Parc’s (1993) work acts as a facilitator for the audience to question their
surroundings. The communication between the audience and her composition rejects any
imposed ideas other than sonic information. Her work intends to elicit an active
observation from the audience’s unproven perceptions in the created space, situation, and
time. Irritations that might occur to those experiencing a sound world function as a
microscope for their surroundings. Therefore, their awareness of the discomfort is
responsible for processing unclassifiable musical information.

Parc is based in New York City, and her works have been performed by various
ensembles such as Windscape, Yarn/Wire, MSM Orchestra, etc. Parc received a bachelor’s
degree in composition from Manhattan School of Music, where she studied under Reiko
Flting and Lewis Nielson. She is currently pursuing her master’s degree at the Peabody
Institute of the Johns Hopkins University.

Victor Baez — Coatlicue barria la escalera de templo (2020)

Victor Bdez (1985) studoval kompozici na Videriské konzervatofi a nasledné na
Univerzité hudby a dramatickych uméni ve Vidni. Jako stipendista Fulbrightovy nadace
ziskal v roce 2020 doktorat v oboru skladba na Manhattan School of Music v New Yorku.
Mezi jeho vyrazné Uspéchy dale patfi vice nez deset objednavek na nové skladby od
rakouského Ministerstva uméni, vzdélani a kultury, zisk ceny ,Musik im Bild“ za
orchestralni kompozici v roce 2017 Ci vitézstvi ve vSech kategoriich v soutézi , Tesselat Call
for Scores” v roce 2021. Jeho hudba byla provedena na festivalech jako napf. Wien
Modern, Klangspuren Schwaz, OME Phoenix ¢i Manuel Enriquez International Forum for
New Music (Mexico) a provedly ji soubory jako napfr. Yarn/Wire, Ekmeles,
Contemporaneous, Blueshift, Onix, Austrian Webern Symphony Orchestra, Makrokosmos
a dalsi. Autorova filmova hudba pak byla rovnéz uvedena na Cetnych festivalech.

Coatlicue barria la escalera del templo pro solové violoncello — Aztécka legenda
vypravi pfibéh Coatlicue, bohyné Zivota a smrti a matky 400 Jizan(, Centzona,

Huitznahuaca a Coyolxauhqui, ktera svym bratriim vladla. Coatlicue Zila v chramu na kopci
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a pravidelné zde zametala schody. Jednoho dne, kdyZ takto pracovala, spadla z nebes
kulicka z pefi; Coatlicue ji chytila a ukryla ji na svych nadrech. Po praci se chtéla na kuli¢ku
podivat, nemohla ji vsak nalézt; posléze si uvédomila, Ze je téhotna. Kdyz Coyolxauhqui a
jeji bratfi zjistili, Ze jejich matka otéhotnéla, rozhnévali se a usnesli se, Ze by méla zemfit.
Coatlicue se bala a byla zarmoucen3, ale chlapec v jejim I(né ji fekl, aby se nestrachovala a
ujistil ji, Ze ji ochrani. Tak se zrodil Huitzilopochtli, ktery se stal ihned dospélym a vyjel v
plné zbroji do svéta. Utal hlavu své sestfe Coyolxauhqui a rozhnévané ji hodil na oblohu —
jeji hlava se tak stala mésicem. Poté prondsledoval svych 400 bratr(, ktefi se pred nim v
hrize rozutekli. Jenom nékolika z nich se podafilo jeho zlobé uniknout a prezit — zamifili
poté na jih a stali se hvézdami. Takto tedy vznikla nase dnesni nocni obloha.

Victor Baez

Victor Baez (1985) studied composition at the Vienna Conservatory and University of
Music and Performing Arts. A Fulbright scholar, he obtained his DMA in composition at the
Manhattan School of Music in New York in 2020. His awards include more than ten annual
commissions from the Austrian Ministry of Arts, Education and Culture for the creation of
new works, the 2017 “Musik im Bild” prize for an orchestral work, and winning the 2021
“Tesselat Call for Scores” in all categories. His music has been performed at festivals such
as Wien Modern, Klangspuren Schwaz, OME Phoenix and the Manuel Enriquez
International Forum for New Music in Mexico, by ensembles such as Yarn/Wire, Ekmeles,
Contemporaneous, Blueshift, Onix, the Austrian Webern Symphony Orchestra,
Makrokosmos and more. His film music has been heard in numerous festivals.

Coatlicue barria la escalera del templo for solo cello — Aztec legend tells the story of
Coatlicue, the goddess of life and death and the mother of the 400 Southerners, Centzon
Huitznahuac, and Coyolxauhqui, who ruled over her brothers. Coatlicue lived on a hill,
where she did penance sweeping. One day while sweeping, a downy ball of feathers fell
from the sky; she caught it and stored it in her breast. She later looked for the feathers
and could not find them; she realized she was pregnant. Coyolxauhqui and her brothers,
enraged to learn this, decided that their mother should die. Coatlicue was scared and sad,
but the boy inside her womb told her not to fear, he would protect her. Huitzilopochtli was
born and instantly became an armed adult. He decapitated his sister Coyolxauhqui and, in
his fury, threw her head towards the sky, where it became the moon. He then chased
down his 400 brothers, who flew in terror. Only a few escaped his ire and survived. They
headed south, where they became stars. This is how our modern night sky was created.

Victor Baez
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Rudolf Komorous — Solo (2023)

Rudolf Komorous (1931) je ¢esky skladatel Zijici od roku 1969 v Kanadé. Studoval hru
na fagot u Karla Pivonky na Prazské konzervatofi a skladbu u Pavla Borkovce na Akademii
muzickych uméni v Praze. V padesatych a Sedesatych letech ho jeho zdjem o ¢eskou
avantgardu privedl do Uuzkého okruhu malit(, sochat( a spisovatel(i, zndmého jako
,Smidrové“, ovlivnéného dadaismem a surrealismem. V roce 1961 byl jednim ze
zakladatel( souboru soudobé hudby Musica viva pragensis, kde plsobil az do roku 1968
jako fagotista. V letech 1959-1961 vyucoval hru na fagot a komorni hudbu na Centralni
hudebni konzervatofi v Pekingu a v letech 1970-1971 na Macalester College v Saint Paul v
Minnesoté. V letech 1971-1989 pak plsobil na University of Victoria v Britské Kolumbii,
mezi roky 1989-1994 zastdaval funkci feditele na Skole soudobého uméni v ramci
Univerzity Simona Frasera v Britské Kolumbii. Katalog jeho skladeb ¢ita mnoho
orchestrdlnich dél (mezi nimi 5 symfonii), skladeb pro sélové nastroje, zpév i komorni
obsazeni. Mimo Ostravské dny je Komorousova tvorba v Cechach uvadéna jen ojedinéle.

Skladba Solo je vénovana Martinu Petrakovi.
Rudolf Komorous

Rudolf Komorous (1931) is a Czech composer living in Canada since 1969. He studied
bassoon with Karel Pivorika at the Prague Conservatoire and composition with Pavel
Borkovec at the Academy of Performing Arts in Prague. In the 1950s and 1960s, his
interest in the Czech avant-garde brought him among “Smidrové”, a small circle of
painters, sculptors, and writers influenced by dada and surrealism. In 1961, he co-founded
Musica viva pragensis and played bassoon in the ensemble until 1968. He taught bassoon
and chamber music techniques at Beijing’s Central Conservatory of Music (1959-1961)
and Macalester College in Saint Paul, Minnesota (1970-1971). He went on to teach at the
University of Victoria, British Columbia (1971-1989), and was the director of the School for
the Contemporary Arts at Simon Fraser University, British Columbia (1989-1994). His
oeuvre comprises many orchestral works (including 5 symphonies) as well as compositions
for solo instruments, vocalists, and chamber ensembles. Outside of Ostrava Days Festival,
his music is only sporadically performed in the Czech Republic.

The composition Solo is dedicated to Martin Petrak.
Rudolf Komorous
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James ligenfritz — Roscoe Mitchell Transcription, Orchestration, Embodiment with
Autonomous Mechanical Instrument Array (2023)

James llgenfritz (1978) byl ¢asopisem The New Yorker charakterizovan jako ,,znac¢né
velkorysy“ v souvislosti s jeho ,,neocenitelnym prinosem pro komunitu soudobé hudby v
New Yorku®. ligenfritz vystoupil v Americe, Evropé a Asii se svymi kapelami Hypercolor a
4tet2duos. Vytvoril kompozice pro soubory Ghost Ensemble, saxofonové kvarteto New
Thread, HUB New Music, Hypercube, pro barytonistu Thomase Bucknera ¢i pro Ostravskou
Bandu. V posledni dobé vydal alba Altamirage, jez obsahuje duety a kompozice od Pauline
Oliveros, Ci Aging, desku vytvorenou spolecné se skladatelkou/interpretkou ¢eského
puvodu Lucii Vitkovou. Dale dokoncil dvé sélova alba: Origami Cosmos a Compositions
(Braxton) 2011 (na téchto deskach se nachazeji skladby od autor(i/autorek: Annie Gosfield,
Miyi Masaoky, Elliotta Sharpa, JG Thirlwella ¢i Anthony Braxtona). ligenfritz absolvoval v
letech 2015 a 2018 dvé rezidence v ramci instituce The Stone Johna Zorna. Zkomponoval
rovnéz dvé opery — The Ticket That Exploded (2011, na texty Williama S. Burroughse) a /
Looked At The Eclipse (2019, s libretiskou Sarah Krasnow). Studoval na Univerzité v
Michiganu a na Kalifornské univerzité (San Diego); na Kalifornské univerzité (Irvine) pak v
Cervnu 2023 obdrzel titul Ph.D.

Roscoe Mitchell Transcription, Orchestration, Embodiment with Autonomous
Mechanical Instrument Array (Roscoe Mitchell — transkripce, orchestrace a provedeni se
sadou autonomnich mechanickych nastrojt) — V prosinci 2019 probéhlo vystoupeni
souboru Art Ensemble of Chicago v Kennedyho centru ve Washingtonu DC. Roscoe
Mitchell, vedouci ansamblu, hral povétsinou nedoprovazena saxofonova sdla, po nichz
nasledovalo dilo Odwallah, jimZ soubor tradi¢né uzavira své koncerty. Mitchellovo
saxofonové vystoupeni se snazim prevést do své transkripce pro trio (basklarinet,
kontrabas, syntetizator) a sadu autonomnich mechanickych nastroja (Autonomous
Mechanical Instrument Array — AMIA). Tato sada automatizovanych interpretl je mou
reakci na vyuZziti ,drobnych nastroju“ souborem Art Ensemble, ktery na né pfi
vystoupenich hraje spole¢né s tradi¢nimi ndstroji. Uplatnéni AMIA je zaloZeno na
jednoznacné minimalistickém pfistupu, se zamérenim na velmi jemné zvuky, spojované s
ASMR (autonomni senzorickou merididnovou reakci) — tyto mikroskopické zvuky, ¢asto na
hranici slySitelnosti, mohou vést skoro az k euforickym staviim a zvysené
vhimavosti/soustfedéni. S ASMR kvalitami se dale poji vyuZiti interval(l pfirozené intonace
(syntetizator). Tyto charakteristické elektronické sonority se spojuji s decentnimi zvuky
AMIA, repetivnimi pohyby tanecnika v ramci pozitivniho a negativniho prostoru a s
rozSirenymi nastrojovymi technikami kontrabasu a basklarinetu — to vSe dohromady by
mélo evokovat osobité ovladani dechu a tonu Roscoe Mitchella.

James llgenfritz
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James llgenfritz (1978) is recognized in The New Yorker for his “characteristic
magnanimity” and his “invaluable contributions to New York’s new-music community.”
llgenfritz has performed around the US, Europe, and in Asia with his bands Hypercolor and
4tet2duos. He has composed for the Ghost Ensemble, the New Thread saxophone quartet,
HUB New Music, Hypercube, baritone Thomas Buckner, and the Ostravska Banda (Czech
Republic). Recent albums include Altamirage, featuring duets with and compositions by
Pauline Oliveros, and Aging, with Czech-born composer/performer Lucie Vitkova. This
follows two solo albums: Origami Cosmos and Compositions (Braxton) 2011 (featuring
music by Annie Gosfield, Miya Masaoka, Elliott Sharp, JG Thirlwell, and Anthony Braxton).
llgenfritz had two residencies at John Zorn’s The Stone in 2015 and 2018. He has
composed two operas, The Ticket That Exploded (2011, using text by William S. Burroughs)
and | Looked At The Eclipse (2019, with librettist Sarah Krasnow). ligenfritz holds degrees
from University of Michigan and University of California San Diego, and received his PhD at
University of California, Irvine in June 2023.

Roscoe Mitchell Transcription, Orchestration, Embodiment with Autonomous
Mechanical Instrument Array — In a December 2019 performance by the Art Ensemble of
Chicago at the Kennedy Center in Washington DC, the group’s founder Roscoe Mitchell
played a mostly unaccompanied solo as a penultimate statement before the group’s
customary concluding work Odwallah. This performance translates my transcription of
that saxophone performance into a trio for bass clarinet, contrabass, synthesizer, and the
Autonomous Mechanical Instrument Array (AMIA). This collection of automatic
performers is my response to the Art Ensemble’s use of “little instruments” along with
their more traditional instruments. The AMIA takes a decidedly minimalist approach,
focusing on the very subtle sounds associated with ASMR (Autonomous Sensory Meridian
Response), wherein microscopic sounds, often at the threshold of audibility, can bring
almost euphoric states and increased focus/attention. Similarly connected to these ASMR
gualities are the Just Intonation intervals heard in the keyboard. These distinctive
electronic sonorities combine with the subtle sounds of the AMIA, the dancer’s repetitive
motions and arrangements of positive and negative space, and the extended techniques of
the contrabass and bass clarinet to invoke aspects of Roscoe Mitchell’s distinctive
command of breath and tone.

James llgenfritz
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Luke Stevenson — Morning Webs (2021)

Luke Stevenson (1994) plsobi v Ontariu (Kanada). Jeho hudba citlivé pracuje s ¢asem
a barvou a ve svych dilech ¢asto rozmanité kombinuje nastroje. Autorovy komorni
kompozice se vyznacuji jemnou hudebni texturou, kterd poslucha¢im umoznuje nechat se
unaset subtilnimi zvukovymi proménami v ramci hudebniho proudu zalozeném na
vyraznych gestech. V roce 2019 ziskal bakalarsky titul v oboru hudba na Wilfrid Laurier
University, kde studoval pod vedenim Lindy Catlin Smith. V roce 2021 pak dokoncil
magistersky program v oboru hudebni kompozice na University of Victoria, kde byla jeho
pedagozkou Anna Hostman.

Morning Webs (Ranni pavuciny) — Vlybavuiji si, jak jsem si béhem nékterych ran
povsiml pavucin, jez se nachazely na starém drevéném ploté u stodoly. Byly zvlhéeny ranni
mlhou a slunce je nasvécovalo — zfetelné tedy vystupoval jejich kruhovity tvar. Vyzarovala
z nich urcita kfehkost a nedokonalost. PFi blizSim pohledu bylo mozné detailné rozlisit
razné podoby fetézcl kapek. LiSila se i podoba viaken pavucin — nékterd pusobila Cisté, bez
stop vlhkosti, jind byla v porovnani s ostatnimi mohutnéjsi ¢i hrubsi. Tuto rozmanitost v
kompozici reprezentuji rzné registry a dynamika klarinetd. Kontrabasy naznacenou
pestrost dopliuji pomoci rozliénych prirozenych flazolet(l. Pfirozené flazolety a smycce pak
ve skladbé vytvareji jakési instrumentalni predivo. Pri tvorbé tonového materidlu jsem
vychazel z jedné Webernovy dodekafonické rady. V hudebnim proudu jsou vidy obsazeny
alespon dvé nebo tfi tdnové rady, které jsou uvadény v riznych rychlostech a permutacich.
Vytvareji tak pomysiné predivo ton(. V dile je taktéZ neustdle prfitomna jemnad vrstva
hluku. Stejné jako v pripadé kiehkych vldaken pavucin se nékteré tény rozkolisavaji a nékdy
se skoro az rozpadaiji.

Luke Stevenson

Luke Stevenson (1994) is a composer based in Ontario (Canada). His music is sensitive
to time and colour. Often in the form of mixed instrumentation, his chamber works
feature thin musical textures that float and invite the listener to follow subtle
transformations of sound within a highly gestural musical environment. In 2019 he
completed his Bachelor’s of Music degree from Wilfrid Laurier University, where he
studied with Linda Catlin Smith. In 2021 he completed his Master’s in music composition
at the University of Victoria, studying under Anna Hostman.

Morning Webs — | remember that some mornings there would be spider webs all
along the old wooden criss-cross barn fencing. You could see the circular webs because
the morning fog would settle onto them and the sun lit up their moisture. There was a
certain fragility and imperfection to the webs. The closer you looked, the more you could
make out strings of droplets. Some strands of webbing would appear clear, without
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moisture, others would be thicker and rougher in comparison. This variety can be heard
between different registers and dynamics of the clarinets. The double basses also provide
this variety between different natural harmonics. These natural harmonics, or rows of
strings, are the instrumental webs. | constructed the pitch content out of a Webern tone
row. There are always at least two or three rows occurring at once, at different speeds and
permutations. This creates webs of pitches. A subtle layer of noise is always present. Like
the fragility of the webs, some pitches teeter and at times almost fall apart.

Luke Stevenson

Ann Cleare — Earth Waves (2018)

Ann Cleare (1983) je irska umélkyné, kterd se vénuje koncertni hudbé, opere,
rozsirenym zvukovym prostiedim ¢i hybridnimu designu hudebnich ndstrojl. Ve své tvorbé
prozkoumava statickou a strukturni povahu zvuku, zaméruje se na okrajové polohy
témbru, faktury, barvy a formy. V centru jejiho zajmu je téZ poeticky rozmér komunikace,
transformace a percepce — vytvari vysoce psychologické a zhmotnélé zvukové prostory, jez
posluchace vybizeji k premitani nad slozitosti jejich Zivotl a k tomu, aby ,,slyseli svét jinym
zpusobem®. Cleare v roce 2019 ziskala skladatelskou cenu nadace Ernst von Siemens, jeji
dila si objednaly a odvysilaly vyznamné rozhlasové stanice jako napf. BBC, NPR, ORF, RTE,
SWR, WDR a zaznély na festivalech jako Gaudeamus Week, Wittener Tage fir Neue
Kammermusik nebo Mezinarodni hudebni institut Darmstadt., Bludenzer Tage
zeitgemaller Musik, MATA Festival, Taschenopernfestival, Huddersfield Contemporary
Music Festival a mnoha dalSich. Na zakladé spoluprace s nejprogresivnéjsimi hudebniky
soucasnosti si vydobyla renomé jako autorka, ktera dokaze vytvaret inovativni hudebni
formy — a to jak v rdmci samotné hudebni struktury, tak co se tyCe prezentace jejich dél.
Spolupracovala se soubory jako Ensemble SurPlus, The Crash Ensemble, JACK Quartet, The
Curious Chamber Players, Yarn/Wire, Talea Ensemble, Skotsky symfonicky orchestr BBC,
ensemble recherche, Ensemble Garage, Vortex Ensemble a mnoha dalSimi; a se soélisty jako
Carol McGonnell, Bill Schimmel, Benjamin Marks, Patrick Stadler, Richard Haynes, William
Lang, Laura Cocks, Lina Andonovska, Samuel Stoll, Callum G’Froerer... Cleare studovala na
University College Cork, IRCAMu a na Harvardské univerzité, kde ziskala titul Ph.D. V fijnu
2019 obdrzela ¢estny doktorat z National University of Ireland za pfinos hudbé. Plsobi
jako odborna asistentka v oboru hudba a medidlni technologie na Trinity College v Dublinu
a je jednim ze 40 ¢lend sité Young Academy Ireland (YAI). Cleare je rezidentni umélkyni
souboru Crash Ensemble.

Ve skladbé Earth Waves (Zemské viny) je sélovy tenorovy trombon umistén
doprostred pddia a je obklopen dvéma typy kruhG: prvni z nich je tvoren Sesti
reproduktorovymi membranami, jez jsou poloZeny na zemi a jejich kabely se sbihaji ve
stfedu u sélisty; druhy kruh se skldda z Sesti vokalist(, ktefi jsou rozmisténi na okraji pddia.
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Sélista skladbu zahajuje terestrickym sélem, jez evokuje pocit zemé ¢i uzemnéni, a béhem
svého vystoupeni se postupné obraci k jednotlivym vokalistdm. Ti se do hudebniho proudu
znenahla pfripojuji, jako kdyby prichazeli z velké dalky — vplouvaji do néj tak, jako kdyz ruka
jemné zc€efi vodni hladinu. Postupné vsak vytvareji ¢im dal rozsahlejsi zvukové viny a
priblizuji se k trombonistovi, kazdy z nich béhem této cesty zvedne jednu reproduktorovou
membranu. Text skladby vychazi z dél starobylych irskych basnikd, ktefi proklinali more a
zemi kvUli jejich divoké a nespoutatelné sile; toto poselstvi je vnofeno do kazdého
elektronického vokalniho sola:

,in muir mor co milib scél” (tenorova vina)
Jiar ternam do muir” (sopranova vina)
»coluid moisi muir” (barytonova vina)

ytria muinann mara“ (mezzosoprdnova vina)
»im muir romra“ (kontratenorova vina)
,ritarlaic muir romuir” (basova vina)

Uvedené elektro-akustické viny vytvareji ocedan pohybu okolo sélisty, jde o zarikavani
ztraceného prirodniho fenoménu, snahu o obnovu vlivu, ktery kdysi méli lidé na povrch
Zemg, a tuSeni néCeho nezvratného. Skladba vznikla na objednavku nadace Ernst von
Siemens a byla napsana pro Williama Langa a soubor Ekmeles Vocal Ensemble.

Ann Cleare

Ann Cleare (1983) is an Irish artist working in the areas of concert music, opera, extended
sonic environments, and hybrid instrumental design. Her work explores the static and
sculptural nature of sound, probing the extremities of timbre, texture, colour, and form.
Exploring poetries of communication, transformation, and perception, she creates highly
psychological and corporeal sonic spaces that encourage a listener to contemplate the
complexity of the lives we exist within and “to hear the world differently”. A recipient of a
2019 Ernst von Siemens Composer Prize, her work has been commissioned and presented
by major broadcasters such as the BBC, NPR, ORF, RTE, SWR, WDR for festivals such as
Gaudeamus Week, The Wittener Tage fir Neue Kammermusik, International Music
Institute Darmstadt, Bludenzer Tage zeitgemaler Musik, MATA Festival,
Taschenopernfestival, Huddersfield Contemporary Music Festival, and many others.
Through working with some of the most progressive musicians of our time, she has
established a reputation for creating innovative forms of music, both in its presentation,
and within the music itself. She has worked with groups such as Ensemble SurPlus, The
Crash Ensemble, JACK Quartet, The Curious Chamber Players, Yarn/Wire, Talea Ensemble,
The BBC Scottish Symphony Orchestra, ensemble recherche, Ensemble Garage, Vortex
Ensemble, and many others, and soloists such as Carol McGonnell, Bill Schimmel, Benjamin
Marks, Patrick Stadler, Richard Haynes, William Lang, Laura Cocks, Lina Andonovska,

24



Samuel Stoll, Callum G’Froerer... Cleare studied at University College Cork, IRCAM, and
holds a Ph.D. from Harvard University. In October 2019, she received an Honorary
Doctorate from the National University of Ireland for her contribution to music. She is
Assistant Professor of Music and Media Technologies at Trinity College Dublin and is one
of the first 40 members of the Young Academy Ireland (YAI) network. Cleare is an artist-in-
residence with Crash Ensemble.

Earth Waves places a solo tenor trombone at its centre, surrounded by two different
types of circles: the first being six speaker membranes that cable out from the trombone
on to the ground around it, and the second being an ensemble of six vocalists at the outer
edge of the stage. The trombone begins the piece with a terrestrial solo, evoking a sense
of earth and groundedness, but visually hails each vocalist toward it. The vocalists begin
the piece in a much more distant state, one of undulation, like rippling waters. Vocalist by
vocalist move from this undulating state into a larger sonic wave form, walking towards
the trombone, each picking up a speaker membrane on their individual path. Text from
Ancient-Irish poets, who curse the seas and earth for their wild and untameable power,
are embedded into each electronic vocal solo:

“in muir moér co milib scél” (tenor wave)
“iar ternam do muir” (soprano wave)
“coluid moisi muir” (baritone wave)
“tria muinann mara” (mezzo wave)
“im muir romra” (counter-tenor wave)
“ri tarlaic muir romuir” (bass wave)

These electro-acoustic waves create an ocean of movement around the trombone,
incanting of lost natural phenomena, the effect that humans have on the surface of the
Earth, and a sense of the irreversible. Commissioned by The Ernst von Siemens Music
Foundation for William Lang and Ekmeles Vocal Ensemble.

Ann Cleare

Isabel Mundry — Balancen (2006)

Isabel Mundry (1963) vyristala v Berliné. Své kompozi¢ni dovednosti zdokonalovala
pod vedenim Franka Michaela Beyera, Gosty Neuwirtha, Hanse Zendera ad. Tuto pripravu
doplnila studiem muzikologie, historie uméni, filozofie a dale také kurzem informatiky a
skladby v patizském IRCAMu. Poté, co na sebe v 90. letech upozornila svym komornim
dilem ¢i ansdmblovymi a orchestralnimi skladbami, zaznamenala vyrazny Uspéch téz v
oblasti hudebniho divadla. V poslednich letech zaznély ve svétové premiére mnoha jeji
dila, ktera zahrnuji nejriznéjsi Zanry a vychazi z rozli¢nych inspiraénich zdrojd, napt.: ve
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skladbé Sounds, Archeologies (2018) pro basetovy roh, violoncello a klavir autorka
posuzuje problematiku blizkosti/odlehlosti historickych objekt( a kulturnich identit. A ve
vokalni (a cappella) kompozici Mouhanad (2018), inspirované rozhovorem se syrskym
uprchlikem, prozkoumava kulturni rezonance a nové akustické oblasti. Mundry je ¢lenkou
Akademie uméni v Berliné a Mnichoveé, dale téz Akademie véd a literatury v Mohuci. Od
roku 1998 se pravidelné ucastni Darmstadskych prazdninovych kurz(. Poté, co v roce 1996
ziskala profesuru na Univerzité hudby a performativnich uméni ve Frankfurtu, vyucuje od
roku 2004 hudebni kompozici na Univerzité uméni v Curychu a od roku 2011 na Univerzité
hudby a performativnich uméni v Mnichové.

Balancen — Kompozice byla inspirovana dvéma texty Svycarského autora Petera
Webera, jez nesou ndzev Im Wellenmeer (V mofi vin). Oba texty se soustfeduji na
akustické vjemy a na rtizné asociace a formy percepce, které z nich vychazeji. V prvnim
textu se jedna o zvuk budiku, jenz je nabizen podomnim prodejcem na brehu jezera
Bospor; druhy text se zaméruje na prichozi signaly vysilané anténou ve Svycarskych
horach. Tyto podnéty predstavuji vychozi bod pro odvijeni narativu zaloZzeného na
imaginarnich vzdjemnych vztazich. Budik ¢i signaly antény, k¥ik rackd, draha jejich letu,
kolesa parnikd, vinobiti, pohofi, anebo huceni lanovky: tyto asociace se vétvi mnoha
raznymi zplsoby, rGzné se prekryvaji, znovu se propojuji. Ma dvoudilnd kompozice vytvari
srovnatelné tvary. Motivické struktury se znovu a znovu ustanovuji; znovu a znovu
nechavaji povstat nové retézce transformaci — az se nakonec vyjevi nové konstelace, nova
centra Ci nové periferie.

Isabel Mundry

Born in Hesse in 1963 and raised in Berlin, Isabel Mundry honed her composition
skills under Frank Michael Beyer, Gosta Neuwirth and Hans Zender, among others. This
training was complemented by studies in musicology, art history and philosophy, as well as
a course in computer science and composition at the Paris IRCAM. After gaining attention
in the 1990s for her chamber music compositions, and ensemble and orchestral works, her
first music theater work was a resounding success. Among the world premieres of recent
years are works of various genres with diverse sources of inspiration, e.g.: In Sounds,
Archeologies (2018) for basset horn, violoncello and piano, she questions the proximity
and distance of historical objects and cultural identities. In the a cappella choral piece
Mouhanad, based on an interview with a Syrian refugee, cultural resonances and new
acoustic neighborhoods are examined. Mundry is a member of the Academy of the Arts in
Berlin and Munich as well as the Academy of Sciences and Literature in Mainz. Since 1998
she has often been a lecturer at the Darmstadt Summer Courses. After holding a
professorship at the Frankfurt University of Music and Performing Arts from 1996, she has
been a professor of composition at the Zurich University of the Arts since 2004 and. As of
2011, she is a professor at the University of Music and Performing Arts Munich.
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Balancen — The composition was inspired by two texts by the Swiss author Peter
Weber, titled Im Wellenmeer (In The Sea of Waves). Both concentrate on an acoustic
snapshot and the various associations and forms of perception that arise from it. In the
first text this is the sound of an alarm clock being sold by a travelling salesman on the
shore of the Bosphorus; in the second text it is reception signals emitted by an antenna in
the Swiss mountains. These form the starting point for a narrative of imaginary
correspondences. Alarm clock or antenna signals, the screeching of seagulls, flight paths,
steamboat wheels, wave formations, mountain ranges or the whirring of cable cars:
associations branch out through many varied paths, and through others, they reconnect
anew. My two-part composition also creates comparable shapes. Again and again, motivic
structures centre themselves; again and again they trigger new chains of transformation,
until finally new constellations, new centres and new peripheries emerge.

Isabel Mundry
(Translation from the German: Maria Dubinets, Samuel Johnstone)

lannis Xenakis — Keren (1986)

lannis Xenakis (1922-2001) byl skladatelem feckého plvodu, cely svij umélecky Zivot
vSak prozil ve Francii, kam uprchl pred pronasledovanim za ucast v povstani za druhé
svétové valky. JakoZto vystudovany stavebni inZzenyr 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 nejvlivnéjsSich a
nejorigindlnéjsich tvirca. Xenakisv pfistup k hudbé se ndpadné lisil od koncepci jeho
soucasniku, 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 prirodni procesy,
hudba pro néj byla pfedevsim zvukovou syntézou v nejobecnéjSim smyslu a uvazoval o niv
kategoriich hustoty, spojitosti ¢i nespojitosti, poméru periodické (tdnové) komponenty a
Sumu a v podobnych ,,nehudebnickych” terminech. Tomu odpovida i radikalné novy vyraz
Xenakisovy hudby: je syrové objektivni, nepsychologizujici, nezavisla na tradi¢nich
formach.

Xenakisova skladba Keren predstavuje, spolecné s dilem Tre Pezzi (1956) Giacinta
Scelsiho a kompozici Sequenza V (1966) Luciana Beria, jednu z nejvyznamnéjsich skladeb
vytvorenych pro sélovy trombon. Autor vyuziva cely rozsah nastroje, aby plné zuzitkoval
jeho melodické mozZnosti a kvality. Dilo zac¢ina nejjednoduss$im moznym zpUsobem
— prostou melodii, ktera se vSak postupné rozviji rGznymi sméry a komplexita kompozice
narUsta. Nahlé zmény dynamiky, extrémni tessitura, glissanda a mikrointervaly
destabilizuji hudebni proud. Skladba je dvakrat prerusena ostinatnimi figuracemi, které se
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vyvinuly z predchozich nepravidelnych akcentaci a melodickych vytryska rozptylenych v
raznych rejstticich. Uplatnéni zdvojenych zvuki a ¢asté vyuziti dusitka propujcu;ji dilu
ténovou rozmanitost, jez pusobi v Cisté monodickém kontextu znaéné osvézujicim
zpusobem. V samém zdvéru kompozice prevazuje prizkum nejhlubsich rejstfik( nastroje a
finalni glissando je charakteristické neustalymi zménami dynamiky. Skladba Keren
(hebrejsky vyraz pro ,roh”) byla piivodné vytvorena pro Mezindrodni trombonovou
asociaci a napsana pro Bennyho Sluchina.

Cécile Gilly

lannis Xenakis (1922—-2001) was born in Greece, but fled the country after World War
I, 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.

Xenakis’s Keren stands alongside Giacinto Scelsi’s Tre Pezzi (1956) and Luciano Berio’s
Sequenza V (1966) as one of the most influential works written for solo trombone. In using
the whole compass of the instrument, Xenakis has sought above all to exploit its melodic
resources. Beginning in the clearest possible way with a simple melody, the discourse
gradually evolves in the direction of ever greater complexity. Abrupt changes of dynamics,
extremes of tessitura, glissandi and microintervals are all used to destabilise the music.
The discourse is twice interrupted by ostinato fragments which evolve out of irregular
accentuations as well as out of a melodic outburst in which the sounds are distributed
over different registers. The use of double sounds and frequent changes of mute invest
the work with tonal variety that is positively demanded by the purely monodic context.
The very end of the work involves a journey into the lowest reaches of the instrument,
with a final glissando that is marked by constatntly changing dynamic. Keren (the Hebrew
word for “horn”) was commissioned by the International Trombone Association and
written for Benny Sluchin.

Cécile Gilly (Translated by Stewart Spencer)
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Luigi Nono — A Pierre. Dell’azzurro silenzio, inquietum (1985)

Luigi Nono (1924-1990) byva spole¢né s Pierrem Boulezem a Karlheinzem
Stockhausenem fazen mezi nejdlilezitéjsi skladatele povalecné generace. VSichni tfi
jmenovani autori se snazili nalézt nové cesty, jak pristoupit k organizaci hudebni struktury.
Vyuzivali racionalnich kompozi¢nich metod a dale rozvijeli odkaz druhé videnské skoly,
zejména myslenky Antona Weberna. Nono je vSak vyjimecny tim, Ze v jeho pojeti byly
progresivni kompozi¢ni techniky spojeny s autorovymi neméné progresivnimi levicovymi
politickymi nazory. Jako ¢len Italské komunistické strany dle svych slov nevidél rozdil v
tom, jestli piSe partituru, nebo pomdaha organizovat protestni stavku. V naznaceném
pristupu se odrdzi Non(v celkovy umélecky postoj — skladatel by se dle jeho ndzoru mél
aktivné zajimat o svétové déni, mit Siroké historické znalosti a byt obeznamen s aktudlnimi
novinkami ve védé, technologii ¢i uméni — pak muze jeho hudba pfispét ke zménam ve
spolecnosti a podilet se na jejim smérovani. V hudbé Luigiho Nona Ize vsak nalézt i jiné
aspekty nez snahu o vyjadreni politického presvédcéeni. Autor ve svych dilech
prozkoumdval mnoho neotrelych kompozi¢nich postupd, které zaroven vedou k novym
moznostem poslechu hudby. Jedna se kuptikladu o vyuziti velmi tichych zvukd,
mikrotonality ¢i o hudbu zaloZzenou na jednom ¢i nékolika tdnech a drobném odchylovani
se od nich. ZkuSenosti s elektroakustickou hudbou jej dovedly k novému pojeti hudebniho
prostoru a experimentovani s rozmisténim nastroji/zvuk( pfi koncertnim provedeni
skladeb.

Skladba A Pierre. Dell’azzurro silenzio, inquietum [Pro Pierra. Z modrého ticha, neklid]
byla zkomponovana u prilezitosti 60. narozenin Pierra Bouleze (26. bfezna 1985). Premiéra
dila se konala 31. brfezna 1985 v Baden-Badenu a provedli jej Robert Fabbriciani
(kontrabasova flétna) a Cira Scarponi (kontrabasovy klarinet) s vyuziti Zivé elektroniky
zajisténé Experimentalstudiem Freiburg. Spoluprace s flétnistou Fabbricianim a
klarinetistou Scarponim umoznila Nonovi dlkladné prozkoumat moznosti zvuku jejich
nastroju a vyznamné ovlivnila podobu autorovy hudby v poslednim desetileti jeho Zivota.
Prace s bohatym harmonickym spektrem kontrabasové flétny a kontrabasového klarinetu
je i proto jednim z klicovych aspektt dila. Prolindni zvuku hudebnich ndstroju a elektroniky
je ve skladbé stézi rozlisitelné — autor usiloval o jejich dokonalou integraci. Spole¢né tak
vytvareji neprerusované pasmo, které se vyznacuje neustdlym kolisanim a jemnym
konstantnim vnitfnim pohybem. Ustavi¢né se tak nachazime na prahu mezi zvukem a
,modrym tichem“ (azzurro silenzio — viz nazev dila). Elektronika, jeZ je rozhodujici pro
adekvatni artikulaci zvukl v prostoru, pomaha slysitelnosti ndstrojd, transformuje jejich
zvuk a ,privliastiiuje si je” prostfednictvim ¢asového zpozdéni. Nahrané zvuky, doplnéné o
kratky delay, se tak stavaji soucasti celku. Tento princip umoznuje, aby byl zvuk ndstroje
slySet i tehdy, kdyz sélista zrovna nehraje.

Paolo Petazzi (upraveno)

29



Luigi Nono (1924-1990) is often ranked alongside Pierre Boulez and Karlheinz
Stockhausen as one of the most prominent composers of the post-war generation. All
three composers were working to discover new approaches to the organization of musical
structures. They were using rational compositional methods and also further developing
the legacy of the Second Viennese School, namely the ideas of Anton Webern. However,
what marks Nono as unique is that in his progressive compositional techniques were
connected with a no-less progressive leftist political orientation. In his own words, as a
member of the Italian Communist party, he did not discern between writing a score and
helping to organize a strike. This approach reflects Nono’s overall attitude to art —in his
opinion the composer should take an active interest in what is going on in the world, have
a wide knowledge of history, and maintain an awareness of the latest developments in
science, technology, and art — only then can music contribute to changes in society and
partake in its developments. However, Luigi Nono’s music offers much more than the
desire to express one’s political opinion. In his works, he explored many original and novel
compositional approaches—these are, for example, the use of very soft sounds,
microtonality, and music based on one or several tones with minute deviations.
Experience with electroacoustic music led him to a new conception of musical space and
experimentation with the setup of instruments/sounds in concert performances.

A Pierre. Dell’azzurro silenzio, inquietum was composed for the occasion of Pierre
Boulez’s 60" birthday (March 26, 1985) and premiered on March 31, 1985 in Baden-Baden
by Robert Fabbriciani (contrabass flute) and Cira Scarponi (contrabass clarinet), utilizing
live electronics provided by Experimentalstudio Freiburg. Collaboration with Fabricciani
and Scarponi enabled Nono to thoroughly investigate the sound of both flute and clarinet
and had a significant impact upon his music in the last decade of his life. The instruments
and the electronics are fused almost to the point of being unrecognizable — their perfect
integration was what the author strove for. Jointly, they create a continuous block
characterized by permanent oscillations and subtle inner movement, meaning that we
constantly find ourselves on the line between sound and “blue silence” (azzurro silenzio of
the title). Electronics play a crucial role with regard to the proper articulation of sound in
space, helping the instruments come to the fore, transforming their sound and
“appropriating” them by means of a small delay. Enhanced by this delay, recorded sounds
become a part of the whole. This principle enables the sound of the instruments to be
heard even when the soloists aren’t actually playing.

Paolo Petazzi (edited)
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