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Bruno Maderna — Concerto per violino e orchestra (1969)

Bruno Maderna (1920-1973) byl italsky skladatel a dirigent, jeden z prednich
predstavitel(l povalecné avantgardy. Od utlého véku hral na housle, koncertoval
jako zazracné dité a od pocatku 30. let vystupoval téz jako dirigent. Studoval
kompozici na Konzervatofi v Rimé a na Konzervatofi Benedetta Marcella v
Benatkach. Své dirigentské dovednosti dale rozvijel u Antonia Guarnieriho (v ramci
Accademia Chigiana v Siené). BEhem druhé svétové valky byl clenem partyzanského
hnuti — jednalo se o formuijici zkuSenost, ktera zasadné ovlivnila jeho pohled na
Zivot. Po valce se sezndmil s Luigim Nonem, s nimz se vénoval studiu staré a
soudobé hudby, zdokonaloval se v dirigovani u Hermanna Scherchena v Benatkach a
vyucoval téz na Benatské konzervatofri. Pravdépodobné pres Scherchena se
Maderna seznamil s Wolfgangem Steineckem, zakladatelem Mezinarodnich letnich
kurz( nové hudby v Darmstadtu. Steinecke Madernu oslovil jako dirigenta pro tyto
kurzy a ten se diky tomu stal zahy zndmou osobnosti v oblasti nové a experimentalni
hudby. Jeho dirigentska kariéra se i v ndvaznosti na tento fakt zacala rychle rozvijet
a béhem své umélecké drahy stanul v Cele prestiznich orchestrd (Symfonicky
orchestr BBC, Newyorska filharmonie ad.). Jako dirigent se snazil uplatrfiovat tzv.
synkreticky pfistup — propojovat hudbu rliznych epoch s hudbou soubodou a
nalézat tak rozlicné paralely. Kromé toho se vSak zajimal o aktualni hudebni trendy a
s Lucianem Beriem v roce 1955 zalozil studio elektronické hudby Studio di fonologia
musicale di Radio Milano. Po cely svij Zivot byl téZ aktivnim skladatelem. V 50.
letech se vénoval predevsim tvorbé serialni a elektroakustické hudby, snazil se vSak
tyto abstraktni koncepty skloubit se sobé vlastni expresivitou ¢i mimohudebnimi
odkazy. 60. |éta pak v jeho tvorbé predstavovala priklon k hudebnimu divadlu
(Hyperion) a ptekvapivé téz snahu o prlizkum melodickych moznosti v soudobé
hudbé.



Concerto per violino e orchestra (Koncert pro housle a orchestr) — Tato skladba
v sobé unikatné propojuje nékolik aspektd, které jsou pro Madernu pfiznacné.
Skladatel svou hudebni kariéru zahdjil jako ,wunderkind“ s houslemi v ruce a
dikladnd znalost tohoto nastroje evidentné ovlivnila podobu sélového partu
koncertu. ZkuSenosti s tvorbou elektroakustické hudby pak byly pravdépodobné
urcujici pro celkovy kompozicni pristup — Maderna si na mnoha mistech pocina tak,
jako kdyby stfihal imaginarni pasku sestavajici ze skladeb, které dokoncil v 60. letech
a v Koncertu pro housle a orchestr tyto Useky rlizné aranZuje a propojuje. Asi
nejucelenéjsi vyuzitou plochou je druha kadence sélisty vychazeji z kompozice
Widmung (1967), sélového dila pro housle dedikovaného Theo Olofovi (uvedeny
houslista rovnéz Koncert pro housle a orchestr premiéroval). V neposledni fadé se
ve skladbé odrdzi i Madernovo dirigentské plsobeni — kromé perfektni znalosti
orchestralniho zvuku je pozoruhodné uplatnéni aleatornich technik. Skladatel védél,
jakou miru volnosti muze jednotlivym hra¢dm ponechat a pti provedeni dila je
dirigent tim, kdo de facto v redlném c¢ase formuje a dovrsuje podobu dila. Pomérné
netradi¢ni je pak vztah soélisty a orchestru. SpiSe nez o symbidzu ¢i dialog se jedna o
misty aZ agresivné pusobici vpady orchestru do sélového partu. Jako kdyby chtél
sélista posluchaclim upfimné vylozit sv(j pfibéh, nicméné je v pravidelnych
intervalech nemilosrdné upozadovan orchestrem. Tyto strety jsou zdrojem
vnitiniho napéti skladby a je mozné je chapat téz jako metaforu vztahu jedince a
spole¢nosti.

Petr Zvéfina

Bruno Maderna (1920-1973) was an ltalian composer and conductor, one of
the leading figures of post-war avant-garde. Playing the violin from a very early age,
he gave performances as a child prodigy and was also an active conductor since the
early 1930s. He studied composition at the Rome Conservatory and Benedetto
Marcello Conservatory, Venice, and further developed his conducting skills under
Antonio Guarneri at the Accademia Chigiana, Siena. During World War Il, he was a
part of the partisan movement — a formative experience that profoundly affected
his view of life. After the war, he met Luigi Nono, with whom he studied early and
contemporary music; he continued to hone his conducting abilities under Hermann
Scherchen in Venice and also taught at the Venice Conservatory. It was probably
through Scherchen that he met Wolfgang Steineck, the founder of the International
Summer Courses for New Music, Darmstadt. Steinecke approached Maderna as a
potential conductor for the courses, after which Maderna quickly became a well-
known figure in new and experimental music. Partly as a result of this, Maderna’s
conducting career quickly began to thrive: he would go on to lead eminent



orchestras including BBC Symphony Orchestra, or the New York Philharmonic. As a
conductor, he sought to apply so-called syncretic approach, connecting different
musical eras with contemporary music to discover various parallels. He also
followed current trends in music, however, and together with Luciano Berio, he
established an electronic music studio in 1955 (Studio di fonologia musicale di Radio
Milano). He remained an active composer throughout his life. In the 1950s, he
mostly worked in serial and electro-acoustic music, striving, however, to combine
these abstract concepts with his own expressive leanings or extra-musical
references. 1960s saw him turning to musical theatre (Hyperion) and, surprisingly,
an exploration of melodic possibilities in contemporary music.

Concerto per violino e orchestra (Concerto for Violin and Orchestra) — This work
uniqguely combines some of Maderna’s characteristic traits. The composer started
his career as a violin wunderkind and his thorough understanding of the instrument
clearly influenced the solo part of the concerto. The overall approach to
composition appears, in turn, to be determined by his experience with creating
electro-acoustic music: in many places, Maderna seems to be cutting and splicing an
imaginary tape with his own compositions finished in 1960s, re-arranging and
juxtaposing the excerpts. Probably the most self-contained of these is the soloist’s
second cadence, based on Widmung (1967) for solo violin, a piece dedicated to
Theo Olof (who also premiered the Concerto). Last, but not least, the composition
reflects Maderna’s conducting career —in addition to his perfect knowledge of the
orchestral sound, it is interesting to note his use of aleatoric techniques. He knew
just how much leeway can be left to individual musicians and, during performances,
the conductor effectively shapes and completes the Concerto in real time. There is a
fairly non-traditional relationship between the soloist and the orchestra, too: not so
much a symbiosis or a dialogue, the orchestra sometimes disrupts the solo in an
almost aggressive manner. As if the soloist would like to share their story honestly
with the listeners, if only the orchestra didn’t mercilessly relegate them to the
background at regular intervals. These clashes are the source of the composition’s
inner tension and it is also possible to perceive them as a metaphor for the
individual/society relationship.

Petr Zvéfina

Miroslav Toth — Bliky (2023)

Miroslav Toth (1981) je skladatel a saxofonista narozeny v Bratislavé.
Absolvoval doktorské studium skladby na Akademii muzickych uméni v Praze u
Michala Rataje. Magisterské studium dokoncil na Vysoké skole muzickych uméni v



Bratislavé u Vladimira Godara; do tretiho ro¢niku studoval u Jevgenije Irsaie. V jeho
kompozi¢nich zacatcich jej vedl llja Zeljenka. Je rovnéz absolventem hudebni védy
na Univerzité Komenského v Bratislavé. Téth je autorem jednoaktové opery Zdhada
tyCe, opery Zdzracnd tyc pro uredniky ve verejnych institucich, tfech video oper —
Zub za zub, Oko za oko a Tyc, a nedokoncené opery Outpark. Jeho skladbu The
Quartet of Tentacles Reaching Out proved| Kronos Quartet. Dale je napf. autorem
kompozice Teorie absolutniho smutku pro sopran a orchestr, kabaretni suity
BallOnAir ¢i Requiem za mafidna pro sbor a cappella a kontratenoristu. V roce 2018
ziskal cenu Radio_Head Award za elektroakustickou skladbu Kyberpunkomsa. Je
¢lenem kapel Shibuya Motors, Thisnis, Frozen Wigwam nebo Funeral Marching
Band. Jako saxofonista, extenzivni zpévak ¢i soundpaintingovy dirigent se zaméruje
na volnou improvizaci, na hudbu s pfesahem do grafickych partitur a také na
oteviena dila. Vytvofil hudbu k nékolika celovecernim filmdm. Pravidelné
spolupracuje napfr. s lvanem Ostrochovskym nebo Robertem Kirchhoffem. V roce
2020 byla na festivalu NODO v Ostraveé uvedena autorova opera Muz v skafandri, o
dva roky pozdéji probéhla na NODO premiéra Tothovy fascinujici dokumentarni
opery Nulanus pro lyzarsky svah v |été a klony (ve ski aredlu Opalena v Beskydech).

Bliky pro amplifikovany trombon a violoncello, orchestr, dvé bici sady a
zaznamy Fedora Gala nahrané do mobilu — Bliky jsou momentalni postfehy Fedora
Gala, ktery je nahraval do svého mobilu béhem pandemie covidu. At uz se jednalo o
situace, kdy byl nakupovat na trzich na Namésti Jifiho z Podébrad, v Bille na Zizkoveé,
nebo kdyZz nemohl navstivit zubare ¢i holice, dat si pivo v hospodé U Vystrelenyho
oka Ci kavu ve své oblibené kavarné a vétsinu svého Casu travil na balkéné s
cigaretou v ruce — na zakladé toho vSeho jsem si uvédomil, Ze se na uréitou dobu
jeho Zivot nachazel v uzavieném souradnicovém systému tvoreném témito
zachytnymi body. Fedor umi zaznamenat prvni dojmy a zachvévy situaci tak jako
malokdo. lhned je schopen udalost presné pojmenovat a dovede ji prevést na
asociaci, asociaci na kritiku a nakonec se nad to celé povznést. Néco, co se jevi jako
sloZité, dovede vystihnout jednoduchym aforismem. Spolupracuji s Fedorem uz
delSi dobu (skladba Black Angels Songs, projekt Drt), Bliky jsou jakymsi zavrSenim
nasi ,trilogie”, ale zaroven se jedna o néco zcela jiného, nez co jsme spolecné
doposud vytvofrili. Jde o formu dialogu, o drobné formy; mél jsem to Stésti, Zze jsem s
nim mohl tento dialog vést. Fedor o sobé rad rika, ze je hudebné hluchy — ale mozna
pravé proto se mnou spolupracuje.

Miroslav Toth



1. Je ¢as zapocuvat sa, o rozprava vesmir.

2. Rano som si Siel nakupit. Déchodcovia méZzu od siedmej do deviatej, tak som to chcel stihnut. V
jednom obchode som zabudol okuliare. V druhom obchode som zabudol postu, a to sme sa so
Zenou vcera pohdadali na tému demencia. Zvlastne je, Ze obidvaja si presne pamatame 50 rokov
nazad vSetky priestupky jeden voci druhému.

3. Vsetci maju rusky, dokonca aj mladé dievcata, ktoré behaju po Vitkovskom parku. Inak, su
normalni.

4. Vo svete sa vraj tyka obmedzenie volného pohybu troch miliard ludi. Tyka sa aj mna osobne.
Nemozem ist k zubarovi a ostrihat si vlasy.

5. Vcéera ndm priniesol Rébert nakup. Zazvonil, polozil ho ku dveram a poodstupil na tri metre.

6. Najednou nikdo nevola, a ven chodim jen zo zdravotnich dlivoda abych, se nezblaznil.

7. Vendulka ma zakaz otvorit svoju kaviarnicku. Moze predavat iba cez okienko. Pred zahradkou
je tabula "Zakaz sediet". VZdycky si u nej kiipim malého panaka a kavu a idem si sadnut na terasu
do Vystrelenyho oka, ktoré je zavreté a bohvie, kedy ho otvoria."

8. Ako senior vraj patrim do rizikovej skupiny. To je dobra sprava. ZIa by bola, keby tam patrili
juniori.

9. Bodaj by si nadkritické mnozstvo fudi uvedomilo, Ze skuto¢ny nepriatel je v nas.

10. Zubdri su pod karanténou. U¢im sa jest kasovitu stravu.

11. Cesi zvyknu hovorit, ked nejde o Zivot, tak ide o hovno. Ano, ale o Zivot dostojny a slobodny, a
ten nebyva gratis.

12. Ked' si mame vybrat medzi slobodou a istotou za plotom, zvdcésa volime istotu. Nase deti sa
ucia od nas uzkosti a strachu.

13. S pandémiou za chrbtom sa konec¢ne u¢im chapat smrt ako sucast Zivota.

14. Neviem, ¢i to nie je morbidné, ale citim sa v krizovych situdciach ako ryba vo vode.

15. April 2020. Online modlitby, online omse, dokonca online ¢itanie mien obeti holokaustu. A pri
nakupoch, na Uradoch, pri vybavovackach, minimalne dvojmetrové odstupy. V parku maximalne
dve osoby pohromade... Bezte mi uz do prdele s tymto blbnutim koronavirovym!

16. Pfemyslet o smrti je normalni. To jenom nase vzdalenost od ni nas odliSuje.

17. Vlastné sme vsichni na jedné lodi, to jenon kajuty mame odlisné.

18. BoZe, zZe by som chcel byt prave tu a prave takto?!

19. A nakoniec vSetci mame svoj tiefl. Svetlo nad nami ho skracuje.



20. V politike zac¢ina byt nenormalne normalne, a ¢lovek, aby sa radoval, Ze rano vyliezol z postele
zdravy.

21. PriSiel email od Vlasty Urbanovej. ,Myslim na tebe Fedore. Byls u nas kdyZ jsme byli s Honzou.
Stratila jsem Cich a dnes rano téz vSechnou chut. TéZ Honza. Dufam, Ze jsi zdrav.” Vlaste som
odpisal: Prdve som zozZral dva venceky a boli sladké a v trube peciem jaternicu a fajn vonia.

22. Keby sa ma niekto opytal, ¢o mi dal tento rok, tak by som povedal, Ze som videl padat masky a
uvidel zblizka smrt.

23 Tak nam otvorili Vystrelené oko. Martin, ktory je autor dizajnu, povedal, Ze kon¢i obdobie
tazkej depky. Ked som zacal filozofovat, tak ma poslal do prdele."

24. Kdopak si jednou vzpomene na rok 2020, na rok pominutelné slavy koronaviru?

Miroslav Téth (1981) is a composer and saxophonist hailing from Bratislava. He
finished his PhD studies (composition) at HAMU in Prague under Michal Rataj.
Previously, he studied composition at VSMU in Bratislava under Vladimir Godar and
Evgeni Irshai. At the beginning of his compositional career, he was mentored by llja
Zelenka. He is also a graduate of musicology at the Comenius University in
Bratislava. Téth is the author of the one-act opera Mystery of a Bar, the opera A
Miraculous Bar for Clerks in Public Institutions, three video operas — A Tooth for a
Tooth, Eye for an Eye and The Pole, and an unfinished opera Outpark. His
composition The Quartet of Tentacles Reaching Out was performed by Kronos
Quartet. Furthermore, he is the author of the composition Theory of Absolute
Sadness for soprano and orchestra, and the cabaret suite BallOnAir or Requiem za
mafidna (Requiem for Mafioso) for a cappella choir and contra tenor. In 2018, he
won a Radio_Head Award for his electroacoustic composition Kyberpunkomsa
(Cyber-Punk-Ceremony). He is a member of the bands Shibuya Motors, Thisnis,
Frozen Wigwam, and Funeral Marching Band. As a saxophonist, singer and
soundpainting conductor, he focuses on free improvisation, music using graphic
scores that overlap into the visual sphere, and on works with some degree of
openness. He has composed music for several feature films and regularly
collaborates with Ivan Ostrochovsky and Robert Kirchhoff. In 2020, his opera The
Man in a Space Suit was presented at the NODO festival in Ostrava, and two years
later, Toth’s fascinating documentary opera Nulanus, for a ski-slope in summer, was
premiered at NODO (at the ski area Opalend v Beskydech).

Bliky (Flashes) for amplified trombone and violoncello, orchestra, two sets of
percussion and mobile-phone recordings of Fedor Gal — the titular flashes refer to
Fedor Gal’s spontaneous observations recorded during the Covid pandemic.



Shopping at Jitiho z Podébrad farmer market or Billa in his Zizkov neighborhood; not
being able to visit his dentist or barber; doing without beer at U Vystrelenyho voka
and coffee in his favorite cafe; spending most of his time on his balcony, a cigarette
in hand — all of this made me realize that, for a time, his life existed in an enclosed
coordinate system defined by these reference points. When it comes to recording
first impressions and little ripples of events, Fedor is up there with the best.
Providing a prompt and apt summary of the situation, he turns it into an
association, then into criticism, and finally into something sublime. He condenses
seemingly complex matters into straightforward aphorisms. My collaboration with
Fedor has been going on for some time (Black Angels Songs composition, Drt
project). Bliky brings our “trilogy” to a sort of climax, but at the same time, it’s
something completely different from our previous collaborations. It is about a
dialogue of a kind, and about small forms. I’'m glad I’'ve had the opportunity to have
this dialogue with him. Fedor likes to claim he’s musically deaf — but that might be
the reason he’s working with me.

Miroslav Toth

1. It’s time to listen to what the universe is saying.

2. Went shopping in the morning. The time slot assigned to pensioners is 7AM to 9AM, | didn’t
want to miss it. Forgot my glasses in one shop. Forgot my mail in another — after yesterday’s
argument about dementia with my wife. Interesting that we both remember all out mutual
wrongs from the last 50 years.

3. Everyone’s wearing face-masks, even young girls running in Vitkov park. Otherwise, they are
normal.

4. They say three billion people around the world are subject to movement restrictions. I’'m also
personally affected. Can’t go to the dentist or have a haircut.

5. Rébert brought us groceries yesterday. Rang, laid it by the door and stepped three meters back.
6. Suddenly, no-one's calling and | only go out for health reasons, to stay sane.

7. Vendulka is banned from opening her little cafe. She can only sell through the window. Outside
tables have a sign saying “Sitting forbidden”. | always buy a small shot of liquor and a coffee and
go sit at the terrace of Vystieleny Oko, which is closed and god knows when it will open again.

8. Being elderly means | belong to a risk group, they say. Good news. Bad news would be if it were
the young.

9. | wish a supercritical number of people realized the real enemy is within ourselves.

10. The dentists are under quarantine. I’'m learning to eat soft food.



11. The Czechs have a saying: Unless life’s at stake, fuck all is at stake. OK, but a dignified and free
life, and that usually comes at a price.

12. Asked to choose between being free and being secure behind a fence, we usually choose
security. Our children pick up our anxiety and fear.

13. With the pandemic breathing down my neck, I'm finally learning to understand death as a part
of life.

14. Don’t know if it’s morbid, but | take to crises like a fish takes to water.

15. April 2020. Online prayers, online masses, even online readings of Holocaust victims’ names.
And — shopping, offices, errands — keeping at least two meters apart. Two people max together in
a park... Kiss my ass with your coronavirus lunacy!

16. It’s normal to think about death. We only differ in how close we are.

17. We're all in the same boat, actually, just different cabins.

18. God, could | possibly wish to exist in this exact place and exactly like this?!

19. And, in the end, we all have our shadow. Light overhead makes it shorter.

20. In politics, the abnormal is turning normal and it seems to warrant a celebration if one gets
out of bed healthy in the morning.

21. Got an email from Vlasta Urbanova. “I’'ve been thinking about you, Fedor. You were at our
place when we were with Honza. I've lost my sense of smell, and also taste was totally gone this

IH

morning. Honza’s too. | hope you’re well.” My reply to Vlasta: I've just guzzled down two
spritzkuchen and they were sweet and I’'m baking a blood sausage in the oven and it smells nice.
22. If someone asked me what this year had brought me, I'd say I'd seen masks slip and I'd seen
death up close.

23. Vystreleny Oko is open again. Martin, its designer, said a heavily downbeat period is over.

When | waxed philosophical, he told me to bugger off.

24. Who will, one day, remember the year 2020, the year of coronavirus’s fleeting glory?

Isabel Mundry — Noli me tangere (2019-2020)

Isabel Mundry se narodila v roce 1963 a vyrUstala v Berliné. Své kompozi¢ni
dovednosti zdokonalovala pod vedenim Franka Michaela Beyera, Gosty Neuwirtha,
Hanse Zendera ad. Tuto prUpravu doplnila studiem muzikologie, historie uméni,
filozofie a dale také kurzem informatiky a skladby v parizském IRCAMu. Poté, co na



sebe v 90. letech upozornila svym komornim dilem ¢i ansamblovymi a
orchestralnimi skladbami, zaznamenala vyrazny uspéch téz v oblasti hudebniho
divadla. V poslednich letech zaznély ve svétové premiére mnoha jeji dila, kterd
zahrnuji nejrlzné;jsi Zanry a vychazi z rozliénych inspiracnich zdrojd, napf.: ve
skladbé Sounds, Archeologies (2018) pro basetovy roh, violoncello a klavir autorka
posuzuje problematiku blizkosti/odlehlosti historickych objektl 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 v Mnichové, a ddle 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
umeéni v Mnichove.

Noli me tangere — Ma skladba se vztahuje ke stejnojmenné knize, jejimz
autorem je francouzsky filozof Jean-Luc Nancy. Autor se v ni odvolava na Usek z
Evangelia svatého Jana. Marie Magdalena navstivi hrob mrtvého Jezise, nalezne ho
vSak prazdny. Obrati se, spatfi JeziSe, avSak nepoznava ho. Ten vyslovi jeji jméno,
ona oslovi jeho, a Jezis rekne: ,Nedotykej se mne..., (Mé mou haptou — Noli me
tangere), ale jdi k mym bratfim, a povéz jim, co jsi vidéla.” Tak jako v Nancyho knize,
ani v mé kompozici nejde tolik o nabozenstvi, jako o meditaci nad fenoménem
doteku, jenZ se projevi pouze tehdy, neni-li totozny s dotekem fyzickym, tj. s
uchopenim ¢i drzenim. Je to dotek, ktery se uskutecnuje bez fyzického kontaktu —a
proto je potencialné nekonecny. Vztah mezi sélem bicich a ansamblem se odehrava
v rozmanitych podobach. Vse je vzajemna reakce, témeér nesynchronizovana. Vidy
jde o formy rezonance, nikdy o pfizplsobeni. Z technického hlediska se jedna témér
o zrcadlovy kanon, vétSinou proporcné zkresleny. Avsak zrcadlovy vztah mezi
instrumentalnim souborem a bicimi, vétSinou bez urcité ténové vysky, je v zasadé
absurdni, ponechava otevreny prazdny prostor. A o néj v této skladbé jde. Ansambl
a bici v sobé vzajemné zanechavaiji otisky i stopy, avSak nepfizplsobuji se jeden
druhému. V nékterych Usecich se hudebnici odvraceji od dirigenta a divaji se
opacnym smérem. Miru €asu v tomto pripadé urcuje jejich sluch. Dotek se
uskutecnuje slySenim.

Isabel Mundry

Bornin 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.

Noli me tangere — My composition is related to the book of the same name by
the French philospher Jean-Luc Nancy. The author refers to a line in the Gospel of
John. After Jesus’s death, Mary Magdalene visits his grave only to find it empty. She
turns around and sees Jesus, but doesn’t recognize him. He speaks her name, she
speaks his and Jesus says: “Touch me not... (Mé mou haptou — Noli me tangere), but
go to my brethren and tell them.” Like Nancy’s book, my composition does not
really address religion, but rather meditates on the phenomenon of touch that
manifests itself only when it’s not identical with actual physical touch, i.e. a grip or
hold. It is the touch that occurs without physical contact, meaning it has the
potential to last forever. The relationship between solo percussion and the
ensemble takes various forms. Everything is a mutual reaction, almost
uncoordinated. It is always about forms of resonance, never about conforming.
Technically speaking, this is almost a mirror cannon we have here, mostly with
distorted proportions. But the mirror relationship between the instrumental
ensemble and mostly unpitched percussion is, in principle, absurd and leaves an
empty, open space. This is what this composition is about. The ensemble and
percussion leave marks or imprints on each other, but without conforming to each
other. At times, the musicians turn their backs to the conductor and look the other
way, keeping time by ear. Touching through hearing.

Isabel Mundry



lan Davis — Pale Blue World (2023)

lan Davis (1989) se narodil v New York City a vyrustal ve Fairfieldu
(Connecticut). V roce 2007 se prestéhoval do New Yorku, kde obdrzel bakalarsky
titul na Newyorské univerzité. Intenzivné vystupoval, cestoval a nahraval s riznymi
kapelami, v€éetné vlastnich projektl (skupiny Relatives a lan Davis: Rock band). Dale
pUsobil jako orchestrdlni aranzér a pracoval s Danielem Rossenem (Grizzly Bear),
Kazu Makino (Blonde Redhead) ¢i s Cassandrou Jenkins. V letech 2017-2019 Zil v
Middletown (Connecticut), kde dokoncil magisterské studium na Wesleyan
University pod vedenim Pauly Matthusen a Tyshawna Soreye. Jeho koncertni hudba
byla provedena rliznymi soubory, napf. NYU Percussion Ensemble, The Westerlies,
S.E.M. Ensemble, Mivos Quartet Ci Ostravskou Bandou. Davis v soucasné dobé Zije v
Brooklynu (NY), kde plsobi jako pedagog — vyucuje hudebni teorii a skladbu na
Brooklynské hudebni konzervatofi a pracuje jako Teaching Artist (vyucujici umélec)
ve verejném Skolstvi (v ramci programu Newyorské filharmonie Very Young
Composers). Jeho dila jsou ovlivnéna folkovou hudbou, kdnonickymi postupy,
kontrapunktem, ndhodou, détskymi dily, grafovou notaci, low-fidelity hudbou a
zdanlivé jednoduchymi a transparentnimi strukturalnimi prostredky.

Skladba Pale Blue World (Bledémodry svét) je 20minutovym hudebnim
»priuzkumem® pro orchestr. Kompozi¢ni proces zahrnoval generovani hudebniho
materialu pomoci volné improvizace a nahravani, tento vychozi material byl
nasledné dale upravovan a promazavan. Vysledek celého procesu byl nakonec
transkribovan a orchestrovan pro velky smiseny ansambl (Ctyri dievéné dechové
nastroje, perkuse, klavesy/harfa a smyccové nastroje). Hraci a dirigent vyuZivaji pfi
provedeni dila stopky, aby se synchronizovali s pfednahranou elektrickou stopou.
Hudebni udalosti jsou nejasné zasazeny do ambientni faktury a hranice mezi Zivymi
a prednahranymi prvky je rozostfena — skladba si tak pohrava s posluchacovym
vhimanim a nelze jednoznacné fici, co se v realném case akusticky odehrava.

lan Davis

lan Davis (1989) was born in New York City and grew up in Fairfield
(Connecticut). In 2007 he moved to New York to pursue a bachelor’s degree at New
York University. He has recorded, toured, and performed extensively with various
bands including his own projects (Relatives, and lan Davis: Rock Band), and has
worked as an orchestral arranger with artists such as Daniel Rossen (Grizzly Bear),
Kazu Makino (Blonde Redhead), and Cassandra Jenkins. From 2017 to 2019 he lived
in Middletown, Connecticut where he completed a masters degree at Wesleyan
University, studying with Paula Matthusen and Tyshawn Sorey. His concert music



has been performed by various ensembles including the NYU Percussion Ensemble,
The Westerlies, S.E.M. Ensemble, Mivos Quartet, and Ostravska Banda. He currently
lives in Brooklyn, NY where he works as an educator: teaching music theory and
composition classes at the Brooklyn Conservatory of Music and working as a
Teaching Artist in the public school system through the New York Philharmonic’s
Very Young Composers program. His work is informed by folk music, canon,
counterpoint, chance, works by children, graph notation, low-fidelity, and seemingly
simple and transparent structural devices.

Pale Blue World is a 20-minute exploration for orchestra. The compositional
process involved generating musical material through free improvisation, recording
and shaping that content via manipulation and erasure, and then transcribing and
orchestrating for a large ensemble of mixed instrumentation (four winds,
percussion, keyboards/harp, and strings). Players and conductor use a stopwatch in
performance to synchronize with the pre-recorded electronic material. Events are
obscured into an ambient texture and the balance of live and pre-recorded
elements plays with the listener’s sense of what is occurring acoustically in real
time.

lan Davis



