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Pranav Ranjit — strain (2025)

Pranav Ranijit (2000) je skladatelem pUsobicim v Reykjaviku (Island). Estonsky
kulturni ¢asopis Sirp jeho dila popsal jako ,uklidiujici a ,vytvarejici nadherny
celek”. Ranjit ve své tvorbé prozkoumava krehkost hranic — mezi zvukem a tichem,
pritomnosti a absenci ¢i notovanym a vnitfnim ¢asem. Jeho dila zahrnuiji prozitky z
prirody, folkldrni tradice nebo kontrasty plnosti a ticha. Je drzitelem Eisnerovy ceny
za tvlrci uméni, studoval na Islandu, v Estonsku, Finsku a USA u skladatel( jako Pall
Ragnar Palsson, Tonu Korvits, Helena Tulve, Veli-Matti Puumala ¢i Ken Ueno. Jeho
hudba byla uvedena soubory jako Les Percussions de Strasbourg, YXUS Ensemble Ci
klarinetistou Scottem Lygate, zaznéla téz v ramci festivalu Estonské dny hudby.
Ranijit se zGcasnil rznych kurz( a masterclassu, jako napft. skladatelského kurzu
Cumnocka Trysta ve Skotsku, Mezinarodni akademie mladych skladatell i
programu Cortona Sessions pod vedenim komponistl jako James MacMillan, Oscar
Bianchi, Du Yun a dalSich. (Autor v originalnim textu vyuziva genderoveé neutralni
zajmena, jejichZ pouziti je vSak v Cestiné ponékud problematické; rozhodli jsme se je
tedy v prekladu nahradit a upozornujeme na uvedenou skutecnost alespon touto
formou — pozn. prekl.)

Strain pro altovou flétnu — Anglické slovo ,,strain“ (¢esky napt. ndpor,
namahani, zatéz; napinat, usilovat atd.) ma v angli¢tiné mnoho vyznamd... Ve fyzice
odkazuje k deformaci objektu vzhledem k jeho vychozimu stavu. V bézném,
kazdodennim Zivoté jej pouzivame ve spojitosti napf. s vypétim po fyzické namaze,
pracovnim vytizenim ¢i s osobnimi problémy. Lze téz ,napinat” usi, abychom slyseli
tichy zvuk, mizeme se ,,natdhnout” pro néjaky fyzicky objekt ¢i ,,usilovat” o urcity
cil. Tato skladba se snazi realizovat nékolik rozliénych aspektd uvedeného slova — a
to jak ve vztahu k interpretovi, tak posluchac¢tim.

Pranav Ranjit



Pranav Ranjit (they/them; 2000) is a composer based in Reykjavik (Iceland).
Described as “soothing” and “forming a beautiful whole” by Estonian cultural
magazine Sirp, Ranjit’s works explore the fragility of boundaries: between sound and
silence, presence and absence, and notated time and inner time. Their work
incorporates experiences in nature, folk traditions, and contrasts of fullness and
silence. A recipient of the Eisner Prize in the Creative Arts, Ranjit has studied in
Iceland, Estonia, Finland, and the USA with Pall Ragnar Palsson, Tonu Korvits, Helena
Tulve, Veli-Matti Puumala, and Ken Ueno. Their music has been played by Les
Percussions de Strasbourg, YXUS Ensemble, and clarinettist Scott Lygate and has
been featured at the Estonian Music Days. Ranjit has taken part in courses and
masterclasses such as the Cumnock Tryst’s composers course in Scotland, the
International Young Composers Academy, and the Cortona Sessions, studying with
James MacMiillan, Oscar Bianchi, Du Yun, and others.

Strain for alto flute — The English word “strain” has many meanings... In
physics, it refers to the deformation of an object relative to an initial position. In
everyday use, one can feel strained due to physical exertion, high workload, or
personal problems. People can strain to hear a faint sound or to reach a physical
object or goal. This piece strives to realize several different aspects of the word for
both the performer and audience.

Pranav Ranjit

Theo Alexander — Auto-responsive Dream Denial Music (2025)

Theo Alexander (1989) pochazi z Londyna a jeho hudba mnohdy nabyvéa formy
yinstalované kompozice” — propojuje tak prvky instalacniho a performativniho
umeéni se soudobou hudbou. Naméty autorovych kompozic tematizuji slozity vztah
lidstva, prirody a technologie. Jeho dila jsou ¢asto uvadéna v postindustrialnich
prostorech —v minulosti napf. v byvalé tovarné na hedvabi ¢i telefonni Ustfedné.
Interpreti Alexanderovych skladeb se nezfidka ocitaji v nezvyklych situacich, kdy
musi plnit specifické ukoly, aby mohli provadét své party — napr. presouvat se mezi
rznymi misty ¢i reagovat na podnéty z kazetovych prehravacu. Jeho kompozice byly
podporeny institucemi jako Britten-Pears Arts, Villa Filanda Antonini nebo
Architectural Association, kde rovnéz plsobil jako hostujici lektor hudby. Autorova
dila vydavaiji labely Arts & Crafts ¢i Danse Noire a ziskala si pozornost médii, jako
napf. NPR, WNYC New Sounds, Electronic Sound ad.

Skladba Auto-responsive Dream Denial Music je dvojity kvartet pro smyccové
kvarteto a kazetové prehravace. Pfi provedeni jsou od sebe interpreti oddéleni
vizualné i zvukové — k tomuto ucelu jsou vyuzity délici panely a sluchatka. Kazdy z
hracd slysi pouze to, co zni z jeho vlastniho prehravace — jedna se o pokyny, které
urcuji, kdy ma interpret provadét dané c¢asti partu. Celou kompozici, tvorenou
smyccovym kvartetem a zvuky znéjicimi z kazetovych pfehravacu, pak slysi pouze



publikum. Prehravace hraji hudbu tvorenou nahravkami varhan z celé Evropy, jez
byly ddle samplovany a doplnény rliznymi VST instrumenty imitujicimi orchestralni
nastroje. Skladba rozviji autorovo zkoumani aleatornich struktur prostfednictvim
kazetovych prehravacd — ty v jeho dile vétSinou prehravaji jednu akordickou
sekvenci, kterd je rozdélena do nékolika partd. Hraci jsou od sebe zamérné oddéleni,
podobné jako v Alexanderové predchozim dile The Greater Field (2023), pfi jehoz
realizaci staly dvé sopranistky na opacnych stranach rozlehlé byvalé tovarny na
hedvabi. K podobné situaci také doslo pfi provedeni autorovy skladby Stable
Processes with Slow Ornaments (2022), v jejimz rdmci se interpreti neustdle
pohybovali v prostoru salu, ve kterém byly na riznych mistech rozestaveny ¢asti
partq.

Theo Alexander

Theo Alexander (1989) is a composer from London (UK). His music often takes
the form of an “installed composition,” drawing on installation and performance art
alongside contemporary music. The themes of his work draw from the complex
relationship between humankind, nature, and technology, and they have frequently
been performed in post-industrial locations, including a former silk factory and a
former telephone switching station. Performers in his pieces are often put in
unconventional situations where they must complete certain tasks in order to read
their scores, such as moving between locations or listening to cues from tape
recorders. Alexander’s work has been supported by Britten-Pears Arts, Villa Filanda
Antonini, and the Architectural Association, where he was a visiting lecturer in
music. His music has been released by Arts & Crafts and Danse Noire, and it has
received critical attention from NPR, WNYC New Sounds, Electronic Sound, and
others.

Auto-responsive Dream Denial Music is a double quartet written for string
guartet and tape players. In the piece, performers are separated from one another
both visually and sonically through the use of dividing screens and headphones.

Each performer hears only what comes from their corresponding tape player, which
in turn instructs them when to perform measures from their score. Only the
audience hears the entire piece: the string quartet and parts on tape together. The
parts on tape were recorded on various organs throughout Europe, which were
sampled by the composer, alongside various VSTs that mimic orchestral
instruments. The piece continues the composer’s exploration of aleatoric structures
through the use of tape players, which in his works generally play a single chord
sequence that has been split into individual parts. Similarly, performers are
deliberately separated or obscured from each other, such as in The Greater Field
(2023), in which two sopranos perform their scores from either side of a gigantic
former silk factory, and in Stable Processes with Slow Ornaments (2022), where
performers have to constantly move between areas of the room to progress through
their scores.

Theo Alexander



Emma Nagy — Refractions in My Dream (2023)

Emma Nagy (1998) se narodila pobliz Budapesti a svou hudebni drdhu zahajila
jako houslistka zamértujici se na klasickou hudbu. Hfe na tento nastroj se vénovala
¢trndct let — do doby, neZ v sobé objevila vdsen pro jazz. V Budapesti ndsledné zacala
studovat jazzovy zpév a zalozila soubor Nagy Emma Quintet. Uvedené téleso pod
jejim vedenim obdrzelo nékolik prestiznich cen — Fonogram Award, MUPA Jazz
Showcase Award Ci Krakow Jazz Juniors Award. Nagy Emma Quintet vystoupil na
mnoha mistech v Evropé i jinde, s jedine¢nym zvukem tohoto souboru se méli
moznost seznamit posluchadi v Jizni Koreji, Baskicku, Barcelong, Italii, Jiznim
Tyrolsku atd. Nagy ziskala cenu Junior Prima Award, jedno z nejvyznamnéjsich
madarskych ocenéni pro mladé umélce. V soucasné dobé studuje druhym rokem
kompozici na Hudebni akademii Ference Liszta v Budapesti. V nasledujicim
akademickém roce bude ve svém studiu pokracovat v Tallinu (Estonsko) pod
vedenim skladatelky Heleny Tulve.

Skladba Refrakce v mém snu pro akordeon a saxofon je inspirovdana pohybem
svétla a jeho transformacemi. V kompozici pojimam harmonii jako pozvolna se
promeénujici texturu — pokud dochazi ke zméné, tyka se v dany okamzik pouze
jednoho ténu. Uvedeny pfistup vytvari neuchopitelnou, az snovou atmosféru. Dilo,
které tak evokuje pocit lomu a promény svétla ve stavu snéni.

Emma Nagy

Emma Nagy (1998) was born near Budapest (Hungary), and she began her
musical journey as a classical violinist, dedicating fourteen years to the instrument
before discovering her passion for jazz. She went on to study jazz vocals in Budapest,
where she formed the Nagy Emma Quintet. Under her leadership, the Nagy Emma
Quintet has earned several prestigious accolades, including the Fonogram Award,
the MUPA Jazz Showcase Award, and the Krakow Jazz Juniors Award. The band has
performed widely across Europe and beyond, with appearances in South Korea, the
Basque Country, Barcelona, Italy, South Tyrol, and other locations, bringing their
unique sound to diverse audiences. Nagy was honored with the Junior Prima Award,
one of Hungary’s most esteemed recognitions for young artists. Currently, she is in
her second year of studying composition at the Liszt Ferenc Academy of Music in
Budapest. In the upcoming academic year, she will continue her studies in Tallinn
(Estonia) under the mentorship of composer Helena Tulve.

Refractions in My Dream is a composition for accordion and saxophone,
inspired by the visual movement of light and its transformations. In this piece, |
approached harmony as a slowly shifting texture, altering only one note at a time to
create a fluid, dreamlike atmosphere — evoking the sensation of light refracting and
morphing within a dream state.

Emma Nagy



James Layton — having never known the piano (2025)

James Layton (1996) je britsky skladatel, hudebnik a vytvarny umélec pUsobici
v Oslu (Norsko). Autorova hudba je ovlivnéna jeho zdjmem o rdzné druhy
vytvarného uméni a soustfeduje se na juxtapozici dvou prvk( — progrese a stagnace.
Layton vyuZivd omezeny materidl, s nimz dale pracuje pomoci patternll, permutaci a
repetic. Témito postupy se snazi posluchace hloubéji vtahnout do hudebniho déni a
prozkoumavat koncepty ¢asu a pameéti. Jeho skladatelské dilo zahrnuje operu,
orchestralni, komorni a sborovou tvorbu, ale téz elektroakustikou hudbu; Layton
dale spolupracuje s tanecniky a podilel se na rozlicnych multimedidlnich projektech.
Autorovy kompozice byly vytvoreny pro rizné evropské hudebniky a ansambly, jako
napf. Filharmonie Oslo, Cikada (Norsko), Rei Nakamura (Némecko), Orkest de
Ereprijs (Nizozemi), Ostravskd Banda a Ostrava New Orchestra (Ceska republika).
Layton studoval obor kompozice na Norské hudebni akademii pod vedenim Henrika
Hellsteniuse a rovnéz na Hudebni a tanecni konzervatofi Trinity Laban, kde jej
vyucovali Sam Hayden, Paul Newland, Stephen Montague a Gwyn Pritchard.

having never known the piano pro klavir a Zivou elektroniku — Pripada mi, ze
kdyz pfemyslim o klaviru, nejsem konfrontovan pouze se samotnym hudebnim
nastrojem, ale Celim rovnéz ohromnému historickému kanonu, jez je s klavirem
spjat. Mam neustale na paméti myslenku ¢asovosti — ¢asovosti nastroje, psané
hudby a také nahrdvani. V dhrnu jde vlastné o myslenky, jak se simultanné
vyporadat s rozlicnymi druhy minulosti a pfitomnosti.
James Layton

James Layton (1996) is a British composer, musician, and visual artist based in
Oslo (Norway). His music is shaped by his interest in visual art forms and focuses on
the juxtaposition of progression and stasis. He works with limited materials which,
through the use of patterns, permutations, and repetition, aim to draw listeners into
the music while exploring ideas of time and memory. Layton’s compositional output
includes opera, orchestra, chamber music, and choir, as well as electro-acoustic
music, collaborations with dance, and multi-media projects. This work has been
written for and performed around Europe by musicians and ensembles such as Oslo-
filharmonien, Cikada (NO), Rei Nakamura (DE), Orkest de Ereprijs (NE), Ostravska
Banda, and Ostrava New Orchestra (CZ). Layton studied Composition at the
Norwegian Academy of Music with Henrik Hellstenius and at Trinity Laban
Conservatoire of Music and Dance with Sam Hayden, Paul Newland, Stephen
Montague, and Gwyn Pritchard.

having never known the piano for piano and live electronics — When | think
about the piano, | am confronted not only by the instrument itself, but | find myself
staring into the face of a vast historical canon. | have in mind the thought of



temporality: the temporality of the instrument, of the written music, and also of
recording. Thoughts of how we might deal with different pasts and presents
simultaneously.

James Layton

Zijie Huang — Superfluous (2024)

Zijie Huang (1999) je skladatelem, ktery povazuje ¢as a prostor za vychozi,
,surovy” materidl své hudby. Kompozici vnima jako prostredek k dosazeni idedlniho
duchovniho stavu, odhliZzeje v tomto procesu od rliznych svétonazori ¢i dokonce
emoci. Zajimaji jej moznosti kontrastu ¢i propojeni fyzickych a duchovnich prozitk{
¢asu a prostoru.

Superfluous (Nadbytecny) — Nazev skladby mizZe anebo nemusi souviset s
hudbou.
Zijie Huang

Zijie Huang (1999) is a composer who takes time and space as the raw
materials for his music. He sees composition as a way to explore an ideal spiritual
state, setting aside politics and even emotion in the process. His interests lie in the
contrast and connection between the physical and spiritual experiences of time and
space.

Superfluous — The title may, or may not, relate to the music.
Zijie Huang

Jan Podracky — Music for String Quartet Players and Audience — “Requiem for
a Civilian” (2025)

Jan Podracky (1993) je skladatel, ktery pusobi v Brné. V kompozici je prevaziné
samoukem. Béhem studia muzikologie dochazel nékolik let na soukromé hodiny
kompozice k Pavlovi Zemkovi Novakovi a zucastnil se mnohych mistrovskych kurzu
zamérenych na skladbu a improvizaci — véetné dvou ro¢nikl Institutu Ostravské dny
(2015 a 2017). V soucasnosti je aktivnim ¢lenem experimentalniho tria val a nové
vzniklé bizdr-popové kapely Parochna. Po osmileté odmlce se nedavno taktéz
navratil ke komponovani, v jehoz ramci se vénuje vyhradné sérii skladeb nazvané
Hudba pro hudebniky a publikum. Od zari 2025 bude zastavat funkci prodékana pro
internacionalizaci na Fakulté vytvarnych uméni Vysokého uceni technického v Brné.

Hudba pro hrace smyccového kvarteta a publikum —,,Requiem pro civilistu” je
jednou ze skladeb work-in-progress série s ndzvem Hudba pro hudebniky a



publikum. Cilem této série je prohloubit propojeni mezi publikem a profesionalnimi
hudebniky, resp. hudebniky. Ziva hudba je vidy sdilenym zaZitkem mezi témito
dvéma esencialnimi skupinami, avsak namisto rozdélovani do znacné miry
oddélenych uloh v tomto vztahu (hudebnici hraji, zatimco posluchaci poslouchaiji)
rozviji série myslenku, Ze paralelni poslouchani a hrani Ize povazovat za nejkrasnéjsi
zplUsob hudebniho prozitku — pficemz je kladen dliraz na hravost jakozto jeden z
prapuvodnich zpUsobU byti. Hudebnici jsou tedy povzbuzovani k tomu, aby pfi hrani
vice naslouchali (nejenom publiku), a je Zadouci, aby se publikum stalo aktivnim
ucastnikem (tj. aby se ¢lenové publika zapoijili jako posluchaci a hraci zaroven).

| pfesto se vsak série nesnazi Uplné vymazat rozdily mezi témito rolemi; uloha
profesionalniho hudebnika stale vyZzaduje odborné dovednosti, zatimco zapojeni
publika byva povétsinou velmi jednoduché, ale soucasné jde o rozhoduijici faktor pro
celkové vyznéni skladby. Tato konkrétni kompozice nabada publikum k tomu, aby
umocnilo militantni charakter violoncellového partu dupotem. Historicka hudebni
forma requiem neni pritomna ve strukture dila jako takova; je pouzita spise
metaforicky — aby skladba nebyla pfrilis deskriptivni a vyhnula se ndbozenské
konotaci, ale zaroven by méla vyjadrovat, doufejme, adekvatni miru patosu.
Kompozice nereaguje na konkrétni vojensky konflikt, at uz soucasny anebo
historicky, avSak hravym zplsobem poukazuje na nespravedlivou a paradoxni realitu
takovychto krizi, v nichZ ¢asto nejvice trpi civilisté. Dupat co nejsilnéji po dobu témeér
deseti minut rozhodné neni jednoduchym ukolem.

Instrukce pro publikum: dupat levou a pravou nohou co nejsilnéji, sledovat
gestiku a rytmus violoncellisty, ktery hraje dvéma smycci — v levé i pravé ruce.
Jan Podracky

Jan Podracky (1993) is a Brno-based, primarily self-taught composer.
Alongside studying musicology, he took private composition lessons for a few years
with Pavel Zemek Novak, on top of participating in many compositional and
improvisational masterclasses, including twice in the Institute of Ostrava Days (2015
and 2017). Now, as an active member of the experimental trio val and the newly
established bizarre-pop band Parochna, he has returned to composing after an
eight-year hiatus, focusing exclusively on a series of compositions called Music for
Musicians and Audience. Starting in September 2025, he will serve as the vice-dean
for internationalization at the Faculty of Fine Arts of Brno University of Technology.

Music for String Quartet Players and Audience — “Requiem for a Civilian” is
one of the pieces in the work-in-progress series called Music for Musicians and
Audience. The series aims to connect the audience with professional musician(s) on
a deeper level. Live music always represents a shared experience between these
two essential groups; however, rather than reinforcing separate roles within this
relationship (musician(s) playing while listeners listen), this series elaborates on the
idea that both listening and playing can be perceived as beautiful experiences in the



perception of music, concentrating on playfulness as one of the most primal ways of
being. Thus, musicians are encouraged to listen more while playing (not only to the
audience), and the audience is welcomed to actively participate as both listener and
player. However, the series does not seek to erase the differences between these
roles; the professional musicians’ role still requires expertise, while the audience’s
involvement tends to be very simple yet fundamental to the overall result. This
particular piece invites the audience to enhance the military-like feeling of the cello
part with feet-stomping. The historical musical form of requiem is not inherent to
the piece’s structure; it is used more metaphorically, to avoid excessive description
and religious connotations while still expressing, hopefully, an appropriate level of
pathos. The composition does not respond to any specific present or historical
wartime conflict; it seeks instead to highlight playfully the unfair and paradoxical
reality of civilians often bearing the greatest costs in such crises. Certainly, it is no
easy task to stomp as hard as one can for nearly ten minutes.

Audience Instruction: To stomp with your left and right feet as hard as you can, to
follow the gesture and rhythm of the cellist playing with two bows in the left and

right hands.
Jan Podracky



20:30, Futureum

ABLINGER

Peter Ablinger — Against Nature (2020)

»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—
2025) byl — feceno slovy kritika Christiana Scheiba — ,,mystikem osviceni, jehoz volani
a litanie sméruji k poznani“. Zaroven byl tento skladatel (pivodné skoleny vytvarnik,
ktery studoval kompozici u Gosty Neuwirtha a Romana Haubenstocka-Ramatiho; od
roku 1982 Zil v Berliné) rovnéz skeptikem, jenz si byl 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 pfestat. K tomu nemdm co dodat.”

Christian Baier

Against Nature (Proti pfirodé) — Vse zacalo odmitnutim. Flétnista Erik Drescher
se mnou chtél na konci roku 2019 spolupracovat a podal grantovou zadost. PGvodné
se mélo jednat o pokracovani naseho spolecného projektu Augmented Studies
(2014) — prfedevsim o dalsi rozsifeni vicehlasych skladeb, které byly tehdy uréeny pro
Sestnact Ci dvaadvacet fléten. Odmitnuti jeho Zadosti dorazilo v Unoru 2020. Brzy
poté vypukla pandemie koronaviru. Ani jeden z nas nemél v tu chvili jiné plany, a tak
jsme se rozhodli, Ze zaCneme pracovat na tomto projektu — pochopitelné bez
jakékoli finan¢ni podpory. Na pocatku kvétna poridila ma manzelka Siegrid Ablinger
béhem vyletu do Braniborska u jezirka nahravku kvakajicich ropuch. Ropuchy
(konkrétné druh bombina) tak staly na pocatku celé skladby. Zvukovy a rytmicky
charakter ¢i ,,heterofonie” jejich kvakani pfedstavovaly strukturni vychodiska pro
dalsi slozky projektu. Kromé polyfonniho vrstveni vychazela skladba ze dvou
zdkladnich predpoklad(i — prvnim z nich bylo rozsiteni ténového spektra flétny
smérem nahoru i dolU (tedy za rozsah pikoly ¢i basové flétny). Pro realizaci tdnovych
vysek ve vysokém rejstfiku jsem zakoupil pouZité varhanni pistaly z jiz nefunkéniho
(resp. neexistujiciho) nastroje. TOnové moznosti téchto pistal (v zavislosti na jejich
stafi) sméfrovaly k hranici ultrazvuku (nejvy3si ton 8, pfiblizné 11 kHz). Pro ténové
Celkové jsme tedy pracovali s rozsahem sedmi a pll oktdv — cozZ pfedstavuje vétsi
tonovy prostor, nez jaky nabizi symfonicky orchestr. A pak zde byl druhy zakladni
predpoklad — chtél jsem na skladbé pracovat tak, jak jsem do té doby ve své tvorbé
nepostupoval. Nechtél jsem nejprve vytvorit kompozici a nasledné vse nahrat, ale
spiSe naopak — komponovat ,skrze nahravani“, tvofit takfikajic al fresco. Erik byl v
tomto ohledu mdaj ,Stétec” pro obraz, ktery mél byt teprve namalovan. Al fresco zde
predstavuje metaforu pro kompozi¢ni postup, ktery zdmeérné nevyuziva notaci.
Vysledek nasi prace tak nebyl rozdélen na notovanou partituru a nasledny
interpretacni vykon. Pro tyto ucely jsme potrebovali téz vhodné nahravaci prostredi,



bylo nutné zfidit jakési ,,domaci nahravaci studio”. Gregorio Karman, vedouci
elektronického studia na Akademii uméni v Berliné, ndm zapujcil dva mikrofony
znacky Neumann a profesionalni audio rozhrani. Ve svém ateliéru jsem pak postavil
improvizovanou nahravaci kabinu a vse pfipravil.

Sedmdesaticlenny orchestr sestavajici z jednoho hrace —to se zdalo byt
adekvatni odpovédi na omezeni béhem koronavirové pandemie. Brzy zacalo byt
zfejmé, Ze celkovy obraz skladby bude tvoren ze sekvenci mnoha kratkych (napfr.
minutovych) a individudlnich forem. Tyto formy obstoji samy o sobé, ale Ize je téz
spojovat do vyssich stavebnich celkd ¢i organisma. Mnohé z téchto polyfonnich
struktur vznikly jako vysledek jednodenni prace. Nakonec je tfeba zminit jesté jeden
strukturdlni princip — jedna se o iteraci neboli , kopirovani“. V tomto pripadé byl
nejprve vytvoren vzor, jenz byl nasledné zkopirovan, napr. ,0 tén vyse“. Poté byla
tato kopie podobnym zplsobem zkopirovdna znovu atd. — podobné jako ve hre ticha
posta. Co presné znamenalo ono ,,0 ton vyse”, se mohlo liSit v zavislosti na konkrétni
situaci. Ve vétsiné pripadu jsme totiZz nepracovali s notovanymi ténovymi vyskami,
ale se slovnimi instrukcemi nebo kresbami, jez ponechavaly urcity prostor pro
interpretaci — prostor, kde bylo mozné v ramci jednotlivych nahravacich krokd
pribézné reagovat na konkrétni vzniklé situace. BEéhem nahravani jsem narazil na
knihu Against Nature od Lorraine Daston. Uvedena publikace se zabyva pojmem
prirody a popisuje, co vSsechno zpUsobuje v naSich hlavach —a bohuZel i mimo né.
Nazev, ktery jsme si z této knihy vypajcili, neni namifen proti prirodé — protoze
pfiroda ,neexistuje”; tento titul je naopak zaméren proti naSemu mordlné
zabarvenému chdapani prirody. Nebo jesté jinak: odkazuje k té prirodé, jejiz jsme
vsichni soucasti, na rozdil od pojmu ,pfirody”, v jehoz ramci kategoricky oddélujeme
vse technické, umélé anebo lidské a Ipime na tom, aby pfiroda byla odsunuta nékam
mimo, nékam vné.

Peter Ablinger (upraveno)

“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 (1959-2025) was, 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 Gosta Neuwirth
and Roman Haubenstock-Ramati, and after 1982 lived in Berlin, was also a skeptic
who understood 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. More | can’t say.”

Christian Baier (translated by Bill Dietz)

It all started with a rejection. Flutist Erik Drescher applied for a collaboration
with me at the end of 2019. Initially, it was supposed to be a kind of continuation of
our joint 2014 CD Augmented Studies, especially an extension of the multi-track
pieces for (then) 16 or 22 flutes. The rejection came in February 2020. Then came



Corona. We both had nothing to do, so we decided to start our project —
unfinanced, of course. At the beginning of May, on a trip to Brandenburg, my wife
Siegrid Ablinger made a recording at a toad pond. The toads (a certain species of
them — bombina) became the starting point for the entire piece. Both the rhythmic
articulation and the “heterophony” became structure generators for everything that
followed. In addition to the idea of polyphonic layering, there were two further
basic assumptions —on the one hand, the flute spectrum should be expanded
upwards and downwards (beyond piccolo or bass flute). For the upper range, |
bought used organ pipes of a no longer existing organ, which (depending on age)
could reach the ultrasonic limit (highest tone f®, approx. 11KHz). For the lower
range, | got bottles (lowest tone c?, approx. 69Hz). So, there was a total of 7 1/2
octaves — that’s more than a symphony orchestra. And then the other basic
assumption — | wanted to use a method that was also unfamiliar to me: this time not
to compose first and then record the whole thing, but to compose through
recording, to create something al fresco, so to speak, and to misuse Erik as my brush
for painting the image. Al fresco is a metaphor for the non-notating creation, which
no longer splits the process of creation between notation and execution. Then, a
recording environment had to be created. What we needed was a “home office
studio,” so to speak. Gregorio Karman, head of the Academy of the Arts’s electronic
studio (Berlin), lent us two Neumann microphones and a professional interface.
Then, | built an improvised recording chamber in my studio and wired everything up.

A 70-part one-man orchestra: that was perhaps the appropriate answer to the
Corona restrictions. It soon became clear that the overall picture would consist of a
sequence of many short (e.g. one-minute) individual forms. Such single forms can
stand on their own or combine to form higher-level architectures or organisms.
Many of these polyphonic structures are exactly the work of one day. Finally, of the
structure generators, the principle of iteration or “copying” should be mentioned,
whereby first a template was created, and then, for example “one tone higher” was
copied. In the third run, the copy was copied, etc., as with “silent post.” What
exactly “one note higher” meant could vary. In most cases, we did not work with
notated pitches but rather with definitions or drawings that retained a certain scope
for interpretation, to which we could react from one recording step to the next.
Then —in the middle of the main phase of the recordings — | came across the book
Against Nature by Lorraine Daston, where she discusses the concept of nature and
describes what it is capable of doing in our heads — and unfortunately also outside
of it. The title we borrowed from this book is not directed against nature because
nature does not exist; it is directed against our concept of nature soaked in morality.
Or: it means that we are all a part of nature, in opposition to a concept of nature
that tries to maintain a categorical separation from everything technical, fabricated,
and human, and which banishes nature to something external, to the outside.

Peter Ablinger (edited)
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PROBOUZENI INTONARUMORI
AWAKENING THE INTONARUMORI

Luciano Chessa — PFilis hlucnd samota (2017)

Luciano Chessa je skladatel, dirigent, audiovizudlni umélec, performer a
hudebni historik. Jeho tvorba zahrnuje napr. operu Cena oltranzista nel castelletto al
lago (toto dilo propojuje experimentdlni divadlo s reality TV — ucinkujici musi
podstoupit pUst trvajici 55 hodin) ¢i operu Nebesky Cin, jez byla objednana
Sanfranciskym muzeem moderniho uméni. Realizoval téZ mnoho objednavek od
festivalu Performa Biennial a v roce 2014 predstavil v Guggenheimové muzeu tfi
programy v ramci vystavy Italsky futurismus, 1909—1944. Autorova dila se nejednou
objevila v ¢asopisech o uméni Artforum, Flash Art, Art in America Ci Frieze. Mezi
zarim 2023 a rijnem 2024 byl Chessa rezidenénim umélcem v monackém Direction
des Affairs Culturelles, kde vytvoril Monaco Mobile, novou instalaci pro artmonte-
carlo (Cervenec 2024) a Monaco Veloce, novou performanci produkovanou Théatre
Princesse Grace (zari 2024). Chessa se rovnéz vénuje hudebni historii — specializuje
se na italskou hudbu 20. stoleti a na americké skladby 21. stoleti. Napsal knihu Luigi
Russolo, futurista: Hluk, vytvarné uméni a okultismus (2012); jedna se o prvni
publikaci vénovanou Russolovi a jeho manifestu Uméni hluku. V roce 2009 oznacil
denik The New York Times vystoupeni jeho Orchestru futuristickych hlukovych
nastroju (OFNI) za jednu z nejlepsSich udalosti roku; Chessa stal v ¢ele tohoto
projektu a vystoupil s nim v USA i v dalSich zemich. V roce 2018 vydal desku Canti
felice, ktera byla prednim italskym hudebnim magazinem Rumore oznacena za
nahravku srpna 2018. Jeho album The Noise of Art, produkované prazskym
souborem Opening Performance Orchestra, pak bylo vydano v bfeznu 2019. Vyslo
také lbum Lands End, sestavajici z autorovych skladeb pro sélovy klavir v interpretaci
pianisty Claudia Sanny (vydalo col legno). V zimé 2018, kdy byl rezidentnim umélcem
ve Steel House v Rocklandu (Maine), vytvotil audiovizualni instalaci #00FFO0 #FFOOFF
a pripravil diplomatickou edici Symfonie ¢. 2 Julia Eastmana; Chessa nasledné
dirigoval svétovou premiéru tohoto dila v Lincolnové Centru. Jeho kapitola o
Eastmanové kompozici Gay Guerrilla uzavira stejnojmennou knihu — jde o vibec
prvni publikaci, jeZ se zaobird hudbou tohoto skladatele. Od roku 2024 je kmenovym
¢lenem souboru Ensemble of Futurist Noise Intoners (EFNI).

Kompozice Prilis hluéna samota vznikla v roce 2017 béhem nahravani v
prazském studiu Jamor, kdy mél skladatel moznost hrat na dvé intonarumori
soucasné. V nékolika malo minutach skladatel/interpret soustfedéné prozkoumava



rozlicné zvukové a kompozi¢ni moznosti téchto nastroji. Nazev skladby je inspirovan
stejnojmennym romanem Bohumila Hrabala. Pro dilo je pfiznaény neutuchajici,
otacivy pohyb, ktery zdlrazriuje mechanické vlastnosti intonarumori a zaroven
pripomina proces lisovani knih, jenz je Ustfednim motivem zminéného romanu a
souvisi s jeho tragickym vyusténim. Ve skladbé se vSak objevuji téz lyrictéjsi zvukové
plochy a oba nastroje tak promlouvaji hlasem tichého odporu: ddvaji ndm nadéji,
ktera prameni z aktl ob¢anské neposlusnosti a snahy o zachovani kulturni i osobni
paméti tvari v tvar cenzure.

Luciano Chessa

Luciano Chessa is a composer, conductor, audiovisual and performance artist,
and music historian. His compositions include the opera Cena oltranzista nel
castelletto al lago (a work merging experimental theater and reality TV, which
required from the cast over 55 hours of fasting) and A Heavenly Act, an opera
commissioned by the San Francisco Museum of Modern Art. Chessa has been
commissioned multiple times by the Performa Biennial, and in 2014, he presented
three events at the Guggenheim Museum as part of the exhibition /talian Futurism,
1909-1944. His work has appeared more than once in Artforum, Flash Art, Art in
America, and Frieze. Between September 2023 and October 2024, Chessa was artist
in residence at Monaco’s Direction des Affairs Culturelles to create Monaco Mobile,
a new installation for artmonte-carlo (July 2024) and Monaco Veloce, a new
performance produced by the Théatre Princesse Grace (September 2024). Chessa is
also a music historian specializing in 20" century Italian and 21° century American
repertoire. He is the author of Luigi Russolo, Futurist: Noise, Visual Arts, and the
Occult (2012), the first book dedicated to Russolo and his Art of Noise. In 2009, his
Orchestra of Futurist Noise Intoners (OFNI) was hailed by The New York Times as
one of the best events of the year; Chessa has conducted this project across the USA
and internationally. His record Canti felice was the August 2018 Record of the
Month for one of Italy’s leading music magazines, Rumore. His record, The Noise of
Art, produced by Prague’s Opening Performance Orchestra, came out in March
2019. Lands End, a record of his solo piano music performed by pianist Claudio
Sanna, was released on the Austrian label col legno. In the winter of 2018, while in
residency at the Steel House in Rockland, ME, he developed the audiovisual
installation #00FF00 #FFOOFF and prepared the diplomatic edition of Julius
Eastman’s Symphony No. 2, the world premiere of which he conducted at Lincoln
Center. His chapter on Eastman’s Gay Guerrilla closes the book of the same title —
the first ever dedicated to Eastman’s music. Since 2024, he has been a core member
of the Ensemble of Futurist Noise Intoners (EFNI).

Too Noisy a Solitude was composed during recording sessions at the Jamor
studio in Prague in 2017, using two intonarumori played simultaneously by the
composer. In just a few minutes, the composer/performer conducts a focused
investigation into some of the sonic and compositional possibilities of these



instruments. The title is inspired by Bohumil Hrabal’s novel of the same name. The
piece’s relentless, rotary motion — which highlights the mechanical qualities of the
intonarumori — evokes the act of book-crushing that defines the novel’s setting, up
to its tragic conclusion. Against this backdrop, the more lyrical overtone explorations
on both instruments give voice to a quiet resistance: a hope that arises from acts of
civil disobedience and from the preservation of cultural and personal memory in the
face of censorship.

Luciano Chessa

Werner Durand - Just Intona ... Rumori! (2023)

Werner Durand (1954, Karlsruhe, Némecko) studoval soukromé hru na
saxofon u Ariela Kalmy v Pafizi, indickou klasickou hudbu v Indii a Berliné u
Kamaleshe Maitry a hru na iranskou flétnu ney pod vedenim Aliho Rezy Asgharii. Na
pocatku 80. let 20. stoleti zacal vytvaret dechové nastroje z plexiskla a PVC.
Spolupracoval s mnoha skladateli a interprety, mezi néz patfi napr. David Behrman,
Henning Christiansen, Catherine Christer Hennix, Arnold Dreyblatt a dalsi. Je
spoluzakladatelem ansdmbl( The Thirteenth Tribe a Armchair Traveller. Od roku
2012 je ¢lenem souboru Logothetis Ensemble, jez provadi grafické partitury recko-
rakouského skladatele Anestise Logothetise. V roce 2014 vystupoval s ansamblem
Tonaliens. V roce 2017 byl ¢lenem platformy Imagindre Musik — jedna se o uskupeni
skladatell, ktefi pracuji s vlastnoru¢né vyrobenymi hudebnimi nastroji. Spolu s
multiinstrumentalistou Ulrichem Hohmannem tvofi duo Flocks. V Berliné se podilel
na organizaci rlznych festivall tradi¢ni i avantgardni hudby. Vydal znaéné mnozstvi
CD a LP. Od roku 2024 je kmenovym clenem souboru Ensemble of Futurist Noise
Intoners (EFNI).

Just Intona ... Rumori! — Jedna se ve své podstaté o anachronickou skladbu, ve
které se misi dva zdanlivé protichtidné pdly. Alikvotni tony dané téniny (F) jsou
detekovany v kontextu komplexnich, hlu¢nych zvukd intona rumori prostiednictvim
rlznych specifickych pozic na nastrojich. Tyto alikvotni tdny jsou ddle umocnény PVC
klarinety, které je hraji v nizkém rejstriku; jejich zvuk je zkreslen hlinikovymi féliemi
umisténymi uvnitr kvétinace slouziciho jako rezonator. Zpévacka také pouziva
hlinikovou fdlii, zatimco volné zpiva tyto tonové vysky. Zvukovou paletu doplnuje
mix predem nahranych zvuk( intona rumori a nahrdvka jizdy vlakem z Ostravy do
Katovic po mém prvnim vystoupeni na Minimaratonu elektronické hudby v Ostravé
v roce 2013, kde jsem tehdy jesté vystupoval spole¢né s mou jiz zesnulou manzelkou
Amelii Cuni.

Werner Durand



Werner Durand (1954, Karlsruhe, Germany) studied saxophone privately with
Ariel Kalma in Paris, Indian classical music in India and Berlin with Kamalesh Maitra,
and Iranian Ney with Ali Reza Asgharia. In the early 1980s, he started to build wind
instruments out of plexiglass and PVC. He has collaborated with numerous
composers and performers, including David Behrman, Henning Christiansen,
Catherine Christer Hennix, Arnold Dreyblatt, and many others. He was co-founder of
the ensembles The Thirteenth Tribe and Armchair Traveller. Since 2012, he has been
a member of the Logothetis Ensemble, performing graphic scores by Greek-Austrian
composer Anestis Logothetis. In 2014, he performed with Tonaliens. In 2017, he was
a member of Imagindare Musik, an ensemble of composers working with self-made
instruments. As a duo Flocks, he performs with multi-instrumentalist Ulrich
Hohmann. He has curated festivals of traditional as well as avant-garde music in
Berlin. He has released numerous CDs and LPs. Since 2024, he has been a core
member of the Ensemble of Futurist Noise Intoners (EFNI).

Just Intona ... Rumori! = This is a kind of anachronistic piece, in which two
seemingly opposite poles are blended. Harmonics of a given tonic (F) are detected in
the context of the complex, noisy sounds of the intonarumori by finding particular
positions on the instruments. These are further enhanced by PVC clarinets playing
those harmonics in a low register, distorted by aluminum membranes inside a
flower pot that serves as a resonator. The singer also uses an aluminum membrane
while singing freely with these pitches. Rounding out the sound palette is a mix of
pre-recorded intonarumori sounds and a recording of the train ride from Ostrava to
Kattowice after my first performance in Ostrava at the Minimarathon of Electronic
Music in 2013 together with my late wife, Amelia Cuni.

Werner Durand

Anna Clementi — Tende e filetto (2024)

Anna Clementi je Svédsko-italska umélkyné, kterd svij zivot stravila mezi
Stockholmem, Berlinem a Rimem. V Rimé& studovala hru na flétnu, herectvi a zpév. V
roce 1985 se prestéhovala do Berlina, kde se setkala s Dieterem Schnebelem, s nimz
po nékolik let spolupracovala jako soélistka a rovnéz byla ¢lenkou jeho souboru Die
Maulwerker. Ve své interpretacni ¢innosti vénuje specialni pozornost vokalnim a
divadelnim dilim Johna Cage. Jeji repertoar se pohybuje mezi soudobou hudbou,
improvizaci, divadlem, kabaretem a klubovou hudbou. Clementi vystoupila na
mnoha festivalech po celém svété a premiérovala znaéné mnozstvi kompozic. Casto
uzce spolupracuje se soudobymi skladateli, coz poklada za pfirozenou soucast svého
uméleckého procesu — muze tak plné rozvinout svou interpretacni vyjimecnost. V
roce 2018 premiérovala dilo Back into Nothingness od skladatelky Nurie Giménez-
Comas. Stepha Schweiger pak vytvofila primo pro Annu Clementi operu The Mark on
the Wall, kterou ji rovnéz dedikovala. V roce 2019 ztvarnila roli Vypravécky v opere
Olgy Neuwirth Orlando, jejiz premiéra probéhla ve Videriské statni opere. V prosinci



2022 vystoupila v predstaveni Die blassen Herren mit den Mokkatassen s texty Herty
Miller a hudbou Bertholda Tuerckeho na Univerzité uméni v Berliné. V bfeznu 2023
ztvarnila roli Cassandry ve hre Birds od Abigail Akavia a Hila Lahav v Schaubiihne
Lindenfels v Lipsku. Provedl|a a vicekrat dohlizela na realizaci dél Song Books, Theatre
Piece ¢i Variations od Johna Cage. Vydala dvé sélova alba — Love Is A Reason (2005) a
Fréiulein Annie (2012). V roce 2023 vyslo album Fluxus & NeoFluxus / Stolen
Symphony (Vol. 1), na jehoz realizaci se Clementi podilela s dalsi umélci.
Spolupracovala s videriskym duem Tosca a s duem The Dining Rooms z Milana. S
Laurii Schwartz tvofi duo Deviant Divas a je ¢lenkou ansamblt EMP (European Music
Project / Evropsky hudebni projekt) a Voxnova Italia. Od roku 2024 je stalou ¢lenkou
souboru Ensemble of Futurist Noise Intoners (EFNI).

Tende e filetto — Inspiraci pro tuto skladbu byla Marinettiho Futuristickd
kucharka, dadaisticky pfistup Kurta Schwitterse a zvukova poezie obecné. Pfedem
nahrané smycky intonarumori a zpivané melodie se zde propojuji s textovymi
kolazemi, rozsifrenymi vokalnimi technikami a vnimavou improvizaci.

Anna Clementi

Anna Clementi, Swedish-Italian, has spent her life between Stockholm, Berlin
and Rome. In Rome, she studied flute, acting and singing. In 1985, she moved to
Berlin where she met Dieter Schnebel, with whom she collaborated for several years
both as soloist and as member of his ensemble, Die Maulwerker. She put a special
focus on the vocal and theatrical repertoire of John Cage. Her repertoire moves
between contemporary music, improvisation, theater, cabaret and club music.
Clementi has participated in many festivals around the world and has presented
numerous premieres. Collaboration with composers is something frequent and
familiar to her, and the close work allows her to let her uniqueness as an interpreter
emerge. She premiered Back into Nothingness by Nuria Giménez-Comas in 2018.
Stepha Schweiger’s opera The Mark on the Wall was written for and dedicated to
Clementi. In 2019, she was the Narrator in Olga Neuwirth’s opera Orlando, which
was premiered at the Vienna State Opera. In December 2022, she performed Die
blassen Herren mit den Mokkatassen with texts by Herta Miller and music by
Berthold Tuercke at the Berlin University of the Arts. In March 2023, she took on the
role of Cassandra in the play Birds by Abigail Akavia and Hila Lahav at the
Schaubtiihne Lindenfels in Leipzig. She performed and curated several versions of
Song Books as well as Theatre Piece and Variations by John Cage. In 2000, she
directed Dieter Schnebel’s Glossolalie 2000 at the Academy of Arts in Berlin. She has
released two solo albums — Love Is A Reason (2005) and Frdulein Annie (2012). In
2023, the album Fluxus & NeoFluxus / Stolen Symphony (Vol. 1) was released,
featuring Clementi and other performers. She has worked with the Viennese duo
Tosca and with The Dining Rooms from Milan. She has a duo Deviant Divas with
Laurie Schwartz and is a member of both the ensemble EMP (European Music
Project) and the ensemble Voxnova Italia. Since 2024, she has been a core member
of the Ensemble of Futurist Noise Intoners (EFNI).



Tende e filetto — This piece was inspired by Marinetti’s Futurist Cookbook, Kurt
Schwitters’ dada and sound poetry in general. Pre-recorded intonarumori loops and
sung melodies combine text collages, extended vocal techniques and sensitive
improvisations.

Anna Clementi

Peter Ablinger — WEISS / WEISSLICH 17s (2023)
[bio viz vySe / bio see above]

WEISS / WEISSLICH 17s — Peter Ablinger tuto skladbu vytvofil pro sélovy
nastroj stroppiciatore (viestnik) a elektroniku. Razantni zvuk intonarumori se zde
stfida s bilym Sumem (charakteristickym pro Ablingerovy skladby), ktery pochazi ze
zvuku stroppiciatore. Pri zZivém provedeni skladby je bily Sum generovan z pocitace.

WEISS / WEISSLICH 17s — Peter Ablinger wrote this composition for the solo
instrument stroppiciatore (scraper) and electronics. The powerful sound of
intonarumori alternates with white noise (characteristic of Ablinger’s compositions)
that comes from the sound of the stroppiciatore. In live performances, the white
noise is generated by a computer.

Milan Gustar — Trigon pro intonarumori (2024-2025)

Milan Gustar (1963) je hudebnik, programator, konstruktér elektronickych
zafizeni, organolog, pedagog a publicista. Od 80. let se vénuje vlastni hudebni,
vytvarné a intermedialni umélecké tvorbé ovlivnéné minimalismem, ve které ¢asto
vyuziva algoritmické a generativni postupy a matematické principy. Tvori
elektroakustickou hudbu i kompozice pro tradi¢ni nastroje. Vydal nékolik CD se
svymi skladbami, které prilezitostné provadi téz zivé. Hudebni a zvukovou tvorbu
mnohdy propojuje s vizualnimi dily, svételnymi instalacemi nebo filmy. Kromé
vlastni tvorby se Milan Gustar zabyva rovnéz vyzkumem na pomezi védy, techniky a
umeéni, predevsim matematickymi aspekty hudby, zvukového a vizualniho uméni,
teorii tonovych soustav, organologii a elektroakustikou. Je autorem obsahlé
dvojsvazkové encyklopedické knihy Elektrofony, ve které shrnul historii vyvoje a
principy fungovani elektromechanickych a elektronickych hudebnich nastroju.

Trigon pro intonarumori —V prvni ¢tvrtiné 20. stoleti vytvofili italsti futuristé
sadu ,hlukostroji“ inspirovanych zvuky mést, dopravy a stroji a zkomponovali pro
né nékolik skladeb. Typickou zvukovou polohou téchto ndstrojl je tahlé skfipani,



vrzani, huceni ¢i rachoceni s proménnou vyskou. Ve skladbé Trigon pro intonarumori
jsem vyutzil i jejich zvukové moznosti, s nimiz se obvykle nepracuje, tedy zvuky tiché,
kratké, rytmizované. Strukturu kompozice urcuje nékolik paralelné probihajicich
procesll — prechod od kratkych zvukd k dlouhym, od tichych k hlasitym, od pevnych
vySek k proménlivym, od prazdnoty k plnosti.

Milan Gustar

Milan Gustar (1963) is a musician, programmer, builder of electronic devices,
organologist, lecturer, and publicist. His work in music, visual arts, and intermedia
has been influenced by minimalism. Often, he involves algorithmic and generative
processes and mathematical principles. His music includes both electro-acoustic
pieces and compositions for traditional instruments. He has released his
compositions on several CDs and occasionally performs them live. He frequently
combines his music and sound art with visual works, light installations, and films. In
addition to this creative aspect of his work, he also does research at the intersection
of science, technology, and art. He is particularly interested in the mathematical
aspects of music/sound art/visual arts, set theory, organology, and electro-
acoustics. He is the author of a comprehensive two-volume book, Electrophones,
which summarizes the history of electro-mechanical and electronic musical
instruments and the principles on which they are based.

Trigon for intonarumori — In the first quarter of the 20" century, Italian
futurists created a set of “noise machines,” inspired by the sounds of cities, traffic,
and machines, for which they composed several pieces. The typical sound of these
instruments is a prolonged squeaking, creaking, humming, or rattling, with variable
pitch. In the composition Trigon for intonarumori, | also used their sound
possibilities that are not usually worked with, i.e., quiet, short, rhythmic sounds. The
structure of the composition is determined by several parallel processes — the
transition from short to long sounds, from quiet to loud, from fixed pitches to
variable ones, from emptiness to fullness.

Milan Gustar

Laurie Schwartz — conversations among people (2025)

Laurie Schwartz je skladatelka, intermedidlni umélkyné a kuratorka, jez se ve
své tvorbé orientuje na zvuk, pohyb a vizualni prvky — tyto slozky pak pojima jako
kompozici, experimentalnim divadlem a performativnim uménim — vyuziva k tomu
terénni nahrdvky, fragmenty rozhovor(, choreografii ¢i video, jez stavi do
kontrapunktu s instrumentalnimi, vokalnimi a/nebo elektronicky zpracovanymi



zvuky. Pochazi z Northamptonu (Massachusetts), od pocatku 80. let Zije v Evropé —
nejprve bydlela v Berliné (kde plisobi i v soucasné dobé) a delsi dobu pobyvala v
Italii. Autorcina dila byla uvedena na festivalech a ve vyznamnych salech po celém
svété, jeji hudba vysla na labelech Academy, Esopus, Edition Zeitklang, Cantate-
Musicaphon a Zeitkratzer. Je inicidtorkou a kuratorkou série ITINERANT
INTERLUDES, ktera predstavuje specidlné vybrana pop-up vystoupeni uréena pro
vernisaze v galeriich a muzeich.

Skladba conversations among people (rozhovory mezi lidmi) se zaméfuje na
komunikacni strategie prostfednictvim gest, zvuku, rytmu a ticha — dilo by bylo
mozZné oznacit za urcitou ,choreografii interakci”. V kompozici je pomoci tfi nastroju
intonarumori zkoumana dynamika dialogu: kdy bychom méli mluvit, kdy poslouchat
¢i jak bychom se méli vypordadat s pfitomnosti a nepfitomnosti. Kompozice byla
napsana pro EFNI — Ensemble of Futurist Noise Intoners u pfilezitosti prvniho
vystoupeni tohoto souboru na Ostravskych dnech 2025.

Laurie Schwartz

Laurie Schwartz is a composer, intermedia artist, and curator whose work
explores sound, movement, and visual elements as integral components of
composition in the broadest sense. Incorporating field recordings, fragments of
conversation, choreography, or video in counterpoint with instrumental, vocal,
and/or electronically processed sounds, she probes the space between music
composition, experimental theater, and performance art. Originally from
Northampton (Massachusetts), she has lived in Europe since the early 1980s, first in
Berlin (where she is presently based) and then for an extended period in Italy. Her
works have been performed at festivals and venues around the world and her music
released on labels including Academy, Esopus, Edition Zeitklang, Cantate-
Musicaphon, and Zeitkratzer. She is the initiator and curator of ITINERANT
INTERLUDES, a series that presents specially curated pop-up performances at
exhibition openings in galleries and museums.

The piece conversations among people is a choreography of interaction —an
exploration of communication strategies through gesture, sound, rhythm, and
silence. As translated by three intonarumori, the work investigates the dynamics of
dialogue: when to speak, when to listen, how to negotiate presence and absence.
The piece was written for EFNI —the Ensemble of Futurist Noise Intoners — for its
premiere performance at Ostrava Days 2025.

Laurie Schwartz



P.ST — Astronomical Dinner (2024)

Petr Studeny (P.ST) (1965) — performer, skladatel, producent, kurator a
organizator pUsobici v Praze.

Astronomical Dinner (Astronomickd vecere) — Skladba je uréena pro tfi
intonarumori a vypravéce, ktery za doprovodu tfi nastrojli prednasi text pochazejici
z knihy Futuristicka kucharka, jejimiz spoluautory jsou Filippo Tommaso Marinetti a
Fillia (Luigi Colombo). Astronomickd vecere ma byt vice nez jen jidlem; je
predstavenim, provokaci a oslavou dynamické, technologiemi pohanéné
budoucnosti, jak ji vidéli futuristé. Skladba zazni v premiére.

P.ST

Petr Studeny (P.ST) (1965) — performer, composer, producer, curator and
organizer based in Prague.

Astronomical Dinner — The piece is intended for three intonarumori and a
narrator who, accompanied by three instruments, recites a text from the Futurist
Cookbook, co-authored by Filippo Tommaso Marinetti and Fillia (Luigi Colombo). The
Astronomical Dinner would be more than just a meal; it would be a performance, a
provocation, and a celebration of the dynamic, technology-driven future envisioned
by the Futurists. The composition will be premiered at Ostrava Days 2025.

P.ST

Phill Niblock, David Watson — Game Set Match (2024)

Phill Niblock (1933-2024) byl intermedialni umélec, ktery ve své tvorbé
vyuzival hudbu, film, fotografii, video ¢i pocitac. Od poloviny Sedesatych let
dvacatého stoleti skladal hutné, hlasité drony plné mikrointervalovych,
instrumentdlnich témbru, z nichZ v prostoru béhem provedeni povstavaiji dalsi ¢etné
tony. Niblock zaroven vytvarel filmy/videa zamérend na lidsky pohyb pfi praci nebo
na ¢ernobilé abstraktni vyjevy generované pocitacem, které evokuji dojem, ze volné
pluji v ¢ase. Od roku 1985 pUlisobil jako reditel newyorské nadace Experimental
Intermedia Foundation: jako umélec byl jejim ¢lenem od roku 1968, pricemz v roce
1973 prevzal produkci hudebnich a intermedialnich udalosti v ramci této nadace a
stal se také vedoucim pridruzeného labelu XI Records. Niblockovu hudbu vydavaiji
Moikai, Mode, Touch a zminény label XI Records; label Extreme pak nabizi DVD s
jeho filmy a skladbami. V roce 2014 obdrzel Phill Niblock Cenu Johna Cage od
Nadace souc¢asného uméni. Diky Petru Kotikovi a Ostravskym dnlm zacal Phill
Niblock poc¢atkem 21. stoleti komponovat skladby pro velky orchestr(y). Svétovou
premiéru tak mély Niblockovy rozsahlé kompozice za jeho osobni Ucasti vyhradné
v Ceskeé republice.



David Watson (1960) je tvlrci hudebnik, jehoZ tvorba zahrnuje improvizaci,
kompozici nebo filmovou a tane¢ni hudbu; je rovnéz ¢inny jako organizator
hudebnich akci. Autor plsobi na poli improvizované a experimentdalni hudby, kde se
snazi zachovat si zvidavy a zkoumavy pfistup. Od roku 1991 usiluje o to, aby byly
dudy pojimany jako potencialni nastroj nové hudby. Zamérné tvori dila pro rozlicné
interpretacni kontexty — napf. pro koncertni pddia, kluby ¢i venkovni vystoupeni. Je
autorem skladeb inspirovanych privody a slavnostnimi prehlidkami, napsal
experimentalni dila pro dudacké kapely, Zestové soubory, ale téZ pro amatéry a ne-
hudebniky. Watson pochazi z Nového Zélandu, v roce 1987 vSak presidlil do New
Yorku, kde se zapojil do tamni hudebni scény (Downtown). Pétadvacet let plsobil
spolec¢né s Lee Ranadlem a Tony Buckem v triu Glacial. Pres tficet let pak pracoval s
Phillem Niblockem — provedl mnoho jeho skladeb a vytvofil s nim pét dél. Rovnéz
hojné spolupracuje s choreografy, zejména pak s Moriah Evans a Jamarem
Robertsem. Watson je presvédcen o tom, Ze by se umélci méli aktivné zapojovat do
organizace hudebnich akci a byt v tomto ohledu iniciativni — on sam pak usporadal
stovky hudebnich akci (festivaly, koncertni série a vystoupeni). Od roku 2002 vyucuje
na LaGuardia Community College (New York).

Game Set Match — Phill Niblock napsal tuto skladbu pro tfi intonarumori a
elektroniku ve spolupraci s Davidem Watsonem, ktery na zakladé Niblockovych
instrukci vybral a zmixoval terénni nahravky pochazejici z Niblockova bohatého
zvukového archivu. Nastroje hraji hlasité, zatimco terénni nahravky je potreba pfi
poslechu ,hledat a nachdzet”. Pfedtim, nez dilo zapocne, se hraci hluboce soustredi
sami na sebe — mohou v rdmci tohoto procesu i zavfit oci a izolovat se od okolniho
prostredi, ale také od sebe navzajem. Samotni interpreti v pribéhu kompozice
rovnéz ,hledaji a nachazeji“, pricemz se fidi svym sluchem a intuici. Kazda udalost
pocina nejisté, ale postupné hudba spéje do jakéhosi unisona. Kdyz hudebnici
prestanou hrat, jsou slySet terénni nahravky a cely cyklus mlze zacit znovu — jeden z
interpret( zvoli, kdo zacne. Skladba zazni na Ostravskych dnech 2025 ve
svétové premiére.

Phill Niblock (1933—-2024) was an intermedia artist working with music, film,
photography, video, and computers. Starting in the mid-60’s, he made dense and
loud drone music filled with microtones. He frequently presented a variety of films
and videos — some involving the physicality of people working and moving through
space, others informed by computer-driven abstract images. In 1985, he became the
director of the Experimental Intermedia Foundation (El) in New York, where he had
been an artist/member since 1968. He produced music and mixed-media
presentations at El starting in 1973, and he was the curator of El’s label XI Records.
Niblock’s music is available on XI, Moikai, Mode, and Touch labels. A DVD containing
some of his films and music has been realeased on the Extreme label. In 2014, he
was the recipient of the John Cage Award from the Foundation for Contemporary
Arts. Initiated by Petr Kotik and the Ostrava Days festival, Phill Niblock began



composing works for large orchestra(s) in the early 21 century. The world
premieres of these large-scale compositions, all realized in the composer’s presence,
were presented exclusively in the Czech Republic.

David Watson (1960) is a creative musician. His work includes improvisation,
composition, making music for film and dance, and organizing music events. Watson
has worked in improvised and experimental music, maintaining an investigative and
questioning approach. Since 1991, he has been on a journey to reinvent the bagpipe
as a new music instrument. He has deliberately made pieces for different
performance contexts — concert stages, clubs, and the outdoors. He has made pieces
inspired by processions and parades, and he has composed experimental works for
pipe bands and brass bands, as well as for amateurs and non-musicians. Originally
from New Zealand, he moved to New York in 1987 and immersed himself in the
downtown scene. He has worked with Lee Ranaldo and Tony Buck in the
trio Glacial for 25 years. He worked with Phill Niblock for over 30 years, performing
many of Niblock’s pieces and making five works with him. Watson has collaborated
extensively with choreographers, notably Moriah Evans and Jamar Roberts.
Watson’s belief in artist-led initiatives has led him to organize hundreds of music
events (festivals, series, and concerts). He has taught at LaGuardia Community
College, CUNY since 2002.

Game Set Match — Phill Niblock wrote his composition for three intonarumori
and electronics in collaboration with David Watson, who, based on Niblock's
instructions, selected and mixed field recordings from Niblock’s extensive sound
archive. The instruments are loud, while the field recordings need to be sought out
and found. The players begin playing deeply concentrated on themselves, perhaps
with their eyes closed, separated from their surroundings and from each other. They
too search and find throughout the piece, guided by their hearing and intuition.
Each event begins uncertainly but gradually merges into a kind of unison. When the
performers stop playing, the field recordings can be heard, and the cycle of events
begins again with one of the performers choosing who will start. The composition
will be performed at the Ostrava Days 2025 in its world premiere.



