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AUTOMATICKA A ALGORITMICKA KOMPOZICE
AUTOMATIC AND ALGORITHMIC COMPOSITION

James Tenney — Stochastic String Quartet (1963)

James Tenney (1934-2006, Silver City, Nové Mexiko) vyristal v Arizoné a
Coloradu, kde ziskal své prvni vzdélani ve hre na klavir a v kompozici. Byl
poslucha¢em Univerzity v Denveru, Juilliard School of Music, Bennington College a
Illinoiské 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 zalozZil a fidil soubor Tone Roads Chamber Ensemble (1963—
1970). Byl prikopnikem v oblasti elektronické a pocitacové hudby, na pocatku 60. let
se v Bellovych laboratofich (Bell Telephone Laboratories) s Maxem Mathewsem a
dalsimi podilel na vyvoji pocitacovych programu slouzZicich ke generovani zvuku a
kompozici. Vytvofil dila pro riznd média, instrumentalni i elektronické skladby —
mnoho z téchto kompozic vyuziva alternativni ladici systémy. Tenney napsal nékolik
¢lanku, 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, napf. od
Narodniho védeckého fondu, Narodni nadace pro uméni, Frommovy nadace ad.

Plainsound (upraveno)

Skladbu Stochastic String Quartet (Stochasticky smyccovy kvartet) jsem
vytvoril v letech 1962-1963, kdy jsem v Bellovych laboratofich s Maxem
Mathewsem a dalSimi vyvijel pocitacovy program pro zvukovou syntézu, ktery
pozdéji veSel ve znamost jako Music V. Toto dilo je mym prvnim pokusem uplatnit
pocitac pfi samotném procesu kompozice pro akustické nastroje (spiSe nez vyuzivat
pocitac pro tvorbu syntetizovanych zvuk(). Zaroven se jednd o jeden z nejranéjsich
vytvor( v oblasti algoritmické kompozice — pfedchazelo mu patrné pouze dilo /lliac
Suite (1957) od Lejarena Hillera a série skladeb nesoucich oznaceni ST (1962) od
lannise Xenakise. Pojem ,,stochasticka hudba“ (z reckého slova stochos — ter¢, cil) byl



poprvé pouzit Xenakisem a vaze se k hudbé, ktera je fizena zakony
pravdépodobnosti. Pro mou vlastni tvorbu jsem tento termin definoval ponékud
odlisnéji, v mém pojeti se jedna o hudbu, kterd je determinovana omezenym
nahodnym procesem — tj. procesem, ktery je nepredvidatelny ve svych detailech, ale
jeho obecné vlastnosti a ¢asovy vyvoj jsou vice ¢i méné urceny a kontrolovany.
James Tenney

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. His teachers and mentors have included Eduard
Steuermann, Chou Wen-Chung, Lionel Nowak, Carl Ruggles, Lejaren Hiller, Kenneth
Gaburo, Edgard Varese, 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 from the National Science Foundation, the National
Endowment for the Arts, the Fromm Foundation, and others.

Plainsound (edited)

The Stochastic String Quartet was written in 1962—-1963 while | was working
with Max Mathews and others at the Bell Telephone Laboratories on the
development of the computer sound synthesis program that later became known as
Music V. It represents my first effort to use the computer in the process of
composition for acoustic instruments (rather than for computer-synthesized
sounds), and it was apparently one of the earliest essays in the genre of algorithmic
composition, having been preceded perhaps only by Lejaren Hiller’s llliac Suite
(1957) and the ST series of pieces (1962) by lannis Xenakis. The term “stochastic
music” (from the Greek stochos — target, aim) was first used by Xenakis to mean a
music governed by the laws of probability. In my own work, | have defined it slightly
differently, to mean a music determined by a constrained random process — that is, a
process which is unpredictable in its details, yet which is more or less controlled in
its general properties and its temporal evolution.

James Tenney



Lejaren Hiller — llliac Suite (1957)

Lejaren Hiller (1924-1994) se narodil v New Yorku, v mladi studoval hru na
klavir, klarinet ¢i saxofon a tvofil prvni drobné kompozice. Kromé hudby se vsak téz
intenzivné vénoval védé, zejména chemii. Na prvni pohled se jedna o protichidné
tendence, nicméné Hiller dokdazal obé oblasti propojit a vyrazné prispél k rozvoji
algoritmické a automatizované kompozice. Studoval na Princetonské univerzité, kde
v roce 1947 ziskal doktorat v oboru chemie. Béhem studia také dochazel na lekce
kompozice k Rogeru Sessionsovi a Miltonovi Babbitovi. Ve stejné dobé studoval i hru
na hoboj u Josepha Marxe. V roce 1952 se stal Hiller ¢lenem katedry chemie na
Univerzité v lllinois. Kromé vlastni vyuky se dale vzdéldval v oblasti kompozice a
ziskal v tomto oboru na zminéné univerzité magistersky titul. Naskytla se mu zde
rovnéz moznost hudebné experimentovat s univerzitni technikou — mél k dispozici
napf. na svou dobu velmi vykonny pocitac ILLIAC I. Ve spolupraci s Leonardem
Isaacsonem pak vytvofil llliac Suite (1957), prvni skladbu generovanou pocitaéem na
zakladé predem stanovenych podminek. Hiller s Isaacsonem své zkuSenosti (nejen) z
prace na tomto projektu zaznamenali v knize Experimentdini hudba: Kompozice s
elektrickym pocitacem (1959), ktera méla znacny vliv na dalsi rozvoj algoritmické a
automatizované kompozice. Hiller na Univerzité v lllinois téz zaloZil Experimentalni
hudebni studio (jednalo se teprve o druhé akademické pracovisté tohoto typu v
USA) a v 60. letech s Robertem Bakerem vyvinul programovaci jazyk MUSICOMP. V
letech 1967—-1969 Hiller spolupracoval s Johnem Cagem na jednom z Cageovych
nejvlivnéjsich dél — HPSCHD. Od roku 1968 Hiller vyuc€oval na Univerzité v Buffalu,
kde plsobil do roku 1989 jako profesor kompozice a spolec¢né s Lukasem Fossem
ridil Center for the Creative and Performing Arts.

llliac Suite pro smyccové kvarteto je dilem, které otevrelo cestu ke zcela
novému zpusobu tvorby hudby a uvazovani o ni. Jak bylo uvedeno v biografickém
textu — Lejaren Hiller a Leonard Isaacson méli na Univerzité v lllinois pristup k
pocitaci ILLIAC | a zkouseli jej vyuzit pro kompozi¢ni Ucely. Zminéni autofi popisuji, ze
stanovili obecné pokyny vychdzejici z rGznych skladatelskych postupu, které
nasledné zadali pocitaci a ten na jejich zakladé generoval hudebni strukturu.
Naznaceny popis vypada zdanlivé jednoduse, je vSak potfeba si uvédomit, Ze tvirci
museli stanovit podminky tak, aby vysledkem nebyla banalni, repetitivni hudba, ani
chaoticka zmét tond. Bylo potieba vymezit dostatecné Siroky hudebni ramec, ale
zaroven museli mit autofi stale pod kontrolou hrubé obrysy vyslednych
generovanych struktur. Pro praci s pocitacem ILLIAC | také nebyl k dispozici Zadny
standardizovany programovaci jazyk a Hiller s Isaacsonem vytvareli pro uvedeny
pocitac pfimo strojovy kdéd. Suita sestdva ze Ctyr vét, Ci lépe FeCeno experimentd, jak
je oznacuji sami tvlrci. Prace na skladbé probihala od zafi 1955 do listopadu 1956,



kazda véta/experiment je definovana jinym souborem pravidel, akcentovany jsou
tak vzdy rdzné hudebni slozky a postupy.

Odhlédnéme nyni od generativni podstaty dila a pokusme se jeho
pribéh popsat béznymi prostiedky. Experiment ¢. 1 sestdva ze tfi kontrastni ploch —
Presto se vyznacuje ponékud roztfiSténou fakturou, kde nastroje prezentuji drobné
melodické fraze a rozlicné si ,,odpovidaji“. Navazujici Andante je o poznani
stabilnéjsi, celou plochu by bylo moZné popsat jako lyrické intermezzo. Ve tretim
dile, Allegro, zni jiz dohromady vSechny nastroje smyccového kvarteta a hudba ma
az codovy charakter. Experiment ¢. 2 pfinasi ucelenou, ¢tyrhlasou plochu v tempu
Adagio, ma non troppo lento. Jednotlivé fraze se vzajemné podobaji, markantni jsou
vsak dynamické rozdily mezi nimi, pravidelné se totiz stfidaji oddily v
piano/pianissimo a forte/fortissimo. Experiment ¢. 3 je asi nejvyraznéjsi a
nejosobitéjsi vétou z celé suity, dochazi zde rovnéz k opusténi diatonického
ténového prostoru (Experimenty ¢. 1 a C. 2 probihaji pouze v diatonice). V této ¢asti
Ize pomérné snadno sledovat stfidani dvou zakladnich ploch — jedna se o pohyblivé
Allegro con brio, kde je patrny ddraz na uplatnéni rGznych zpUsob( hry na smycécové
nastroje (doposud jsme slyseli pouze pizzicato, které v Experimentu ¢. 1 fungovalo
disonantnimi souzvuky. Pozoruhodné je, Ze pfi poslechu mame dojem, jako kdyby se
vypjaty vyraz adagiové plochy postupné propisoval do ¢asti Allegro con brio a
promeénoval ji. Experiment ¢. 4, Tanto presto che possibile, prinasi ostrejsi souzvuky a
faktura sestava z pohyblivych rytmickych figur. Hudebni plocha je vcelku jednolita,
podobné jako v Experimentu ¢. 2, a nepfinasi takové kontrasty, jez byly naopak
pfiznacné pro Experimenty ¢. 1ac. 3.

Petr Zvéfina

Lejaren Hiller (1924-1994) was born in New York. As a child, he studied piano,
clarinet, and saxophone, and he went on to compose his first miniatures. In addition
to music, he had a strong passion for science, particularly chemistry. At first glance,
these interests might seem contradictory, but Hiller successfully combined both
fields, making significant contributions to the development of algorithmic and
automated composition. He earned his PhD in chemistry from Princeton University
in 1947. While he was a student, he attended composition lessons with Roger
Sessions and Milton Babbitt and took oboe lessons with Joseph Marx. In 1952, Hiller
joined the chemistry faculty at the University of lllinois. Alongside his teaching
duties, he continued his studies in composition, earning a master’s degree in
composition at lllinois. He also had the opportunity to experiment with university
equipment, including access to the ILLIAC | computer, a powerful computer in its
time. In 1957, he joined forces with Leonard Isaacson to create the llliac Suite, the
first composition generated by a computer based on predetermined conditions.
Hiller and Isaacson documented their experiences with this project and others in
their 1959 book Experimental Music: Composition with an Electronic Computer,



which had a significant influence on the future development of algorithmic and
automated composition. Hiller also founded the Experimental Music Studio at
lllinois, which was only the second academic department of its kind in the United
States. In the 1960s, he developed the MUSICOMP programming language with
Robert Baker. From 1967 to 1969, Hiller collaborated with John Cage on one of
Cage’s most influential works: HPSCHD. From 1968, Hiller taught at the University at
Buffalo, where he became a professor of composition in 1989 and also led the
Center for the Creative and Performing Arts alongside Lukas Foss.

llliac Suite for string quartet is a groundbreaking work that opened new
possibilities for composing and conceptualizing music. As noted in the biographical
text above, Lejaren Hiller and Leonard Isaacson had access to the ILLIAC | computer
at the University of lllinois and sought to use it for composition. They describe how
they established general principles based on various compositional techniques,
which they then entered into the computer to generate musical structures. While
this description may seem straightforward, it is important to remember that the
composers had to define conditions carefully to avoid producing banal, repetitive
music or a chaotic tangle of notes. They needed to establish a sufficiently broad
musical framework while maintaining control over the overall outline of the
resulting structures. Since no standardized programming language existed for the
ILLIAC I, Hiller and Isaacson had to create machine code themselves. The suite
consists of four movements — or rather, experiments, as the composers call them.
The piece was created between September 1955 and November 1956, with each
movement/experiment defined by a different set of rules, thereby emphasizing
different musical components and techniques.

Let us now set aside the generative essence of the work and attempt to
describe its development using conventional means. Experiment No. 1 consists of
three contrasting sections. The Presto is characterized by a somewhat fragmented
texture, with instruments introducing short melodic phrases and various “answers.”
The following Andante section is considerably more stable; the entire passage can
be described as a lyrical intermezzo. The third part, Allegro, features all four strings
playing together, with music that almost feels like a coda. Experiment No. 2 presents
a unified four-voice texture played Adagio, ma non troppo lento. The phrases are
relatively similar to each other, but what is significant are the dynamics, which
frequently alternate between piano/pianissimo and forte/fortissimo passages.
Experiment No. 3 is perhaps the most striking and original movement of the suite,
for it abandons the diatonic tonality of the first two experiments. In this section, we
can clearly follow the alternation of two foundational sections: an Allegro con brio
with considerable motion that emphasizes different playing techniques (so far, the
only other technique used was pizzicato, which serves as “punctuation” in the first
movement), and a more serious Adagio characterized by relatively dissonant
harmonies. As we listen, we sense that the tense expression of the Adagio is
gradually inscribed into the faster material, transforming it. Experiment No. 4, Tanto
presto che possibile, contains even sharper harmonies, with a texture composed of



energetic rhythmic figures. The music is compact and continuous, similar to
Experiment No. 2, and it does not contain the contrasts typical of the first and third
movements.

Petr Zvérina

Herbert Briin — mutatis mutandis (1968/1995)

Herbert Briin (1918—-2000) se narodil v Berliné, v roce 1936 opustil

Némecko a presidlil do Palestiny, kde studoval hru na klavir a kompozici na
Jeruzalémské konzervatori. Nasledné téz studoval u Stefana Wolpeho, Eliho
Friedmana a Franka Pellega. V roce 1948 obdrzel stipendium a mohl tak prohloubit
své vzdélani v Tanglewood Music Center a na Kolumbijské univerzité. V letech 1955—
1961 se kromé skladby vénoval téz vyzkumu elektroakustiky v Pafizi, Koliné nad
Rynem a Mnichové, pricemz se zameéroval zejména na moznosti rozsireni
kompozi¢nich prostredkl. V této dobé také tvofil a dirigoval hudbu pro divadlo,
prednasel, poradal seminare o funkci hudby ve spolecnosti a realizoval sérii
rozhlasovych poradll o soudobé hudbé. Po pfednaskovém turné ve Spojenych
statech v roce 1962 jej Lejaren Hiller pozval, aby se v akademickém roce 1963/1964
stal clenem Center for Advanced Computation na Univerzité v lllinois. Nedlouho
poté byl Brin prijat mezi plnohodnotné ¢leny pedagogického sboru této univerzity.
Na konci 60. let prevzal po Hillerovi pofadani Seminare pro experimentalni hudbu
— jednalo se o setkdni skladateld, umélc( a student, jez probihalo jednou za ¢trnact
dni, a tento seminar pokracoval dalSich tricet let. Na konci 70. a na pocatku 80. let
Briin inicioval soubor The Performers’ Workshop. V roce 1991 Briin a ¢lenové
zminéného ansamblu zalozili letni Skolu Summer School for Designing a Society, z niz
se v roce 1996 stala celoro¢ni Skola ve mésté Urbana (lllinois). Briin pokracoval ve
vyuce a pracoval s mladymi lidmi na této Skole i na Univerzité v lllinois — a to jesté
nékolik tydnU pred svou smrti. V roce 2004 vydalo nakladatelstvi Wesleyan
University Press knihu autorovych eseji When Music Resists Meaning (KdyzZ hudba
vzdoruje smyslu).

International Documentation of Electroacoustic Music (upraveno)

mutatis mutandis — tento soubor kompozic pro interprety obsahuje grafické
partitury vytvorené inkoustovym plotrem, ktery byl ovladan pocitacem
naprogramovanym skladatelem.

mutatis mutandis nema byt chapano jako bézna partitura, tedy jako
symbolicky zapis v nové notaci, ani jako soubor instrukci, jejichZz provedenim by
interpret ,uskutecnil” jednotlivé tvary, symboly a konfigurace v poradi, v jakém se
objevuji na strance (tedy za predpokladu, Ze by interpret postupoval podle béznych
¢tenarskych ndvyk(). Takové partitury jsem jiz vytvofril a hodldm v tom pokracovat,
nicméné mutatis mutandis predstavuje jiny druh vyzvy. V tomto pfipadé by méli



interpreti vnimat graficky zaznam jako vysledek pohybu pera na papire. Tento pohyb
vychazel z procesu vytvoreného skladatelem. Pero se tedy pohybovalo v souladu s
naprogramovanou strukturou — dodrzovalo jeji pravidla, omezeni a prikazy. Interpret
by mél pomoci vlastniho hudebniho mysleni a predstavivosti vytvofit svou vlastni
verzi struktury, ktera, podobné jako pero, ,,zanechava stopy”. Po interpretovi se
nepozaduje rekonstrukce pocitacového programu ani znovuvytvoreni procesu, ktery
by ved| k podobnému grafickému vysledku. Od interpreta se naopak vyZzaduje, aby
vypracoval vlastni strukturovany proces, ktery v jeho pojeti odrazi vznik grafického
zdznamu. Interpret by mél nakonec vytvofit pracovni model (partituru?) této
struktury ve zvoleném médiu (zvuk, pohyb, jazyk, film atd.) a ndsledné jej realizovat.

Po interpretovi se nezada, aby improvizoval.
Interpret by nemél improvizovat.
Interpret je vyzvan k tomu, aby komponoval.
Herbert Brin

Herbert Briin (1918-2000) was born in Berlin and left Germany in 1936 for
Palestine, where he studied piano and composition at the Jerusalem Conservatory
and then with Stefan Wolpe, Eli Friedman, and Frank Pelleg. In 1948, he received a
scholarship to further his studies at Tanglewood Music Center and Columbia
University. From 1955-1961, in addition to composing, he conducted research
concerning electro-acoustics with regard to possibilities for musical composition in
Paris, Cologne, and Munich. During this period he also worked as composer and
conductor of music for the theater, gave lectures and seminars emphasizing the
function of music in society, and did a series of broadcasts on contemporary music.
After a lecture tour of the United States in 1962, he was invited by Lejaren Hiller to
join the University of lllinois Center for Advanced Computation for 1963—-1964, at
the conclusion of which he was asked to stay on as a member of the faculty. In the
late 60s, he took over from Hiller a Seminar for Experimental Music, a bi-weekly
meeting of composers, artists, and students that continued for over 30 years. In the
late 70s and early 80s, he started the performance group The Performers’
Workshop. In 1991, Briin and the members of the ensemble began a yearly Summer
School for Designing a Society, which by 1996 became a year-round school in
Urbana, lllinois. He continued to teach and work with young people at this school
and at the University of lllinois until a few weeks before his death. A book of his
essays, When Music Resists Meaning, was published in 2004 by Wesleyan University
Press.

International Documentation of Electroacoustic Music (edited)

mutatis mutandis, compositions for interpreters, are ink graphics drawn by a
plotter under control of a computer programmed by the composer.

mutatis mutandis are not to be treated as scores, as some symbolic
representation in a new notation, as sets of instructions which, if obeyed, would



lead a performer to “execute” their shapes, symbols, and configurations as they
follow one another, according to the performer’s reading habit, on the page. | have
written, and shall continue to write such scores; but with mutatis mutandis, | intend
to present a different kind of challenge. Here, the interpreter is invited to begin
contemplating a graphic as traces left by a process that has moved a pen in various
directions across the plane. This process has been composed by the composer. The
pen, thus, moves according to a programmed structure: rules, constraints,
commands. The interpreter, now, is to construct, by thought and imagination, the
interpreter’s version of a structure that might leave the traces which the graphic
displays. The interpreter is not asked to reconstruct my computer program, the
structured process that actually generated the graphics. Rather, the interpreter is
asked to construct the structured process by which the interpreter would like to
have generated the graphics. Finally, the interpreter should compose a working
model (a score?) of this structure in and for the interpreter’s medium, be it sound,
movement, language, film, etc., and then they should perform it.

The interpreter is not asked to improvise.
The interpreter is asked not to improvise.
The interpreter is asked to compose.
Herbert Brin

lan Mikyska — Still, not still (2025)

lan Mikyska (1994) je skladatel, hudebnik a mezioborovy umélec pusobici v
Praze. Absolvoval bakalarské studium v oboru klasicka kompozice na Guildhall
School of Music & Drama v Londyné (s vyménnymi pobyty v Centru audiovizudlnich
studii FAMU a Universitat der Kiinste v Berliné) a magisterské studium v oboru rezie
alternativniho divadla na prazské DAMU. Mikyska pracuje napfi¢ disciplinami (tvori
napfr. instalace, videa, kresby, texty a performance) a ¢asto také spolupracuje s
dalSimi umélci (primarné z oblasti divadla, tance a vytvarného uméni). Jeho skladby
provedly soubory jako Klangforum Wien, UMZE Ensemble, Hashtag Ensemble,
Spdtdzielnia Muzyczna ¢i Janackova filharmonie Ostrava. Napsal ¢tyfri skladby pro
unikatni Sestinotéonové harmonium, které premiéroval Miroslav Beinhauer. Mikyska
je dale uméleckym vedoucim souboru Prague Quiet Music Collective a
spoluzakladatelem ansamblu Stratocluster. PUsobi také jako prekladatel z ¢eStiny do
angli¢tiny a zastupce Séfredaktora ¢asopisu Czech Music Quarterly.

Still, not still — ,az zvuk / zdrZe se dost dlouho / aby se stal tichem // a pohyb /
trvaje dost dlouho / aby se stal nehybnosti“

Tato skladba byla napsana pro Mivos Quartet a festival Ostravské dny 2025.
lan Mikyska



lan Mikyska (1994) is a composer, musician and multidisciplinary artist based
in Prague. He studied for a bachelor’s degree in composition at the Guildhall School
of Music & Drama in London (with exchanges at the Center for Audiovisual Studies
FAMU (Prague) and Universitat der Kiinste in Berlin) and for a master’s in directing
of alternative theatre at DAMU (Prague). Mikyska also creates his own work across
disciplinary divides (including installation, video art, drawing, writing, and
performance) and collaborates with other artists in these fields (primarily theatre,
dance, and visual artists). His music has been performed by ensembles including
Klangforum Wien, UMZE Ensemble, Hashtag Ensemble, Spétdzielnia Muzyczna, and
the Janacek Philharmonic Orchestra. He has written four pieces for the unique sixth-
tone harmonium, all of them performed by Miroslav Beinhauer. Mikyska is the
artistic director of the Prague Quiet Music Collective and co-founder of
Stratocluster. He is also active as a translator from Czech to English and deputy
editor-in-chief of Czech Music Quarterly.

Still, not still — “when sound / lingering long enough / to become silence //
movement / lasting long enough / to become stillness.”

This piece was written for the Mivos Quartet and the Ostrava Days 2025
festival.
lan Mikyska

Marek Krajiidk — Relations (2025)

Marek Krajridk (2001) je v soucasnosti studentem oboru kompozice
elektroakustické hudby na Janackové akademii muzickych uméni v Brné. Kompozici
se zacal vénovat béhem svého predchoziho studia hry na trubku na konzervatofi.
Kromé skladani dlouhodobé aktivné pusobi jako performer v oblasti experimentalni,
elektroakustické i improvizované hudby. Dosud mél mozZnost prezentovat svou
tvorbu a performance na mnoha festivalech ¢i koncertech, jako napf. koncertni rada
Sound Chain ¢i festival New Music Encounters Plus, Multicreations atd. V roce 2024
se stal vitézem mezinarodni skladatelské soutéze Sound Chain. Ve své tvorbé casto
propojuje svéty elektronické a instrumentdlni hudby. Pracuje s rdznymi formaty
kreativniho procesu a s rozli€nymi druhy estetik. Celkové se ve své tvorbé zaméruje
na kreativni druh prace a predevsim objevovani, zkoumani rliznych mozZnosti, které
dokazeme v uméni vnimat. Kompozici vidi jako formu vyjadreni, komunikace a
spojovani riznych svéta a déj.

Kompozice Relations (2025) pro smyccové kvarteto reflektuje rlizné vztahové
struktury a jejich propojeni ¢i navaznosti. Obecné je mozné sledovat a porovnavat
jednotlivé principy a fungovani mnoha procest, jez se navzajem ovliviiuji. Casto na
sobé zdanlivé nezavislé prvky vytvareji silné propojeni. Jsou zdkladem pro odvijejici



se série udalosti a déj, které se odehrdvaji v pribuznych souvislostech. Rovnéz
mnohé na prvni pohled nefunkéni Ci proti sobé jdouci elementy spolu komunikuji
skrze jakysi spolecny jmenovatel, ktery je spojuje a zaroven rozdéluje. Tyto vSechny
danosti jsou soucasti naseho Zivota. Definuji nase fungovani v ramci rodinného ¢i
spolecenského Zivota, stejné jako definuji ndslednosti a udalosti souvisejici s okolnim
casoprostorem, ve kterém se nachazime. Tyto skutecnosti nds ¢asto bez povSimnuti
vtahuji do velmi komplexniho procesu prozivani, ktery ndm poskytuje unikatni
pohled na to, kym vlastné jsme.

Marek Krajnak

Marek Krajnak (2001) is currently a student of electroacoustic music
composition at the Janacek Academy of Performing Arts in Brno. He began
composing alongside earlier trumpet studies at the conservatory. He has been active
as a performer of experimental, electroacoustic, and improvised music. His works
have been presented at many festivals and concert series, including Sound Chain,
New Music Encounters Plus, Multicreations and more. In 2024, he won first place in
the international composition competition Sound Chain. Krajiak’s work often blends
electroacoustic and instrumental music, as well as acoustic and electronic
approaches to sound. He experiments with creative formats and explores a wide
range of aesthetics. His focus lies in creative methods and exploring the diverse
possibilities art offers. He sees composition as a form of expression, communication,
and connection between universes and events.

The composition Relations (2025) for string quartet reflects various relational
structures and their interconnections and continuities. In general, it is possible to
observe and compare the individual principles and functions of many processes that
influence each other. Often, elements that seem to be independent actually form
strong underlying connections. These form the basis for unfolding series of events
and actions taking place in interrelated contexts. Furthermore, many seemingly
dysfunctional or opposing elements communicate with each other through a shared
denominator that unites and divides, simultaneously. All of these conditions are part
of our lives. They define how we function within family or social life just as they
define the consequences and events related to the space-time in which we exist.
These realities often pull us, unnoticed, into a very complex process of experiencing
life, offering us a unique perspective on who we truly are.

Marek Krajnak

Anna Heflin — Play It As It Lays (2025)

Anna Heflin (1993) je skladatelka, interpretka a spisovatelka, ktera vytvari
intermedialni dila zaloZena na peclivych resersich a jevistni kusy zahrnujici text,
divadelni prvky ¢i multimedidlni slozky. Jeji rozsahlejsi skladby davaji povstat



imerzivnim, snovym svétlm s nelinedrnim narativem, jez si libuje v hudebni a
psychologické fragmentaci. Autorcina dila byla provedena na Ostravskych dnech,
Bang on A Can, v Banff Centre, Arete Gallery, Spectrum NYC, na Oregonské
univerzité, Univerzité v Buffalu, Sanfranciské hudebni konzervatofi (SFCM) ¢i
newyorskym souborem S.E.M. Ensemble. V nedavné dobé vytvofrila dila pro
klarinetistu Andrewa Friedmana (2021), Hats + Heels Duo (2022) a Duo Purla (2023).
Heflin ziskala bakalarsky titul v oboru hra na violu na UC Santa Barbara a magistersky
titul ve stejném oboru na SFCM. Studovala kompozici u Erica Wubbelse v New York
City. Od podzimu 2023 studuje v doktorském programu na USC’s Thornton School of
Music (Los Angeles).

,Kdysi jsem kladla otazky. A odpovéd? Nic. Odpovéd je ,nic’.”
Joan Didion, Lizni si a hrej

Nazev dila Play It As It Lays (Lizni si a hrej) odkazuje ke stejnojmennému
romanu Joan Didion z roku 1970. Autorcin text je jakousi ,meditaci nad nicotou” a je
zasazen do moralné neuprosného prostredi Los Angeles 60. let 20. stoleti.
Pfedstavuji si, jak Maria (hlavni hrdinka dila) kompulzivné jezdi po dalnicich a snazi
se touto aktivitou utésit. Jeji jizdy autem formuji pomyslny prostor, v némz se
propojuje poustni krajina a nadrozmérné dopravni znacky (sjezdy, zmény sméru
atd.). Je vSak nutné dodat, Ze moje skladba nema Zadnou spojitost se zminénym
romanem a jeji nazev je spise urcitym druhem kompozi¢ni ,sebeinstrukce”.

Anna Heflin

Anna Heflin (1993) is a composer, performer, and writer who creates deeply
researched intermedia works and staged performance pieces that incorporate text,
theatrical elements, and multimedia components. Her large-scale pieces construct
immersive, dream-like worlds, with non-linear narratives that thrive on musical and
psychological fragmentation. Her works have been performed at Ostrava Days, Bang
on A Can, Banff Centre, Arete Gallery, Spectrum NYC, University of Oregon,
University at Buffalo, the San Francisco Conservatory of Music (SFCM), and by S.E.M.
Ensemble. Recent commissions include works for clarinetist Andrew Friedman
(2021), Hats + Heels Duo (2022), and Duo Purla (2023). Heflin holds a B.M. in viola
performance from UC Santa Barbara and a M.M. in viola performance from SFCM.
She studied composition with Eric Wubbels in NYC. Since fall 2023, she has been
pursuing her D.M.A. in music composition at USC’s Thornton School of Music (Los
Angeles).

“I used to ask questions, and | got the answer: nothing. The answer is

2 n

‘nothing’.
Joan Didion, Play It As it Lays



Play It As It Lays is a reference to Didion’s 1970 novel of the same name —a
meditation on nothing, set in the morally-blistering environment of 1960s Los
Angeles. | picture the protagonist Maria’s self-soothing and compulsive freeway
drives as a kind of container, with the desert landscape merging with overbearing
overhead signs (signs to exit, shift routes, etc.). On the other hand, my piece has
nothing to do with the novel, and the title is a compositional self instruction.

Anna Heflin

Milan Gustar — Kadence v C dur (2021/2025)

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
umeni, 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.

Kadence v C dur — Kdyz jsem byl na pocatku roku 2021 pozadan o hudebni
prispévek do chystaného rozhlasového poradu Music is Obsolete, napadlo mé, ze
konec hudby bude nejlepsi stvrdit kadenci. A nechat ji zahrat smyccovym
orchestrem. Pochopitelné virtualnim. Tfem zavérecnym akordim jsem vyhradil néco
pres sedm minut a kompozici jsem svéril generativnimu algoritmickému procesu.
Aby setkani tradicniho s modernim bylo jesté zretelnéjsi, pfidal jsem abstraktni,
elektronicky generovanou zvukovou stopu. Pro letosni Ostravské dny jsem partituru
upravil, aby provedeni skladby bylo mozné svéfit orchestru skute¢nému.
Elektronicka stopa zUstala.

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 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.

Cadence in C Major — Early in 2021, when | was asked to contribute music to a
radio program, Music is Obsolete, | decided that the best way to confirm the end of
music would be with a cadence. Performed by a string orchestra. Virtual, of course. |
dedicated seven minutes to these three concluding chords and then handed the
reins over to a generative algorithmic process. To further emphasize the conflict
between the traditional and the modern, | added an abstract, electronically
generated track. For this year’s Ostrava Days festival, | updated the score to allow
for performance by a real orchestra. The electronic track remains.

Milan Gustar

Charles Ames — Divergence (2025)

Charles Ames (1955) v roce 1977 absolvoval Pomona College, kde studoval
dva obory — matematiku a hudbu. Mezi jeho ucitele zde patfili mimo jiné Karl Kohn a
John Steele Ritter. Magistersky a doktorsky titul ziskal na Statni univerzité New York
(SUNY) v Buffalu, kde jeho hlavnimi profesory byli Lejaren Hiller a Morton Feldman.
UZ béhem studii poradal kurzy o digitalni zvukové syntéze a pocitaCové kompozici. V
roce 1976 se dale zucastnil workshopu zaméreného na pocitaéem generovanou
hudbu na Stanfordové univerzité; ve stejném roce stravil jeden semestr na
Oxfordské univerzité, kde studoval stfredovékou, renesancni a barokni hudbu. V roce
1978 pak absolvoval dalSi workshop zaméreny na pocitacem generovany zvuk na
M.L.T. Na jafe a v |été 1977 pracoval s varhanami fizenymi pocitacem, které vytvoril
Prentiss Knowlton. V letech 1984-1985 byl na SUNY v Buffalu soucasti tymu
vedeného Lejarenem Hillerem, ktery mél za cil vytvofit instalaci pro nadchazejici
Mezinarodni vystavu v japonském meésté Cukuba. Tato instalace méla demonstrovat
propojeni umélé inteligence a hudebni kompozice. V roce 1987 jej Ray Kurzweil
vyzval, aby vytvofil novou instalaci pro putovni vystavu Robots and Beyond: The Age
of Intelligent Machines (Roboti a dalsi vyndlezy: Vék inteligentnich stroji). Kurzweil
pro zminénou instalaci pozdéji vymyslel nazev Cybernetic Composer (Kyberneticky
skladatel). V letech 1989-1990 vyucoval pfipravnou teorii a po¢itacovou kompozici
pro studenty bakalarského programu na New England Conservatory (pod vedenim
Lyla Davidsona). V letech 1990-1991 pUsobil jako pedagog pocitacové kompozice na
SUNY v Buffalu (pod vedenim Davida Feldera). Za svou studii o historii pocitacové



hudby Automated Composition in Retrospect: 1956—1986, publikovanou v ¢asopise
Leonardo, ziskal ocenéni Coler-Maxwell za vynikajici pfinos. Beéhem své
dlouhotrvajici tviréi odmlky pracoval jako programdtor databazi, predevsim pro
firmu, ktera v pribéhu let nékolikrat zménila svlij nazev — UCA, UCA&L, Softback
Services Group, ClientLogic a Sitel. Mezi jeho Uspéchy v tomto oboru patti navrzeni a
vytvoreni pocitaCového systému vyroby, ktery kazdy den koordinuje praci 14 000
zaméstnancu. V roce 2011 jej Petr Kotik pozval, aby se jako lektor zucastnil Institutu
Ostravské dny.

Skladba Divergence byla vytvorena za pouziti kompoziénich programd, jez byly
povétsSinou vyvinuty specialné pro toto dilo. Ve vSech pracovnich fazich, kromé
zavére€né, dochazelo ke generovani materialu; ustredni prvkem kompozice je
dvojice dopliujicich se pasazi (jedna je uréena pro smycce, druhd pro klavir), které
jsou vystavény na stejném akordu. Tyto vychozi elementy byly seskupeny do
struktur (constructs), jez jsou spjaty s osmiténovymi stupnicemi obsahujicimi
vSechny tony uplatnéného akordu. V zavérecné fazi se celd kompozice rozdéluje na
dil¢i sekce (statements), z nichZ kazdda je omezena na jednu strukturu/stupnici. Sekce
se nasledné déli do oddilli (clauses), z nichz je kazdy omezen na jeden
element/akord. Oddily predstavuji nékolik variant stejného elementu/akordu.
Jednotliva rozhodnuti byla ¢asto fizena principem spravedlivého déleni — pokud
nékteré moznosti byly v pridbéhu skladby uplatnény castéji, dostaly pak vice
prostoru moznosti jiné.

Charles Ames

Charles Ames (1955) graduated from Pomona College in 1977 with a double
major in mathematics and music. His teachers at Pomona included Karl Kohn and
John Steele Ritter. He earned his M.A. and Ph.D. at the State University of New York
at Buffalo, where his primary professors were Lejaren Hiller and Morton Feldman.
As a graduate student, he organized courses in digital sound synthesis and computer
composition. Other educational experiences included a 1972 summer jazz workshop
at the Berkee College of Music, a 1976 summer workshop in computer-generated
sound at Stanford University, a 1976 semester abroad at Oxford University (studying
Medieval, Renaissance, and Baroque music), and a 1978 workshop in computer-
generated sound at M.1.T.. During the spring and summer of 1977, he worked with
Prentiss Knowlton’s computer-controlled pipe organ in Pasadena, California. In
1984/1985, he was part of the SUNY, Buffalo team organized by Lejaren Hiller to
create an installation demonstrating Artificial Intelligence and Musical Composition
for the 1985 International Exhibition at Tsukuba, Japan. In 1987, Ray Kurzweil
invited him to create a new installation for the traveling exhibition Robots and
Beyond: The Age of Intelligent Machines. Kurzweil christened this system the
Cybernetic Composer. In 1989/1990, he taught introductory theory and computer



composition for one year to undergraduates at the New England Conservatory
(under the supervision of Lyle Davidson). In 1990/1991, he taught computer
composition to graduate students at the SUNY, Buffalo (under the supervision of
David Felder). His history of computer composition in Leonardo, Automated
Composition in Retrospect: 1956—1986 received Leonardo’s Coler-Maxwell award for
excellence. During a long hiatus from computer music, he worked as a database
programmer, mostly for one company which was variously named UCA, UCA&L,
Softback Services Group, ClientLogic, and Sitel. His accomplishments there included
designing and building a reporting production scheduler that ran some 14,000 jobs
each day. In 2011, Petr Kotik invited him to present at the Ostrava Days Institute.

Divergence was created using staged composing programs, most of them
developed specifically for this purpose. All but the final stage generated material,
the central element being a pair of complementary passages, one for strings and
one for piano, both sharing the same chord. These elements were grouped into
constructs, these being associated with eight-note scales whose degrees contain all
the element-chord degrees. For the final stage, the piece as a whole divides into
statements, each limited to one construct/scale. A statement divides into clauses,
each limited to one element/chord. A clause presents several variants of the same
element/chord. Choices were often driven by the fair-share principle — if some
choices had received more than their fair share in the past, other choices would be
encouraged going forward.

Charles Ames

Lejaren Hiller — Sonata no. 3 for Violin and Piano (1971)

Sondta C. 3 pro housle a klavir — Tuto tfivétou sonatu jsem napsal béhem
listopadu a prosince 1970 v Buffalu, posledni Upravy a zmény jsem pak ucinil na své
dovolené v Lanzarote na Kanarskych ostrovech v lednu 1971. Pfipada mi ponékud
zvlastni zdGvodnovat, pro€ jsem se po tak dlouhé dobé najednou rozhodl vytvofit
,Cisté” instrumentalni, komorni dilo. Jednim z dlleZitych impulzl byla pfitomnost
Marka Sokola a Rogera Schieldse v Buffalu. Jejich virtuozita pro mé predstavovala
vyzvu a dilo jsem napsal pro uvedené interprety — takze kdyby nic jiného, sonata je
extrémneé naro¢nou skladbou. Kompozice sestdva z tradi¢niho trivétého schématu —
rychla véta v sonatové formé, pomald véta a findlni rondo. Raz skladby je ¢asto drsny
a ponékud neuprosny. Charakter dila tak kontrastuje s mymi dvéma predchozimi
skladbami tohoto typu. Ve srovnani s touto skladbou plsobi Sondta ¢. 1 (1949) jako
veseld a rozverna kompozice a Sondta ¢. 2 (1955) jako peclivé vystavéné dilo
romantického razeni. Neni nutné detailné popisovat jednotlivé véty —snad s
vyjimkou toho, Ze zde existuje dlivod, pro¢ je mozné skladbu pojimat jako ,,in C“. V
prabéhu prvni véty opakované dochazi ke zdlrazriovani ténu c, obzvlasté pak



tonové vysky cl. Prostiedni véta naopak pfedstavuje kontrast a pohybuje se okolo
toénu fis, posledni véta se opét vraci k tdnu c. Hracské party byly vytvoreny s
ohledem na moZnosti a omezeni jednotlivych nastrojl. Co se tyka klaviru, tak v
pomalé vété hrac tvori zvuky uvnitf nastroje; jinak se klavirista pohybuje vyhradné
na klaviature — ackoliv ob¢as musi ptistoupit k ponékud neobvyklym vécem, jako
napr. hrani bradou ¢i lokty.

Lejaren Hiller

Sonata no. 3 for Violin and Piano — | wrote this three-movement sonata during
November and December, 1970 in Buffalo and added some final touches and
alterations while vacationing on Lanzarote in the Canary Islands in early January,
1971. | find it rather odd to explain why | suddenly decided to write a piece of
“straight” chamber music after not having done so for a considerable number of
years. One compelling factor, at least, was the presence in Buffalo of Mark Sokol and
Roger Shields, for whom the piece was written. Their virtuosity was perhaps a
challenge — so whatever else it is, the sonata is at least crushingly difficult to play. It
is in the three traditional movements: a sonata allegro, a slow movement, and a
rondo finale. Its mood is harsh and relentless. In this way, it is quite a contrast to its
two predecessors. Sonata No. 1 (1949) is cheerful and cozy, and Sonata No. 2 (1955)
is rather full-blown and romantic, by comparison. There is really little that needs to
be said regarding each of the movements, save to note that there is a case to be
made for regarding this Sonata No. 3 to be in C. There is repeated emphasis in the
first movement on this tone —and on middle C in particular. The middle movement,
by contrast, centers around F sharp, and the final movement emphasizes C again.
Also, much of the writing for each of the two instruments derives from their
inherent possibilities and limitations. With regard to the piano, incidentally, only in
the middle movement is the pianist asked to produce sounds directly inside the
piano; otherwise, he is strictly treated as a keyboard performer, although
occasionally he is required to do some rather unusual things like play with his chin
and his elbows.

Lejaren Hiller



