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Slavomir Hofinka — Miserere pro smiseny sbor a pozoun (2014-2016)

Slavomir Hofinka (1980) je skladatel, ktery tvofi v Praze, kde Zije s
manzelkou a ¢tyrmi détmi. Ve své tvorbé se zaméruje na redukci pouzitych
prostiedkd a prizracnost hudebni struktury. Jako vychozi material pouziva
Casto melodické linie, harmonii nebo rytmickou strukturu odvozenou z analyzy
zvuku nebo hudby , bez copyrightu” (choral, etnickd hudba apod.) Ve skladbach
z posledni doby také zkouma staré nastroje a prostorovy aspekt hudby. Hofinka
pusobi jako docent na katedfe skladby Hudebni a tanecni fakulty Akademie
muzickych uméni v Praze (HAMU). Vystudoval housle na Konzervatofi
Pardubice a nasledné skladbu na HAMU v Praze ve tfidé Ivana Kurze. V roce
2008 ziskal doktorat pod vedenim Hanuse Bartoné. Jeho dila pravidelné uvadi
Orchestr BERG a zaznéla také v podani Ceské filharmonie, Ensemble Modern,
Phace Ensemble, Bennewitzova kvarteta, souboru Capella Mariana, Tiburtina
Ensemble a dalSich téles.

Miserere pro smiSeny sbor a pozoun — Kompozice vznikla z popudu
vynikajiciho vokalniho ansamblu Cappella Mariana, ktery se specializuje
predevsim na interpretaci staré hudby. Jedna se o zhudebnéni fragment(
Zalmu 50 (51) v lating, prokladanych pasaZemi z Ezechiela, Jeremiage,
Zachariase a lzajase. Inspiroval jsem se principy stfredovéké polyfonie, které
nahlizim skrz modalni terén odvozeny z harmonické rady. Soucasna verze pro
smiseny sbor a pozoun zazni letos v premiére.

Slavomir Horinka



Slavomir Hofinka (1980) is a composer who works and lives in Prague
(Czech Republic) with his wife and four children. He is composing music
focused primarily on reduction of means and transparency of structure. As
material, he often uses melodic lines, harmony or rhythms derived from sound
analysis, or music “without copyright” (plainchant, ethnic music, etc.). In his
most recent works, he has explored early instruments and the spatial aspect of
music. Horinka is associate professor at the composition department of the
Music and Dance Faculty of the Academy of Performing Arts in Prague (HAMU).
He graduated as a violinist from the Pardubice Conservatory (Czech Republic).
Following that, he studied composition at HAMU with Ivan Kurz (1999-2004).
In 2008, he graduated with a PhD in composition under the guidance of Hanus
Barton. His compositions have been performed by the Czech Philharmonic,
Ensemble Modern, the BERG Orchestra, the Bennewitz Quartet, Cappella
Mariana, Tiburtina Ensemble and others, on major stages both at home and
abroad.

Miserere for mixed choir and trombone — The composition was written at
the instigation of the excellent vocal ensemble Cappella Mariana, which
specializes in the interpretation of early music. It is a setting of fragments of
Psalm 50 (51) in Latin, interwoven with passages from Ezekiel, Jeremiah,
Zechariah and Isaiah. | have been inspired by the principles of medieval
polyphony, which | view through the modal terrain derived from the harmonic
series. The current version for mixed choir and trombone will be premiered
today.

Slavomir Hofinka
Henry Gloege — ave verum corpus (2025)

Henry Gloege (2005) je skladatel a violoncellista plsobici v Denveru a
v Chicagu. V soucasné dobé studuje bakalarsky program v oboru hudebni
skladba na Northwestern University. Ve svém dile akcentuje experimentovani,
hudebni fakturu a procesualitu.

ave verum corpus — Text pouzity v této kompozici pochazi z
eucharistického hymnu, ktery rovnéz vyuzil ve stejnojmenné skladbé William
Byrd. BEhem prace na dile jsem intenzivné studoval Ligetiho kompozici Lux
Aeterna.

Henry Gloege



Henry Gloege (2005) is a composer and violoncellist based in Denver and
Chicago. He is currently pursuing a Bachelor’s degree in Music Composition at
Northwestern University. His work emphasizes experimentation, texture, and
process.

ave verum corpus — The text used in this work comes from a Eucharistic
chant. It was also set by William Byrd in a composition of the same name. |
studied Ligeti’s Lux Aeterna extensively while composing this work.

Henry Gloege

Daniel Skala - Siluety (2025)

Cimbalista, skladatel a improvizator Daniel Skala (1981) studoval hru na
cimbal na Hudebni akademii Ference Liszta v Budapesti a hudebni kompozici na
Janackové konzervatofi v Ostravé. Jako cimbalista ziskal mnoha ocenéni na
interpretacnich soutézich u nas i v zahrani¢i a ma za sebou rovnéz radu
vystoupeni v riznych mistech svéta — za vSechny jmenujme napf. Gcast na
festivalu La Biennale v Bendatkach, Bregenzer Festspiele s Ensemble Modern
nebo koncert s amsterodamskym Asko/Schénberg Ensemble v Kalifornii a
newyorské Carnegie Hall. V soucasné dobé se Skala vénuje predevsim
kompozici a sélovym projektiim. Usiluje o rozsifeni repertodru pro cimbal a
spolupracuje proto se skladateli z celého svéta. Je zndmy jako prikopnik ve hre
na cimbal; nechal si postavit unikatni koncertni nastroj a kontinualné objevuje
nové moznosti hry. Na Ostravské univerzité (OU) prosadil otevieni oboru hra na
cimbal a ta se tak od akademického roku 2025/2026 stane prvni vysokou skolou
v CR, kde bude moZné hru na cimbdl studovat.

Jako skladatel se Skala vénuje kompozicim pro cimbal a snazi se rozsirit
moznosti vyuZiti tohoto zvukové unikatniho hudebniho nastroje, nicméné jeho
zabér je Sirsi. Vytvoril skladby pro pévecky sbor, orchestr, riznd komorni
uskupeni nebo napr. také hudbu k détskym divadelnim predstavenim. Z jeho
kompoziénich po¢inG z posledni doby jmenujme nap¥. ,neoperu” Cerveny nos,
sérii komornich skladeb s ndzvem Studie obsahovosti (tyto kompozice jsou
zapsany vyhradné znackovou notaci), projekt DeCliché nebo skladbu Zooooooo
pro pét ndstrojl a zvukovou nahravku napsanou pro Prague Quiet Music
Collective.

Siluety — Hraji na cimbal, hudebni nastroj, ktery nema stoletou historii,
proto nikdo neznd jeho skutec¢nou podstatu ani moznosti, kterymi mizeme my



hraci a hracky vladnout. Nékteré z interpretacnich technik vymyslenych pro
tuto skladbu jesté nebyly s nejvétsi pravdépodobnosti koncertné vyuzity. At uz
se jednd o hru ¢tyfmi palickami, rychlé stridani palicek béhem hry prokladané
raznymi druhy pizzicata, udery dlani nebo vyuzivani raznych druhd flazoletd —
tyto prostredky jsou ¢astecné, nebo zcela neobjevené a mnohé dalsi cekaji
nedaleko, na prahu rozpoznani. Skladba sestava ze sedmi ¢asti, siluet, které
se vSechny sbihaji uprostred: ve znéni cimbalu. Ten je logicky propojen s
perkusemi, s nimiz se v Uderech potkava, protkava a dopliuje. Dalsi hudebni
nastroje, at uz dechové nebo smyccové, tvofi oporu, podlozi, nékdy dokonce
zvukovou pefinu, do které je slast se zabofit a zUstat v ni jeSté asponi chvili. A
zpévaci a zpévacky pak vSe zastresuji svou nedostiznou prfimosti. Hraji si s
vyznamy slov, aniz by si kladli podminku k pochopeni. VSechno jsou prece
odrazy skutec€nosti, nase vnimani svéta, v tuto jedinou chvili, veskera nase
snaha porozumét, je nahliZeni siluet. Siluet obraz(, siluet zvuk, siluet
vyznamU... A nesmim zapomenout na legraci, bez té by nas svét, ani ten
hudebni, asi tolik netésil.

Daniel Skala

Cimbalom player, composer, and improviser Daniel Skala (1981) studied
cimbalom performance at the Franz Liszt Academy of Music in Budapest and
composition at the Janac¢ek Conservatory in Ostrava. He has won numerous
awards as a cimbalom performer in competitions both at home and
internationally. Notable performances include the La Biennale festival in
Venice, the Bregenzer Festspiele with Ensemble Modern, and concerts with
Amsterdam’s Asko/Schonberg Ensemble in California, and at Carnegie Hall in
New York. Currently, he primarily focuses on composing and solo
performances. As a soloist, his main goal is to expand the cimbalom repertoire
by collaborating with composers worldwide. Known as a pioneer in cimbalom
performance, he has designed his own concert instrument and continuously
develops new playing techniques. He founded the cimbalom department at
Ostrava University, which will launch in the 2025/2026 academic year, making
Ostrava University the first institution in Czechia to offer this program.

He has composed numerous pieces for the cimbalom, in which he sought to

expand the possibilities of this sonically-unique instrument. However, his range
as a composer extends much further. He has written music for choir, orchestra,
chamber ensembles, and theater performances for children. Recent significant



works include the “non-opera” Cerveny nos (Red Nose); the Studie obsahovosti
(Content Studies) series, all written in graphic notation; the DeCliché project;
and Zo000000, a piece for five instruments and field recordings commissioned
by the Prague Quiet Music Collective.

Silhouettes — | play the cimbalom, an instrument that lacks hundreds of years of
repertoire, which is why few know its true essence and the possibilities it offers
to players. Some of the instrumental techniques used in this piece have likely
never been used in concert before. Whether it’s playing with four mallets, rapid
mallet changes alternating with pizzicato, palm strikes, or various types of
harmonics, these techniques have been explored very little or not at all, and
many more await discovery, poised on the threshold of recognition. The piece
is composed of seven sections, or silhouettes, all converging at the center: the
sound of the cimbalom. The cimbalom is connected with the percussion, which
coincides with, interweaves, and complements its strikes. The other
instruments — winds and strings — provide support: substrate, sometimes even
a sonic blanket into which it is a delight to immerse oneself and linger a little
longer. The singers then tower above it all with their unrivaled directness. They
play with the meaning of words without any pressure to understand. These are
all reflections of reality, after all; our perceptions of the world at this particular
moment—all of our attempts to understand—are merely glimpses of
silhouettes. Silhouettes of images, of sounds, of meanings... And | cannot forget
fun — without it, our world, and our musical world too, would not bring me as
much joy.

Daniel Skala

Klaus Lang - cantica christinae IV — pasttime. (2021)

Rakousky skladatel Klaus Lang (1971) nechdpe hudbu jako médium, které
by mélo vyjadfovat jakykoli mimohudebni obsah (politické ¢i filozofické
myslenky, spolecenské zmény atd.). Namisto toho ji pojima jako nezavisly a
sobéstacny akusticky objekt. Vnimany a prozivany zvuk se stava ¢asovym
fenoménem — ,slysSitelnym ¢asem®. Pro Klause Langa (,,klanga“) predstavuje
Cas, ktery se vyjevuje ve znéjicim zvuku, samotnou podstatu hudby. Kdyz jsme v
kontaktu s uméleckym dilem, je mozné zpomalit nebo dokonce pozastavit nas
hekticky svét a preménit tak pravé probihajici okamzik ve vécnost a nekonecno.
Védomi toho, Ze jsou nase Zivoty ¢asové ohraniceny, umocnuje nasi touhu po



,bezcasi“, které lze zakusit pfi poslechu hudby — v jeji kontinuité ¢i prekvapivém
vyvoji. Lang vystudoval kompozici na Univerzité hudebnich a dramatickych
uméni ve Styrském Hradci a rovnéz absolvoval studium hry na varhany, které se
dodnes aktivné vénuje jako interpret a improvizator. Od roku 2006 je
profesorem na vyse zminéné univerzité ve Styrském Hradci.

past-time je o vécech a zvucich, které zde jiz jsou — jen je ¢asto nevidime
a neslySime. Aby se staly viditelnymi a slySitelnymi, je nutné zformovat prostor
a Cas. A také je treba otevrenost ke krase.

Klaus Lang

Klaus Lang (1971) does not treat music as a vessel for extra-musical
content like politics, philosophy, social change, etc. Instead, he sees it as an
independent, self-sufficient acoustic object. Sound, explored through aural
experience, becomes a temporal phenomenon — “audible time.” That is to say
that for Klaus Lang (“klang”), time manifesting itself in sound is the very
substance of music. When we commune with a work of art, it is possible to
slow our hectic world down or suspend its movement altogether, transforming
it into eternity and infinity. The knowledge that our lives must come to an end
amplifies our yearning for timelessness that can be found in music —in its
continuity and its surprising turns. Lang holds a degree in composition from the
University of Music and Performing Arts in Graz; he also trained as an organist
and remains an active organ player and improviser. In 2006, Lang was
appointed as professor of composition at the above mentioned university in
Graz.

past-time is about things and sounds that are already here. We just often
cannot see and hear them. It takes form and time to make them visible and
audible. And an openness to beauty.

Klaus Lang

Boglarka Erd8s — Rubent Ocelli (2025)

Boglarka Erd6s (2002) je madarska skladatelka, kterd aktualné studuje
obor kompozice v doktorském programu na Hudebni akademii Ference Liszta v
Budapesti. Vedle tvorby soudobé vaziné hudby se rovnéz aktivné vénuje
scénické hudbé — a to jako skladatelka i klaviristka. Jeji kompozice odrazeji vliv
tradice minimalistické hudby, kterou dale obohacuje o svij osobity zvuk.



Skladbu Rubent Ocelli 1ze nazirat jako sou¢asny madrigal, v némi je
hudebni slozka tésné spjata s emocionalnim a narativnim vyvojem textu. Dilo
vychazi ze treti Catullovy basné — elegie oplakavajici smrt Lesbiina vrabce.
Struktura skladby odrazi usporadani basné: pocina narkem, ktery vyzyva bohy a
vsechny Zivé bytosti, aby se ke smutku pfipojili. Nasleduje laskyplné vzpominani
na vrabclv radostny eldn a jeho blizky vztah s Lesbii. Okamzik tiché rezignace
pak vede k horkému vyusténi — je proklet Orcus, vladce podsvéti. Naznacené
emocionalni zvraty formuji nejenom strukturu, ale téz hudebni fakturu dila.

Boglarka Erdés

Boglarka ErdGs (2002) is a Hungarian composer currently pursuing a
postgraduate degree in composition at the Franz Liszt Academy of Music in
Budapest. In addition to composing contemporary classical works, she is
actively engaged in applied music within theatre, both as a composer and
pianist. Her compositions reflect the influence of the minimalist tradition,
blended with a unique sound.

Rubent Ocelli may be approached as a contemporary madrigal, in which
the music closely follows the emotional and narrative contours of the text. The
piece is based on Catullus 3, the elegy mourning the death of Lesbia’s sparrow.
Its structure mirrors that of the poem: it opens with a lament, invoking the
gods and all living beings to join in the grief. This is followed by a tender
recollection of the sparrow’s joyful vitality and its intimate bond with Lesbia.

A moment of quiet resignation then gives way to a bitter shift, cursing Orcus,
the god of the underworld. These emotional turns not only shape the structure,
but also the musical textures throughout.

Boglarka Erdés

Tania Ledn - En el Sendero Ancho (2015), Rimas Tropicales (2011),
El Manisero (1999)

Tania Ledn (Havana, Kuba) je Siroce uznavana jako skladatelka,
dirigentka, pedagozka a poradkyné pro umélecké zalezitosti. Jeji orchestralni
skladba Stride, vytvorena na objednavku Newyorské filharmonie, byla v roce



2021 ocenéna Pulitzerovou cenou za hudbu. V roce 2022 se stala drzitelkou
Ceny Kennedy Center Honors za celoZivotni umélecky pfinos. V roce 2023
ziskala Cenu Michaela Ludwiga Nemmerse za hudebni kompozici (na popud
Northwestern University). V soucasné dobé je rezidencni skladatelkou
Londynského filharmonického orchestru — jedna se o dvourocCni rezidenc¢ni
pobyt, ktery zapocal v zari 2023. V posledni dobé byla jeji dila premiérovana
soubory jako napf. Losangelska filharmonie, Arkansasky symfonicky orchestr,
Detroitsky symfonicky orchestr, Symfonicky orchestr NDR, Grossman Ensemble,
International Contemporary Ensemble ¢i Modern Ensemble. Jako hostujici
dirigentka spolupracovala mimo jiné s télesy jako Orchestre Philharmonique de
Marseille, Gewandhausorchester, Orquesta Sinfonica de Guanajuato Ci
Orquesta Sinfénica de Cuba. Je zakladajici ¢lenkou a prvni hudebni feditelkou
Tanecniho divadla v Harlemu, iniciovala koncertni fadu Brooklyn Philharmonic
Community, spoluzalozZila festival Sonidos de las Américas, byla poradkyni pro
oblast nové hudby pro Newyorskou filharmonii, zalozila platformu Composers
Now, ve které stale plsobi jako umélecka reditelka. Mezi jeji dalSi uznani patfi
Ocenéni Newyorského guvernéra za celozivotni prinos, uvedeni do Americké
akademie umeéni a literatury a Americké akademie véd a uméni, Cena Victora
Herberta udélovana organizaci ASCAP, ocenéni od instituce The Koussevitzky
Music, Guggenheimovy nadace ad. Ledn obdrzela ¢estné doktoraty na Colgate
University, Oberlin College, SUNY Purchase College ¢i Curtisové hudebnim
institutu. Plsobila jako ambasadorka amerického uméni a kultury v Madridu
(Spanélsko).

Tania Ledn se narodila a vyrUstala na Kubé, jiz od utlého détstvi se
vénovala hudbé a vstrebavala hudebni podnéty kubanské a latinskoamerické
hudby. Jejim snem ale bylo stat se klasickou klaviristkou — v Havané nastoupila
na Konzervator Amadea Rolddna a vénovala se predevsim studiu tradi¢niho
zapadniho repertodru. V roce 1967 se zucastnila programu Freedom Flights a
mohla tak odcestovat do Spojenych statl americkych, kde v New Yorku
pokracovala ve studiu hry na klavir. Zde vsak nedlouho poté doslo k udalosti,
ktera zménila jeji dosavadni umélecké smeérovani — v roce 1969 vypomahala
jako korepetitorka pfi tanecnich lekcich Arthura Mitchella, jenz ji nasledné
oslovil, aby se s nim podilela na zaloZeni Tane¢niho divadla v Harlemu a
plsobila zde jako hudebni feditelka. Postupné rovnéz zacala psat hudbu k
Mitchellovym tanecnim predstavenim a zaméfrila se tedy vice na komponovani
¢i dirigovani. Skladby tohoto druhu vyZaduji od tvlirce notnou davku rytmické
invence a predstavivosti, u Ledn vtomto ohledu nastal jesté dalSi posun v roce



1979, kdy navstivila rodnou Kubu. Dle jejich slov doslo ve chvili, kdy opét
uslySela zvuky zndmého prostfedi a hudbu, ktera ji v détstvi obklopovala,

v jejim téle doslova k explozi. Ve své tvorbé zacala tyto podnéty zevrubnéji
reflektovat a v mnoha nasledujicich skladbach propojila kompozi¢ni metody
zapadni hudby s kubanskymi hudebnimi postupy (napf. polyrytmy) a ¢asto téz
vychazela z podnétl kubanské kultury. Tento pfistup je zfetelny i v dilech, které
budou uvedeny v ramci festivalu Ostravské dny.

Nazev skladby En el sendero ancho (2015; Na Siroké cesté) pochazi z
uvodnich slov basné, ktera tvori textovy zaklad dila — Un simil para Maya
(Usmév pro Mayu) od kubanské autorky Iraidy Iturralde. V této skladbé Ledn
plné zuzZitkovava témbrové moznosti sborové sazby, plsobivé jsou zejména
postupné vrsené harmonické plochy, jez se v kompozici pravidelné objevuiji.
Rytmicka slozka je v porovnani s vySe uvedenymi dily asi nejvice umirnéna,
zvySenou proménlivost Ize vSak konstatovat ve vyrazu, ktery kolisa od
zasnénosti k vaznéji ladénym plochdm. Pisfiovy cyklus Rimas Tropicales (2011;
Tropické rymy) pro Zenské hlasy na slova kubanského basnika a spisovatele
Carlose Pintada je autorc¢inou puvodni tvorbou. Rytmicka sloZka je zde
dalezitym formotvornym cinitelem, je vSak navic umocnéna pruizracnou
Cistotou Zenskych hlast. Dramaturgie cyklu vychazi ze sttidani rychlosti a
atmosféry jednotlivych €asti. Uvodni pisefi tohoto cyklu, kterou dnes uslyime,
La Estrella (Hvézda), probiha v rychlejSim tempu a je pfiznacna lehce
rozpoznatelnym ndpévem (,Lei lo lai lo“). Pisen El Manisero (1999; Prodejce
arasidu) sice neni plvodni kompozici Leén, ale autorcéina svéraznd umélecka
stylizace prekracCuje béznou kategorii ,,Upravy” a posouva tento kubansky
napév smeérem k moderni kompozici. Zakladni sborové hlasy jsou vnitfné
déleny, Ledn tak ziskava dostatek prostoru, aby plné rozvinula polyrytmické
struktury a doplnila je zvukomalebnymi efekty (napr. repetitivni Sepoty v
jednotlivych hlasech) — spoluptsobeni téchto slozek je pro skladbu
charakteristické a dilo evokuje atmosféru idylického podvecera v Havané
(nejlépe s pytlikem arasidd v ruce).

Petr Zvérina

Tania Ledn (Havana, Cuba) is highly regarded as a composer, conductor,
educator, and advisor to arts organizations. Her orchestral work Stride,
commissioned by the New York Philharmonic, was awarded the 2021 Pulitzer
Prize in Music. In 2022, she was named a recipient of the 45" Annual Kennedy
Center Honors for lifetime artistic achievements. In 2023, she was awarded the



Michael Ludwig Nemmers Prize in Music Composition from Northwestern
University. Most recently, Ledn became the London Philharmonic Orchestra’s
next Composer-in-Residence — a post she will hold for two seasons, beginning
in September 2023. Recent premieres include works for the Los Angeles
Philharmonic, Arkansas Symphony Orchestra, Detroit Symphony, NDR
Symphony Orchestra, Grossman Ensemble, International Contemporary
Ensemble, and Modern Ensemble. Appearances as guest conductor

include Orchestre Philharmonique de Marseille, Gewandhausorchester,
Orqguesta Sinfénica de Guanajuato, and Orquesta Sinfénica de Cuba, among
others. A founding member and first Music Director of the Dance Theatre of
Harlem, Ledn instituted the Brooklyn Philharmonic Community Concert Series,
co-founded the Sonidos de las Américas Festival, was New Music Advisor to the
New York Philharmonic, and is the founder/Artistic Director of Composers
Now. Honors include the New York Governor’s Lifetime Achievement,
inductions into the American Academy of Arts and Letters and the American
Academy of Arts and Sciences, and fellowship awards from ASCAP Victor
Herbert Award and The Koussevitzky Music and Guggenheim Foundations,
among others. Ledn has received Honorary Doctorate Degrees from Colgate
University, Oberlin College, SUNY Purchase College, and The Curtis Institute of
Music, and she has served as U.S. Artistic Ambassador of American Culture in
Madrid (Spain).

Tania Ledn was born and raised in Cuba, where she applied herself to
music from an early age, absorbing the rich sounds of Cuban and Latin
American music. Her dream, however, was to become a classical pianist. She
was accepted into the Amadeo Roldan Conservatory, where she primarily
studied traditional Western repertoire. In 1967, she participated in the
Freedom Flights program, which enabled her to travel to New York and
continue her piano studies. By 1969, she was working as an accompanist for
Arthur Mitchell’s dance classes. Mitchell then made an offer that would forever
change the trajectory of her artistic career: he invited her to join him in
founding the Harlem Dance Theater and to serve as its musical director.
Gradually, Ledn began composing music for Mitchell’s performances, shifting
her focus toward composition and conducting. Such works demanded
significant rhythmic invention from the composer. This evolution deepened in
1979 when she visited Cuba. As she described it, upon hearing the familiar
sounds and music of her childhood environment, an explosion of inspiration
ignited within her. She began to explore these impulses more profoundly in her



compositions. Many of her subsequent works blend Western compositional
techniques with Cuban musical elements, such as polyrhythms, and they draw
broadly from Cuban culture. This approach is also evident in the pieces
presented at Ostrava Days.

The title of En el sendero ancho (2015; On the Wide Path) is taken from
the opening lines of a poem that serves as the textual foundation of the work —
Un simil para Maya (A Simile for Maya) by the Cuban poet Iraida lturralde.
Here, Ledn fully exploits the timbral possibilities of the choir. Particularly
striking are the gradually layered harmonic textures that appear regularly
throughout the piece. Compared to the works discussed above, the rhythmic
component is perhaps the most restrained, but there is much greater variation
in expression, which ranges from dreamy to serious. The cycle of three songs,
Rimas Tropicales (2011; Tropical Rhymes), for female voices sets lyrics by Cuban
poet and writer Carlos Pintado and is not based on preexisting music. Once
again, the rhythmic component is central to the form, but here it is enhanced
by the crystalline sound of the female voices. The development of the cycle is
based on alternating tempos and atmospheres across the individual sections.
The opening song, which we will hear tonight, La Estrella (The Star), is fast and
marked by a clearly recognizable melody (“Lei lo lai l0”). The song El Manisero
(1999; Peanut Vendor) is not an original composition by Ledn; her distinctive
stylization transcends a traditional “arrangement,” transforming this popular
Cuban melody into a work of modern composition. The traditional choral
groups are internally divided, providing Ledn with ample space to fully develop
her polyrhythmic structures and complement them with sonic onomatopoeic
effects, such as repetitive whispers. The interplay of these layers is
characteristic of the piece, evoking the atmosphere of an idyllic evening in
Havana (bag of peanuts in hand, ideally).

Petr Zvérina



