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Petr Cigler — Awake! (2002-25)

Petr Cigler (1978), hudebni skladatel, hornista, chemik a molekularni
designér. Kompozici formalné nestudoval a vénuje se ji cilené ve spolupraci s
interprety a festivaly, pro které pise skladby ,,na miru“. Zajima ho organizace
zvuk( a manipulace s nimi, prace s akustickymi fenomény a spoluprace s
kvalitnimi a nadSenymi interprety. Jeho orchestralni a komorni skladby vznikly
napfiklad pro Ostravskou bandu, Orchestr BERG, MoEns ensemble a byly
provedeny na koncertech a festivalech v Cesku (Praiské jaro, Ostravské dny,
Dny nové opery Ostrava), Anglii, Némecku, Svycarsku a USA. Skladba Uber das
farbige Licht der Doppelsterne byla objednana rozhlasovou stanici
Westdeutscher Rundfunk Kéln a jeji premiéra v podani Ostravské bandy byla
vysilana v pfimém prenosu na WDR 3. Kompozice Daily Patterns byla zase diky
doporuceni Mezindrodni tribuny skladatel( vysildana ve vice nez 30 zemich. V
roce 2016 méla na festivalu NODO premiéru jeho opera Tdhly zvinény pohyb
podélného predmétu.

Awake! Ukolébavka pro Zesté a perkuse — Souhra hlubokych nastrojl
poskytuje pozoruhodné zvukové moznosti, zvlasté pokud jsou jednotlivé hlasy
vedeny v tésné blizkosti. Skladba, zacinajici snad jako ukolébavka, by vas
neméla uspat, spiS naopak. Pfi provedeni prvni verze pro tfi tuby a perkuse
doslo k probuzeni i téch nejzavilejSich koncertnich spacl. Hlemyzdi, liné
spocivajici v jejich vnitfnim uchu, se mohli po dlouhé dobé zéerstva protdahnout.



Dnes premiérovana verze pribira 3 lesni rohy, které zesiluji ,,extrémni stereo” a
projasnuji zvukové spektrum skladby.

Petr Cigler

Petr Cigler (1978) is a composer, horn player, chemist, and molecular
designer. Having no formal education in composition, he chooses to collaborate
with various performers and festivals to provide “tailor-made” pieces. Cigler is
interested in organizing and manipulating sounds, as well as working with
acoustic phenomena, and enjoys collaborating with skilled and enthusiastic
performers. His work includes compositions for Ostravska banda, BERG
Orchestra, and MoEns ensemble, and his music has been performed at festivals
in the Czech Republic (Prague Spring, Ostrava Days, New Opera Days Ostrava),
Germany, Great Britain, Switzerland, and the US. His composition Uber das
farbige Licht der Doppelsterne was commissioned by Westdeutscher Rundfunk
K6In, premiering in a live broadcast on WDR 3. His piece Daily Patterns was
broadcast in over 30 countries upon the recommendation of the International
Rostrum of Composers. Cigler’s opera Protracted Sinuous Movement of a
Longitudinal Object was performed at NODO festival in Ostrava in 2016.

Awake! Lullaby for brass and percussion — The interplay of low
instruments offers remarkable sonic possibilities, especially if the individual
voices are led close to one another. This piece, which begins, perhaps, as a
lullaby, should certainly not lull you to sleep — quite the opposite. During the
performance of the first version, for three tubas and percussion, it roused even
the deepest sleepers. The cochleas, lazily resting in their inner ear, could finally
stretch. The version premiered today adds three horns, which amplify the
“extreme stereo” and brighten the sound spectrum of the piece.

Petr Cigler

Petr Kotik — Ariane (2001/2024)

Petr Kotik (1942, Praha) je nezavislym skladatelem a hudebnikem. Jako
dirigent a flétnista interpretuje vlastni kompozice i dila skladatell, ktefi ndlezi
do okruhu umélcu, s nimiz bud’ pfimo spolupracuje, nebo je to hudba
historicka, kterou Kotik pokladd za dulezitou ¢ast vyvoje smérujicim k diliim
nasi doby. Jeho aktivity byly vidy vedeny uUsilim vyrovnat se s sou¢asnymi
umeéleckymi a hudebnimi otazkami. Jeho technicka vybavenost jako vykonného
umeélce mu umoznovala realizovat narocné projekty, ¢asto povazované za



nerealistické. Od pocatku své drahy spolupracoval s hudebniky vysokych kvalit,
coz je jeden z divodu, proc projekty, které inicioval, uspély. Je zndm jako
zakladatel a inicidtor mnoha ansambl( (v Praze to byly Musica Viva Pragensis
(1961-1964) a QUaX Ensemble (1966—1969), v New Yorku S.E.M. Ensemble a
S.E.M. Orchestra (1970—-dodnes), v Ostravé Ostravska banda (2005—dodnes) a
ONO (2017—-dodnes)) a rady projekt( (napf. Festival hudby vyjimecnych délek
(1997) v Praze, Ostravské dny (2001—-dodnes), Beyond Cage Festival (2012) v
New Yorku, Dny nové opery Ostrava (2012—dodnes)). Jako skladatel je Kotik
autodidakt, i kdy? kompozici studoval — nejdive u Vladimira Sramka a hlavné u
Jana Rychlika v Praze (1959-1963), nasledné na Videnské hudebni akademii u
Karla Schiskeho a Hannse Jelinka (1963—-1966). Jiz v zacatcich své kariéry byl
ovlivnén myslenkami a koncepty Johna Cage. K jeho dllezitym inspira¢nim
zdrojliim se pozdéji priradili Gertrude Stein, R. Buckminster Fuller a Ezra Pound.
Autorova skladatelska tvorba zahrnuje symfonicka, komorni i operni dila. Kotik
je uméleckym feditelem Ostravského centra nové hudby, Zije a pracuje v New
Yorku, kam se odstéhoval v roce 1969, a Ostravé (s ¢astymi pracovnimi
navstévami Prahy).

Ariane —V 90. letech hrala v S.E.M. Ensemble francouzska violoncellistka

Ariane Lallemand. V roce 2001 se rozhodla vratit se do Francie a usporadala
v New Yorku sélovy koncert na rozloucenou. Pozadala mé tehdy o skladbu,
kterou by zaradila na program. Tak vznikla Sondta pro violoncello a klavir
Ariane. Skladbu jsem narychlo zkomponoval a hned po koncerté na ni prakticky
zapomnél. Az nedavno ji Hana Dohndlkova zaradila na program koncertu rady
soudobé hudby, pofadanou orchestrem PKF — Prague Philharmonia v Praze.
Prekvapilo mé to. Kdyz jsem konecné noty nasel, uvédomil jsem si, Ze skladba
vyzaduje jesté spoustu prace. Pouzil jsem tedy material z roku 2001, spojil ho
s nové sloZzenymi ¢astmi a skladbu prejmenoval na Ariane. Skladbu jsem
dokoncil 18. dubna 2024 a premiéra v New Yorku byla o deset dni pozdéji.
V Praze se Ariane hrala na koncerté PKF v lednu 2025. Ted zazni znovu na
Ostravskych dnech 29. srpna.

Petr Kotik

Petr Kotik (1942, Prague) has been an independent composer and musician
throughout his professional life. As a conductor and flautist, he performs both his
own compositions and works by composers whom he regards as relevant to his
own musical concerns. Kotik’s activities have always been guided by his sense of
contextual issues within contemporary art and music. His ability as a performer
and organizer have enabled him to realize projects often thought to be



unrealistic. The projects Kotik has undertaken succeed partly thanks to his
association with outstanding musicians. He has founded and directed music
ensembles both in the Czech Republic and the U.S. — Musica viva Pragensis (1961—
1964) and QUaX Ensemble (1966—1969) in Prague, the S.E.M. Ensemble and
Orchestra of the S.E.M. Ensemble (1970) in New York, Ostravska banda (2005)
and ONO Orchestra (2017) in Ostrava — and numerous projects — the festival
“Music of Extended Duration” (1997) in Prague, Ostrava Days (2001), Beyond
Cage Festival (2012) in New York, and New Opera Days Ostrava (2012). Although
Kotik can be identified as a self-taught composer, he studied composition in
Prague with Vladimir Sramek and Jan Rychlik (1960-1963), and later at the
Akademie fur Musik in Vienna with Karl Schiske and Hanns Jelinek (1963-1966).
Since the early stages of his career, Kotik has been influenced by the ideas and
concepts of John Cage and later drew his inspiration from Gertrude Stein, R.
Buckminster Fuller, and Ezra Pound. His work spans symphonic compositions,
chamber works and opera. Kotik is the artistic director of Ostrava Center for New
Music and lives and works in New York City and Ostrava with occasional working
visits to Prague.

Ariane — In the 1990s, French cellist Ariane Lallemand was a member of
the S.E.M. Ensemble. In 2001, she decided to return to France and organized a
solo concert in New York as a farewell. She asked me to compose a piece for
the program, which became the Sonata for Cello and Piano Ariane. | wrote the
piece quickly and almost immediately forgot about it after the concert. It was
only recently that Hana Dohnalkova included it in the contemporary music
series of PKF — Prague Philharmonia, which surprised me. When | finally found
the sheet music, | realized the piece still needed significant work. | used the
original material from 2001, combined it with newly composed sections, and
renamed the piece Ariane. | completed it on 18 April 2024 and the premiere
took place in New York ten days later. The piece was performed in Prague at
the Prague Philharmonia concert in January 2025 and will be performed again
at Ostrava Days on August 29.

Petr Kotik

Julia Piasecka — Nocturne for solo piano (2024)

Julia Piasecka (2001) je polska skladatelka plisobici v Krakové. Jeji dila
byla provedena ve spolupraci s hudebniky z Filharmonického orchestru mésta
Zelend Hora a ze souboru Spoétdzielnia Muzyczna Contemporary Ensemble.



Autorciny kompozice byly téZ ocenény na polskych hudebnich soutézich —
ziskala prvni misto v Narodni skladatelské soutézi Adama Didura (2024) a druhé
misto v soutézi The Dark Side of Art, kterou porada Hudebni akademie Felikse
Nowowiejského v Bydhosti. Od roku 2023 se aktivné podili na organizaci
festivalu nové hudby Elementi v rémci Hudebni akademie Krzysztofa
Pendereckého v Krakové. Absolvovala Stredni hudebni Skolu Wtadystawa
Zelenského a od roku 2022 studuje kompozici a eurytmii na Hudebni akademii
Krzysztofa Pendereckého v Krakové.

Nokturno pro klavir pfedstavuje zvukovou nocni krajinu navozujici
atmosféru touhy, osaméni a hledani blizkosti. Autorka ve skladbé vyuziva
osobity harmonicky jazyk, ktery — v kombinaci se zdanim pozastaveni ¢asu —
utvari jddro expresivniho obsahu dila.

Julia Piasecka

Julia Piasecka (2001) is a Polish composer based in Krakéw. Her work has
involved collaborations with musicians from the Zielona Géra Philharmonic
Orchestra and the Spétdzielnia Muzyczna Contemporary Ensemble. Her
compositions have been recognized in national competitions, earning First
Prize at the Adam Didur National Composers’ Competition (2024) and Second
Prize in The Dark Side of Art competition, organized by the Feliks Nowowiejski
Academy of Music in Bydgoszcz. Since 2023, she has also been actively involved
in organizing the Elementi new music festival at the Krzysztof Penderecki
Academy of Music in Krakdw. She graduated from the Wiadystaw Zeleriski State
Secondary Music School and has been studying composition and eurhythmics
at the Krzysztof Penderecki Academy of Music in Krakow since 2022.

Nocturne for solo piano is a sonic nightscape that evokes a mood of
longing, solitude, and the search for closeness. It also explores the composer’s
harmonic language, which — combined with the piece’s sense of temporal
suspension — forms the core of its expressive content.

Julia Piasecka

Gyorgy Kurtag — Mdrta’s Ligature (2020/2025)

Gyorgy Kurtdg (1926) se narodil v Lugoji (Rumunsko) a od roku 1940
studoval hru na klavir u Magdy Kardos a kompozici u Maxe Eisikovitse v
Temesvaru. Po prestéhovani do Budapesti se v roce 1946 zapsal ke studiu



nékolika obord na Hudebni akademii Ference Liszta. Mezi jeho ucitele patfili
Sandor Veress a Ferenc Farkas (kompozice), P4l Kadosa (klavir) a Led Weiner
(komorni hudba). V letech 1957-1958 Kurtdg pobyval v Pafizi, kde se zucastnil
kurz(i vedenych Olivierem Messiaenem a Dariem Milhaudem. Soucasné vsak v
této dobé trpél zavaznymi depresemi a dochazel na terapii k Marianne Stein.
Jeji pomoc ozivila autorovu kompozi¢ni ¢innost a zasadné ovlivnila jeho dalsi
umeélecky vyvoj. Tato zkuSenost jej vedla k prehodnoceni skladatelského
pristupu; po navratu do Budapesti pak vytvoril Smyccovy kvartet, ktery oznacil
jako opus 1. Od roku 1967 byl asistentem Pdala Kadosy na Hudebni akademii
Ference Liszta a nasledujici rok zde byl jmenovan profesorem komorni hry. Tuto
pozici zastdval aZz do svého odchodu do dichodu v roce 1986 a na Skole
vyucoval az do roku 1993. Po padu komunistického rezimu v Madarsku pUsobil
v 90. letech prevainé v zahranici. Absolvoval nékolik reziden¢nich pobytt jako
skladatel — Berlinska filharmonie (1993-1994), Konzerthaus ve Vidni (1995),
Nizozemi (1996-1998), opét Berlin (1998-1999) a nakonec Paftiz (1999-2001).
Kurtag ziskal v roce 2006 prestizni Grawemeyerovu cenu za hudebni kompozici
za svou skladbu ...concertante.... Jeho opera Fin de Partie (Konec hry), podle
stejnojmenného dramatu Samuela Becketta, méla premiéru v roce 2018 v
milanském divadle La Scala a je povazovana za autorovo opus magnum.

Boosey & Hawkes (upraveno)

Skladba Madrta ligaturdja byla napsana v roce 2020 pro soélovy klavir.
Nazev odkazuje ke Kurtagoveé Zzené Marte, pedagozce a klaviristce, ktera
zemrela v roce 2019. V uvedeném roce Kurtagovi oslavili 72 let spolecného
Zivota. Pro autora to byla neuvéritelna osobni i profesni ztrata, jelikoZ s ni Uzce
spolupracoval na veskeré své tvorbé. Skladba je tak tichou vzpominkou a
pribéhem prozitého Zivota po boku spfiznéné duse. Cimbalista Lukacs Miklds,
predni madarsky interpret nejnovéjsiho Kurtagova cimbalového dila, presvédcil
autora, aby skladbu upravil pro cimbal. Vznikly prozatim tfi verze a dnes vecer
bude uvedena nejaktualnéjsi verze vytvorena v letoSnim roce. Gabriela
Krchnackova dilo nastudovala pod vedenim pravée Lukacse Mikldse v ramci
Fesztival Académia 2025. Madrta ligaturdja bude publikovana letos na podzim
v 11. dilu Jdtékok, notovy materidl poskytlo nakladatelstvi Editio Musica
Budapest.

Gabriela Krchnackova



Gyorgy Kurtdg (1926) was born at Lugos (Romania) and from 1940 he
took piano lessons from Magda Kardos and studied composition with Max
Eisikovits in Timisoara. Moving to Budapest, he enrolled at the Franz Liszt
Academy of Music in 1946 where his teachers included Sandor Veress and
Ferenc Farkas (composition), Pal Kadosa (piano) and Leé Weiner (chamber
music). In 1957-1958 Kurtag studied in Paris where he attended the courses of
Olivier Messiaen and Darius Milhaud. During this time however, Kurtag was
suffering from a severe depression — he received psychological therapy from
Marianne Stein, an encounter that revivified the composer and strongly
stimulated his artistic development. As a result, he rethought his ideas on
composition and marked the first work he wrote after his return to Budapest,
String quartet, as his opus 1. From 1967 he was assistant to Pal Kadosa at the
Franz Liszt Academy of Music, and the following year he was appointed
professor of chamber music. He held this post until his retirement in 1986 and
subsequently continued to teach at the Academy until 1993. With increased
freedom of movement in the 1990s he has worked increasingly outside
Hungary, as composer in residence with the Berlin Philharmonic (1993-1994),
with the Vienna Konzerthaus (1995), in the Netherlands (1996—1998), in Berlin
again (1998-1999), and a Paris residency (1999-2001). Kurtdg won the
prestigious 2006 Grawemeyer Award for Music Composition for
his ...concertante.... His opera Fin de Partie, based on Samuel Beckett’s play,
was premiered by La Scala Milan in 2018 and was acclaimed as his opus
magnum.

Boosey & Hawkes (edited)

Marta ligaturdja was originally composed in 2020 for solo piano. The title
refers to Kurtag’s wife, Marta, a pianist and teacher who passed away in 2019,
after they had shared 72 years of life together. This was an immense personal
and professional loss for the composer, as he had closely collaborated with her
on virtually all of his work. The piece is thus a silent memory — a story of a life
lived side by side with a kindred soul. Cimbalom player Lukacs Miklés, the
leading Hungarian performer of Kurtag’s most recent works, persuaded the
composer to create a cimbalom transcription of the piece. To date, three
versions have been written, and tonight we will hear the most recent, created
this year. Gabriela Krchriackova rehearsed the work under Lukacs Miklds’s
guidance at the 2025 Fesztival Académia. Madrta ligaturdja will be published



this autumn in the 11th volume of Jatékok. The sheet music was provided by
Editio Musica Budapest.

Gabriela Krchnackova

Benjamin Kotik — Mikronos (2024)

Benjamin A. Kotik (alias Kotik, 2001, Ostrava) pochazi z hudebni rodiny.
V utlém véku zacal hrat na housle. Se svymi rodici zil stfidavé v Ostravé a New
Yorku. V Ostravé pusobil jako houslista v détskych folklornich souborech; v
Brooklynu navstévoval lekce basové kytary na Brooklyn Music Factory a hral v
rockovych kapeldch. Pokracoval ve hie na basovou kytaru (Chelton Grey).
Rovnéz hral na housle v souboru InterSchools Orchestras, se kterym vystoupil v
Carnegie Hall a Jazz at Lincoln Center. Kotik absolvoval stfedni skolu Fiorello H.
LaGuardia High School of Music, Art and Performing Arts na Manhattanu, kde
pokracoval ve studiu houslové hry (véetné soukromych lekci) a plsobil ve
Skolnim symfonickém orchestru. Znalosti hudebni teorie si prohloubil béhem
soukromych lekci u skladatele a dirigenta Carla Bettendorfa z Kolumbijské
univerzity. Po dokonceni stfedni Skoly v roce 2019 zapocal studovat kompozici
na Brooklyn College v New Yorku. PFi navitévach Ceské republiky konzultoval
svou tvorbu se skladatelem Michalem Ratajem. Béhem bakalarského studia
zalozil v Brooklynu vlastni nahravaci studio. Vénuje se tedy také rapu a produkci
hudby pro ostatni umélce. Po dokoncéeni Brooklyn College byl pfijat do
bakalarského programu v oboru skladba na HAMU, kde studuje pod vedenim
Michala Rataje. Kotik sklada hudbu pro klasické nastroje a rovnéz vytvari
rapovou hudbu — ve své tvorbé se pokousi oba svéty propojit.

Mikronos —Vzhledem k tomu, Ze se osobni komunikace stale vice
presouva do svéta digitalnich médii, objevuje se generace lidi, ktefi usiluji o
osobnéjsi vztahy. Touzi po blizkosti, ale zaroven zazivaji pocity osameéni — a
pravé proto mohou intenzivnéji prozivat negativni emoce, jako jsou stres Ci
Uzkost. Skladba Mikronos je o ¢lovéku (mluvi a piSe na tabuli), ktery si v
dnesnim svété nevi rady sam se sebou. Je to samotar, ktery zkousi nové véci,
ale pocituje marnost, protoze rozhodujici odpovéd neprichazi. Ve skladbé se
slova pouze vyslovuiji a jsou rytmicky bohaté strukturovana. Vypraveéc, hlavni
postava skladby, v jejim prabéhu piSe na tabuli ¢tyfi rzné fraze:

POMOC
MYSLIM, ZE JSEM V PORADKU



ROZUMITE MI?
JE PO VSEM?

Benjamin A. Kotik

Benjamin A. Kotik (alias Kotik, 2001, Ostrava) comes from a musical
family. He started playing the violin just before the age of four. He lived
alternately with his parents in Ostrava and New York. Thanks to playing the
violin, he performed in a children’s folklore ensemble in Ostrava, and in
Brooklyn, he also played bass guitar at the Brooklyn Music Factory privately
and in rock bands. He continued playing bass guitar with private lessons from
Chelton Grey. He also played violin in the InterSchools Orchestras, with which
he performed at Carnegie Hall and Jazz at Lincoln Center. Kotik graduated from
Fiorello H. LaGuardia High School of Music & Art and Performing Arts in
Manhattan, where he continued playing the violin (also taking private lessons)
and played in the school’s symphony orchestras. He supplemented his
knowledge of music theory with private lessons at Columbia University with
composer and conductor Carl Bettendorf. After graduating from high school in
2019, he began studying composition at CUNY Brooklyn College. During his
visits to the Czech Republic, he consulted his compositional work with
composer Michal Rataj. During his bachelor’s studies, he founded his own
recording studio in Brooklyn and, in addition to creating rap music, also
produces music for other artists. After graduating from CUNY Brooklyn College,
he was accepted in 2023 into the bachelor’s program in composition at the
Academy of Performing Arts in Prague. He studies under Michal Rataj. Kotik
composes both music for classical instruments and works in the genres of rap
music; he strives to connect both worlds in his work.

Mikronos — As face-to-face communication is transforming into a more
acceptable digitalized medium, a generation of people eventually emerge,
aiming for more personal relationships. Individuals longing for personal
relationships, but who simultaneously experience loneliness can show greater
intensity when feeling stressed or anxiety. The composition Mikronos is about a
person (speaks and writes on a board) who doesn’t know how to deal with
himself in today’s world. He is a loner who tries new things, but feels futile
because a decisive answer never comes. The words are only spoken and are



richly based in rhythm. The speaker, the main character, writes four different
phrases on the board throughout the piece:

HELP

| THINK I’'M FINE

DO YOU UNDERSTAND ME?
IS IT OVER?

Benjamin A. Kotik

PART Il - MADAME
Christopher Butterfield - Madame Wu said... (Ostrava version, 2006/2025)

Christopher Butterfield (1952) se narodil ve Vancouveru (Kanada). Jako
chlapec zpival ve sboru King’s College Choir (Cambridge, VB). Poté, co se
rozhodl stat skladatelem, studoval u Rudolfa Komorouse ve Victorii (Britska
Kolumbie) a u Biilenta Arela ve Stony Brook (New York). V letech 1977 az 1992
Zil v Torontu a Montrealu, kde pUsobil v rockové kapele Klo a uplatnil se téz
jako performer zvukové poezie a dalSiho performacniho uméni. Od roku 1992
do roku 2023 vyucoval kompozici na Victorijské univerzité. Spolupracoval s
choreografy Billem Colemanem, Laurencem Lemieux, Billem T. Jonesem,
Benoitem Lachambrem a Jennifer Mascall, pro néz skladal hudbu a také s nimi
vystupoval. Jeho preklady tfi her parizského dadaisty Georgese Ribemont-
Dessaignese byly v roce 2015 vydany nakladatelstvim Wakefield Press. V roce
2016 vydal label Collection QB album Trip, které obsahuje autorovy skladby pro
smyccové nastroje v interpretaci montrealského souboru Quatuor Bozzini.
Butterfieldova zvukova instalace Room for Mystics (Pokoj pro mystiky), na niz se
podilel spolecné s vytvarnici Sandrou Meigs, byla na konci roku 2017
prezentovana v Ontarijské umélecké galerii (Toronto). Jako performer se
podilel na realizaci alba Fonerga, jez sestava ze zvukovych basni nizozemské
umeélkyné Grety Monach; zminénou desku vydal v lednu 2022 label Edition
Wandelweiser. V roce 2023 pak label Redshift Records vydal alboum Souvenir,
které obsahuje nahravky Butterfieldovych komornich dél v podani souboru
Aventa Ensemble (Victoria, Britska Kolumbie).

Madame Wu rekla... (ostravska verze, 2006/2025) — Vidy jsem byl
fascinovan procesualnim uménim, at jiz akustickym, vizualnim anebo jejich



kombinaci. Dobrym prikladem tohoto pfistupu v hudbé je skladba Steva Reicha
Four Organs (1970); ve vytvarném umeéni se pak jedna o malby umélkyné
kanadského plivodu Agnes Martin (1912-2004). Ve zminénych pripadech
nedochazi k tomu, Ze by autori své procesy skryvali — k tomu naopak pfistupuje
kuprikladu Anton Webern, ktery ve svych serialnich dilech jaksi ,zatajuje”
vrstvy organizace hudebni struktury, protoZe neni dllezité, aby posluchaci
vedéli, jak byly tyto kompozice zhotoveny. Némecka konceptudlni umélkyné
Hanne Darboven (1941-2009) nejvice proslula svymi rozmérnymi
minimalistickymi instalacemi, jez se skladaji z Ciselnych tabulek pokryvajicich
mnoho stranek — svym zpUsobem se jedna o neldinavné zaznamenavani ¢asu.
Darboven rovnéz vytvarela hudbu, presnéji reCeno, ustanovovala procesy a
realizovala je ve formé partitur (napr. Op. 17a (1996) pro sélovy kontrabas;
Symfonie 1, 2, 3 a A-B-C). V roce 2005 jsem se rozhodl zkomponovat klavirni
trio, které by jako vychozi generativni princip vyuzivalo totdl 352 souzvukovych
druht vystavénych z 12 ténl chromatické stupnice, jez ve své knize Zdklady
moderni harmonie popisuje Cesky hudebni teoretik a skladatel Karel Janecek.
Abych svij materidl dale omezil, pfevedl jsem Ciselné vyjadieni kazdého
souzvukového druhu do rytmickych hodnot (napf. souzvukovy druh 231 =
¢tvrtova nota (2), ¢tvrtova nota s teckou (3), osminova nota (1)). Léta plynula.
Hrubou verzi skladby Madame Wu rekla... jsem dokoncil na pocatku roku 2025.
Z ¢asovych dlvod( jsem pro ostravské provedeni dila vytvofil verzi, kterou tvori
71 souzvukovych druht z celkovych 352 (jde tedy zhruba o 1/5 celkové délky
skladby); kompozice postupuje od prostych jednozvuk( ke komplexnim
dvanactizvuklim. Madame Wu je hlavni postavou knihy Pavilon Zen z roku 1946
od Pearl S. Buck. Jednd se o roman o Zivoté v ¢inské domdacnosti na pocatku 20.
stoleti. Mé podékovani patri Kanadské radé pro umeéni a instituci Banff Centre
for the Arts za jejich podporu.

Christopher Butterfield

Christopher Butterfield (1952) was born in Vancouver (Canada). As a boy
he sang in King’s College Choir (Cambridge, UK). Deciding to be a composer, he
studied with Rudolf Komorous in Victoria (British Columbia), and Biilent Arel in
Stony Brook (New York). From 1977 to 1992 he lived in Toronto and Montreal,
where he played in the rock band Klo, and gave performances of sound poetry
and performance art. From 1992 to 2023 he taught composition at the
University of Victoria. He has collaborated with, composed for, and performed
with choreographers Bill Coleman, Laurence Lemieux, Bill T. Jones, Benoit
Lachambre and Jennifer Mascall. His translations of three plays by Paris Dada



Georges Ribemont-Dessaignes were published by Wakefield Press in 2015. In
2016 label Collection QB released Trip, a cd of his music for strings performed
by Montreal’s Quatuor Bozzini. His sound installation Room for Mystics, a
collaboration with visual artist Sandra Meigs, was shown at the Art Gallery of
Ontario (Toronto) in late 2017. He performed on a cd of Dutch artist Greta
Monach’s sound poems, Fonerga, released on Edition Wandelweiser in January
2022. In 2023 Redshift Records released Souvenir, a cd of Butterfield’s chamber
music performed by Aventa Ensemble (Victoria, British Columbia).

Madame Wu said... (Ostrava version, 2006/2025) — | have always been
interested in process-based art, whether acoustic or visual, or both. A good
example in music is Steve Reich’s Four Organs (1970). In visual art, the
paintings of Canadian artist Agnes Martin (1912—2004). These examples do not
hide their process — the serial pieces of Anton Webern, however, hide their
layers of organization —it’s not important for the audience to know how
they’re constructed. The German conceptual artist Hanne Darboven (1941-
2009) was best known for large-scale minimalist installations consisting of
handwritten tables of numbers that covered many pages — a kind of relentless
accounting of time. She also wrote music, that is to say, she set up processes
and had them realised as scores (e.g. Op. 17a (1996) for solo contrabass;
Symphonies 1, 2, 3 and A-B-C). In 2005 | set out to compose a piano trio that
would use as its generating principal the complete set of 352 chordal
combinations built from the 12 tones of the chromatic scale that the Czech
theorist and composer Karel Janecek described in his book Foundations of
Modern Harmony. In order to further constrain the material, | converted the
identification numbers for each chord into durations (e.g. 231 = quarter note
(2), dotted quarter note (3), eighth note(1)). Years passed. | completed a draft
of Madame Wu said... early in 2025. Due to exigencies of time, I've made a
version for Ostrava comprising 71 sections from the total set of 352 (about 1/5
of the total length), moving from the simplest chord (one note) to the most
complex (twelve notes). Madame Wu is the central character in Pavilion of
Women, American author Pearl S. Buck’s 1946 novel about life in an early 20th-
century Chinese household. My thanks to the Canada Council for the Arts and
the Banff Centre for the Arts for their support.

Christopher Butterfield



PART Ill - VOICE & PIANO
Giacinto Scelsi — Wo Ma (1960)

Giacinto Scelsi (1905—-1988) se zacal vénovat uméni, hudbé a literature
béhem 20. let 20. stoleti. Ve 30. letech se seznamil s rlznymi modernimi
kompozi¢nimi postupy a technikami, jako napf. s dodekafonii, a ovlivnily ho
teoretické ndzory Alexandra Nikolajevice Skrjabina ¢i Rudolfa Steinera. Za
druhé svétové valky nalezl Gtocisté ve Svycarsku, kde bylo provedeno jeho
Smyccové trio (1942) a nékolik klavirnich skladeb. Pro autora to bylo ndro¢né
obdobi, béhem néhoz se zacal intenzivnéji zajimat o poezii, vytvarné umeéni,
vychodni mysticismus Ci esoterismus. V této nestabilni dobé Scelsi prijal a
aktivné rozvijel vychodni filozofické mysleni, zenové uceni a jogu — coz se zcela
zfetelné odrazilo i v jeho tehdejSim (do znacné miry experimentalnim) pristupu
k hudbé. Po valce se Scelsi prestéhoval do Rima, kde Zil aZ do své smrti. Jeho
tvorba je charakteristicka napf. uplatnénim novych postup(l pro tradi¢ni
nastroje, vyuzitim ondioly (prvniho elektronického nastroje schopného
produkovat ctvrttony ¢i osminotdny) a také kompozi¢ni metodou vychazejici ze
spontanni improvizace. Ta je zahalena jakousi mlhou zenové prazdnoty — pravé
tento aspekt Cini autorovu hudbu vyjimecnou a obtizné uchopitelnou. Scelsiho
proces vytvareni dél byl rovnéz unikatni: nahraval své improvizace na
magnetofonovy pasek a nasledny prepis svéfoval svym spolupracovnikim, ktefi
pfi transkripci pracovali pod jeho dohledem. Vysledna partitura byla doplnéna
radou podrobnych interpretacnich instrukci a vysvétlivek, aby bylo dosazeno
specifického zvuku, o néjz Scelsi uzkostlivé usiloval.

Nadace Isabelly Scelsi (upraveno)

Wo Ma pro basbaryton — Povaha téchto ¢tyr kratkych kusu je jaksi
»instrumentalni“ a neni to ndhoda: tfi z nich totiz pochazeji z autorova cyklu Tre
Pezzi pro trombon. Scelsi vytvofil jeSté dalsi skladbu pro libovolny hluboky
nastroj ¢i hlas — Maknongan. Ackoliv textovy podklad kompozice Wo Ma pusobi
jako sled nesmyslnych, zvukomalebnych vyrazi, obsahuje ,,skryté slabiky”,
pouzijeme-li obrat z basné Johna Ashberyho. Pozorny poslucha¢ mize v
hudebnim proudu rozpoznat slovo ,,Ur” — ndzev mezopotamského méstského
statu (Scelsi uvadél, zZe se zde udajné narodil v nékterém ze svych minulych
Zivotl). Predtucha zaniku tohoto mésta je pak zachycena v autorové skladbé
Yamaon pro bas, soubor hlubokych nastroji a posvatné slovo ,O0m*“. Wo Ma je



virtuozni sélovd kompozice, kterd se pohybuje okolo centrdlnich ton(, jez
pokryvaji cely rozsah basového hlasu. V tomto ohledu tak skladba vyvraci vyrok
Marii Callas a dokazuje, Ze hlas MUZE byt vytahem.

Nicholas Isherwood

Giacinto Scelsi (1905-1988) started making his way into the art, music
and literary world during the 1920s. During the 1930s he became interested in
compositional languages and techniques such as twelve-tone serialism and the
musical theories of Alexander Skrjabin and Rudolf Steiner. He found refuge in
Switzerland during Second World War, where he presented String Trio (1942)
and various other piano works. These were troubled years for Scelsi and here
he cultivated a deep interest for poetry, visual arts, Oriental mysticism and
esotericism. His active acceptance of Oriental philosophies, Zen doctrines, Yoga
date back to this moment of great instability and rediscovery that clearly shines
through his musical experimentation of the time. Afterwards, Scelsi moved to
Rome where he lived until his death. His most significant compositions are
characterized e.g. by applying new uses to traditional instruments, the
introduction of the ondiola (the first electronic instrument able to produce
qguarter tones and eighth tones) but above all, what stands out is his
unconditioned way of improvising, as if wrapped in a mist of Zen-like
emptiness. Scelsi’s compositional method was quite unique: he would record
his improvisations on a magnetic tape, subsequently entrusting the
transcription to collaborators that would then work under his guidance. The
score would then be completed with detailed instructions on its interpretation
and measures in order to obtain the specific sound so meticulously researched
by Scelsi.

The Isabella Scelsi Foundation (edited)

Wo Ma for bass baritone voice — If these four short pieces seem
“instrumental”, it is not a coincidence: three of them constitute his Tre Pezzi for
trombone. Scelsi wrote another piece, Maknongan, for any low instrument,
including a low voice. Nonetheless, the text, which seems to be a meaningless
series of onomatopeia, contains “hidden syllables” to quote a John Ashbery
poem. An attentive listener will recognize “Ur”, the name of the Mesopotamian
city (Scelsi’s first birth place) whose destruction is prophecied in Scelsi’s piece
Yamaon for bass voice and an ensemble of low instruments and the sacred



word “Om”. Wo Ma is a virtuoso solo, structurally moving around central
pitches, that covers the full range of the bass voice and proves Maria Callas
wrong: the voice CAN be an elevator.

Nicholas Isherwood

Frederick Rzewski — Mayn Yingele (1988-1989), Egyptian Songs (1981),
Snacks (1981)

Skladatel a klavirista Frederic Rzewski (1938-2021) patfil k nejvlivnéjsim
postavam americké hudebni avantgardy. Na umélecké scéné se etabloval v
prabéhu Sedesatych let a v roce 1966 zalozil s Alvinem Curranem a Richardem
Teitelbaumem slavny soubor Musica Elettronica Viva (MEV), ktery spojoval
improvizaci s komponovanou hudbou a elektronikou. Tyto experimenty pfimo
vyustily v Rzewského prvni dulezita dila, napf. Les Moutons de Panurge —
uvedena kompozice je prikladem tzv. ,procesni hudby”, v jejimz ramci se
prolind spontanni improvizace a predem vypracovany notovym material s
instrukcemi. Rzewského , klasicko-improvizacni hybridy” patfi k
nejuzndvanéjsim skladbam svého druhu — a to pfedevsim kvili vrouci energii,
ktera se v téchto dilech ukryva. Svou tvorbou spoludefinoval tvar nové hudby v
povalecné Americe. Dlouhodobé kombinoval chlapeckou energi¢nost a hravost,
jakou muzeme nalézt napf. u Aarona Coplanda, s prisné experimentalnim
ramcem, ktery je naopak priznacny napr. pro Johna Cage. Rzewski se vSak
nerozpakoval psat ani tonalni ¢i zabavné skladby, jeho hudba tak stoji v primém
protikladu k ¢asté hermeti¢nosti avantgardnich dél.

Mayn Yingele (v jidis ,,MQj maly chlapec”) je zndm3 jidis pisen napsana v
roce 1887, kterd vychazi z textu basné Morrise Rosenfelda. Je povaZzovana za
klasiku tzv. ,sweatshop pisni“ (sweatshop — priimyslovy podnik s drsnymi
pracovnimi podminkami, kde délnici pracovali mnoho hodin denné za nizké
mzdy, ¢asto v nebezpeénych podminkach; sweatshopy byly v USA rozsifeny
zejm. v 19. stoleti — pozn. prekl.) a popisuje nezavidénihodnou situaci
imigranta, jenz pracuje mnoho hodin a prakticky nevidi svého malého synka.

V pisni nafika nad nedostatkem casu, ktery maze stravit se svym ditétem — kdyz
odchazi do prace, dité se teprve probouzi, a kdyz se vraci pozdé vecer domd,
dité uz spi. Rzewského klavirni skladba Mayn Yingele predstavuje soubor variaci
na zminénou pisen. Autor zacal na dile pracovat 7. listopadu 1988, dva dny
pred padesatym vyrocim tzv. Kristalové noci (Kristallnacht), pogromu, ktery



vypukl v nacistickém Némecku. Forma tématu s variacemi nebyla povale¢nymi
skladateli prakticky vyuzivana a lze tedy fici, Ze poté, co Rzewski premiéroval
kompozici Thalmann Variations (1974) Cornelia Cardewa, navratil se k této
formé a vyuzil ji v roce 1975 ve svém hodinovém opusu magnum The People
United Will Never Be Defeated. Nasledovala dalsi dila v této formé, jako
kuprikladu kompozice Mayn Yingele, a autor ji uplatnil také ve druhé casti
desetihodinového cyklu The Road nazvané Tracks. Kupodivu ve stejné dobé,
kdy se blizilo vyroci 50 let od udalosti Kfistalové noci, zapocal pracovat na dvou
dilech Rzewského pritel a kolega ze souboru MEV Alvin Curran — jednalo se o
skladby Crystal Psalms pro ansambl, sbor a dalsi interprety a Shtet/ Variations,
kde jsou jidis melodie podrobovany variacni praci a davaji vzniknout nové
hudbé. Kompozice Mayn Yingele byla poprvé uvedena klaviristkou Ursulou
Oppens, ktera rovnéz premiérovala Rzewského skladbu The People United Will
Never Be Defeated.

Daan Vandewalle

The Egyptian Songs (Egyptské pisné) pro basbaryton a klavir — Tyto Ctyri
starovéké egyptské texty prelozila egyptolozka Miriam Lichtheimova. Jde o
jednoduché, ale nikoliv banalni texty, které oplyvaji urcitou prirozenou
moudrosti. Kromé pisné Love Song (Milostnd piseri), jez zpévak interpretuje
soloveé, byly ostatni ¢asti zkomponovany pro hlas a klavir — proto tedy oznaceni
»pisné”.

Snacks pro basbaryton a klavir — Tato kompozice v sobé odrazi dalsi
Rzewského talent, a to schopnost improvizace. Ackoliv je zpévni part peclivé
vypracovan, klavirni part je cely improvizovany. A dodejme, Ze téz zpévak na
konci kazdé ¢asti improvizuje. Texty sestdvaji z riznych sebranych, ponékud
potrhlych a politicky nekorektnich poznamek (,,vSe, co je politické, neni
korektni a vSe, co je korektni, neni politické” — Niki de Saint Phalle), které se
vztahuji k ,,opiu lidstva“, tj. nabozenstvi. Texty i presto nastoluji zajimavé
otazky, jez nuti k zamysleni: Pro¢ jsou Japonci jako Jack Sprat, ktery nemohl jist
tuéné, a Ameri¢ané jako jeho Zena, kterd nemohla jist libové maso? (Narazka na
détskou rikanku ,Jack Sprat could eat no fat, His wife could eat no lean. And so
between them both, you see, They licked the platter clean.” — pozn. prekl.) Proc
nékteri Indiani radéji hladovi, nez aby porazili dobytek? Pro¢ Irové nejedli



béhem neulrody brambor a nasledného hladomoru ryby? Tyto hudebné
podmanivé pisné dovoluji interpretdm, aby to ,rozbalili jako jazzovi hudebnici
Ci ¢lenové souboru MEV.

Nicholas Isherwood

Frederic Rzewski (1938—-2021) was among the major figures of the
American musical avant-garde to emerge in the 1960s, and has been highly
influential as a composer and performer. In 1966, he founded the famous
ensemble Musica Elettronica Viva (MEV), with Alvin Curran and Richard
Teitelbaum. MEV combined free improvisation with written music and
electronics. These experimentations led directly to the creation of Rzewski’s
first important compositions, pieces such as Les Moutons de Panurge, a so-
called “process piece”, which combines elements of spontaneous improvisation
with notated material and instructions. Rzewski’s “improv-classical hybrids” are
some of the most successful of their kind to have been produced, thanks to the
fervent energy at the core of his music. Rzewski’s music is among the
repertoire of pieces that define postwar American new music. He had
consistently showcased the exuberant boyish pleasures of a composer like
Aaron Copland within the rigorously experimental framework of a composer
like John Cage. Often unapologetically tonal and fun, Rzewski’s music cuts right
through the frequent churlishness of avant-garde music.

Mayn Yingele (meaning “My Little Boy” in Yiddish) is a famous Yiddish
song based on a poem by Morris Rosenfeld written in 1887. It’s considered a
classic “sweatshop song” and depicts the struggles of an immigrant father who
works long hours, barely seeing his young son awake. The song laments the
lack of time to interact with his child, as he leaves for work before the child
wakes and returns home late, often after the child has gone to sleep. The piano
piece Mayn Yingele is a set of variations on this song. Rzewski started to write
this piece on November 7", 1988 — 2 days before the 50" anniversary of the
infamous Kristallnacht in Nazi Germany. Virtually no Post-World War
Il composer used the form of theme and variations, and one could say
that after having played the premiere of Cornelius Cardew’s Thalmann
Variations (1974), Rzewski re-introduced this form by his hour long Opus
magnum The People United Will Never Be Defeated in 1975, to be followed by
several other “theme and variations” Such as Mayn Yingele or in the second
part of his 10 hour long cycle The Road called Tracks. Interestingly, the idea to



work around the 50" anniversary of Kristallnacht coincides with 2 pieces that
his MEV colleague and friend Alvin Curran who wrote around the same time
Crystal Psalms for ensemble, choir and much more, and Shtetl/ Variations that
transform Yiddish melodies into something new. Rzewski’s Mayn Yingele was
premiered by Ursula Oppens — the same pianist who had also premiered The
People United Will Never Be Defeated.

Daan Vandewalle

The Egyptian Songs for bass baritone voice and piano — These four
ancient Egyptian texts were translated by the Egytologist Miriam Lichtheim.
Simple, but not simplistic, they have a homespun wisdom. Aside from the Love
Song, which is a vocal solo, they all have composed piano and voice parts and
are thus called “songs”.

Snacks for bass baritone voice and piano — Snacks incorporates another
of Rzewsky’s talents: improvisation. Although the voice part is meticulously
notated, the piano part is entirely improvised, and even the singer improvises
at the end of each piece. The texts are a series of goofy, politically incorrect
(“nothing that is political is correct and nothing that is correct is political” — Niki
de Saint Phalle) jabs at the “opium of the people,” religion, that nonetheless
ask thought probing questions: why are the Japanese like Jack Sprat, who
would eat no fat, and the Americans like his wife, who would eat no lean? Why
do some Indians go hungry, rather than slaughtering cattle? Why didn’t the
Irish eat fish during the potato famine? These musically compelling songs let
the performers “take it out,” like jazz musicians, or MEV members.

Nicholas Isherwood

John Cage — Three Songs for Voice and Closed Piano

Americky skladatel John Cage (1912-1992) zasahl svym vlivem i ostatni
druhy uméni (tanec, divadlo, poezie, vytvarné uméni, film), kde jeho podnéty
dosly pomérné Sirokého uplatnéni. Pro jeho tvorbu je charakteristicky radikalni
rozchod s evropskou hudebni tradici i do té doby béZznym chapanim umeéni. Po
pocatecnich experimentech s hledanim novych zvuki dospiva Cage kolem roku
1950 k osobité koncepci hudby, ktera usiluje o preklenuti propasti mezi
Uménim a Zivotem. Zd@razfiuje roli pozornosti v percepci uméni a upozorfiuje,



Ze i ticho je plné zvuku (kterych si béZné nevsSimame). Podnétem mu byly
prednasky D. T. Suzukiho o zen buddhismu, zejména uceni o pluralité center
(,kazda bytost je stfredem Vesmiru®), které se stalo zakladem Cageova nového
pojeti hudebniho ¢asu a souhry (nebot nadale je v jeho dile kazdy hudebnik
pojiman jako nezdvisld individualita).

Three Songs for Voice and Closed Piano (Tri pisné pro hlas a zavieny klavir)

A Flower (1950, Kvétina) — Tato vokaliza, ktera by méla byt
interpretovana jako lidova pisen, je jednoduchost sama. Na nékolika fadcich
notové osnovy je Cage schopen vytvorit maly skvost, podobné jako Picasso Ci
Mird ve svych drobnych kresbach. Cage se vidy usmival a nas také dovede
rozesmat svymi ,holubimi vibraty” a ,,zvuky divokych kachen” (jak predepisuje
v notach). Klavirista zpévaka doprovazi vesele vytukavanymi rytmy na viko
zavieného klaviru.

The Wonderful Widow of Eighteen Springs (1942) — Po divokych
kachndch, holubech a vokalize se ocitdme ve vybraném a odusevnélém svété
prozy jednoho z nejkomplexnéjsich dél Jamese Joyce. Zpévak i klavirista jsou
nyni vice zaméstnani a jejich party jsou o poznani sloZitéjsi. Zevrubna analyza
textové slozky by si patrné vyzadala védeckou studii, nam vsak postaci si
uvédomit, Ze se zde vyskytuji kuptikladu skryté slabiky Ci aliterace, napf. ,Isobel
la belle”.

Pisen Nowth upon Nacht (1984) je chronologickym pokracovanim
predchozi skladby The Wonderful Widow of Eighteen Springs. Cageovym
zamérem bylo, aby pisen Nowth upon Nacht byla provadéna vzapéti po ni —
avSak nutno dodat, Zze k tomu dochazi spise vyjimecné. Do vysokého, viesticiho
hlasu vpadava bouchani klavirniho vika a nastroj tak vlivem stisknutého
pravého pedalu cely rezonuje. Jedna se o drsnou kompozici plnou hnévu. Cage
pisen vénoval své pritelkyni a vynikajici zpévacce Cathy Berberian — charakter
skladby patrné reflektuje nelehka |éta zavéru jejiho Zivota.

Nicholas Isherwood

The influence of American composer John Cage (1912-1992) has not
been limited to music: his ideas have found broad appeal across diverse areas
of art (dance, theater, poetry, visual art, and film). His work is notable for its



radical split with European musical tradition and the conception of art
prevalent in the mid 1900’s. Around 1950, after his initial experimental search
for new sounds, he came to a distinctive conception of music, striving to bridge
the abyss between art and life. Cage emphasized the role of attention in the
perception of art, pointing out that silence, too, is always filled with sounds
(which normally remain unnoticed). D. T. Suzuki’s lectures on Zen Buddhism
fascinated Cage, especially the teaching on plurality of centers (“every being is
the center of the Universe”), which became the basis of Cage’s new conception
of musical time and coordination (from this point on in Cage’s work on, each
musician was treated as an independent individual).

Three Songs for Voice and Closed Piano

A Flower (1950) — This vocalise to be sung like a folk song is simplicity
itself. With a few lines, Cage creates a little gem, like Picasso or Mird. Cage was
always smiling and laughing and he makes us do so with his pigeon vibrato and
his wild duck noises. The pianist happily taps along with his rhythms.

The Wonderful Widow of Eighteen Springs (1942) — From ducks, pigeons
and vocalisation, we arrive in the subtle, sophisticated world of the prose of
one of James Joyce’s most complex works. The voice and piano parts also are
busier and more intricate. It would require a scholarly article to analyse the
text, but let it suffice to say that there are also hidden syllables here, as well as
alliteration, such as “Isobel la belle.”

Nowth upon Nacht (1984) is the chronological sequel to The Wonderful
Widow of Eighteen Springs and is intended to be performed directly after it,
although it rarely is. The high shrieking in the voice part is punctuated by
slamming the piano lid shut, liberating the resonance of the instrument with
the sustaining pedal. It is a rough, angry piece, dedicated to his friend the great
singer Cathy Berberian and perhaps remembering her difficult final years.

Nicholas Isherwood



PART IV — ONLY CELLO
Eliane Radigue — Naldjorlak (2005)

Eliane Radigue (1932) je jedinou francouzskou skladatelkou své generace,
kterou mGzeme oznacit za prukopnici hudby pro syntezatory. Jeji svébytna
estetika spociva v tom, Ze razy mezi frekvencemi v jejich dilech nahrazuji
rytmus a dalsi tradi¢ni prostredky organizace zvuku. Autorcina kompozi¢ni
metoda vétsSinou vychazela z nahravani a mixovani syntezatorovych zvuk na
magnetofonovy pasek — jednalo se o velmi naro¢ny a zdlouhavy proces, kdy si
dokonceni nékterych skladeb vyzadalo az tfi roky. Nicméné i tak katalog jejich
skladeb zahrnuje vice nez dvacet hodin hudby, coz z ni Cini jednu z
nejproduktivnéjSich umélkyn v tomto oboru. V roce 1955 se setkala s Pierrem
Schaefferem a brzy poté se stala staZistkou v Experimentalnim studiu
Francouzského narodniho rozhlasu/televize. Radigue se provdala za umélce
Armana a v roce 1958 prerusila praci ve studiu, aby se mohla vénovat vychovée
svych tri déti — nicméné i presto v té dobé studovala hru na harfu a hudebni
teorii na Konzervatofri v Nice. V letech 1967-1968 pracovala s Pierrem Henrym
ve studiu Apsome, kde mu asistovala pfi praci na dilech La Messe de Liverpool
(Liverpoolskd mse) a L’Apocalypse de Jean (Apokalypsa Janova). Tehdy také
zacala tvofrit sva prvni dila, jez se vSak ve Francii nedockala pfilis velkého
ohlasu. Obrat v tomto ohledu nastal béhem jejiho pobytu v New Yorku, kdy ji
taméjsi experimentalni scéna zacala brat vazné jako umélkyni. V New Yorku se
také seznamila s osobnostmi jako James Tenney, Malcolm Goldstein, Philip
Glass, Steve Reich, La Monte Young, Phill Niblock, Alvin Lucier, John Cage ad. V
letech 1970-1971 byla rezidencni skladatelkou na New York University School
of the Arts, kde méla ve studiu Mortona Subotnicka pristup k modularnimu
syntezatoru Buchla 100 (jednomu z prvnich, ktery byl kdy vytvoren). Ke konci
svého newyorského pobytu experimentovala se syntezatory Moog,
Electrocomp, Putney a ARP 2500. Posledni jmenovany nastroj, ARP 2500, si
zakoupila a odvezla s sebou do Pafize — od té doby komponovala prakticky
vyhradné na tomto syntezatoru. Jeji rand dila pro syntezatory si ve Spojenych
statech vydobyla znaény véhlas a v roce 1973 dostala Radigue dalsi nabidku —
stat se rezidencni skladatelkou ve studiich elektronické hudby na CalArts a
Univerzité v lowé. Radigue v roce 1974 objevila tibetsky buddhismus a odebrala
se do duchovniho ustrani, ke komponovani se vratila az v roce 1978. V roce
2006 byla ocenéna prestizni cenou Prix Ars Electronica za dilo L’ile re-sonante
(Rezonujici ostrov; 2000). V roce 2001, po zhruba tficeti letech prace se
syntezatorem ARP 2500, zacala Radigue spolupracovat vyhradné s



instrumentalisty. Autorc¢ina hudba byla uvedena na mnoha vyznamnych
festivalech a premiérovana napri¢ Evropou a Spojenymi staty.

IRCAM (upraveno)

Skladba Naldjorlak je prvnim dilem uréenym pro sélistu a akusticky
nastroj, jez Radigue vytvorila bez vyuziti elektroniky ¢i predem nahranych
prvkl. V kompozici je violoncello pojimano jako extrémné vratka zvukova
plocha, cely ndstroj je pak naladén dle tzv. vi¢ich interval(, jez jsou nestabilni jiz
ze své podstaty. Dilo probiha ve velmi peclivé vymezené tridilné forme,
provedeni skladby je mozné ptirovnat k akustickému prizkumu, jehoz zvukovy
vysledek nelze predem presné odhadnout. Naldjorlak je plodem dvouleté
spoluprace Eliane Radigue s Charlesem Curtisem, toto dilo také stalo na
pocatku skladatel¢ina mimoradného tvirciho vzmachu — autorka néasledné
napsala mnoho novych kompozic pro akustické nastroje, jez spadaji do série
skladeb nazvané Occam Ocean.

The only French composer of her generation that may be considered a
pioneer of music for synthesiser, Eliane Radigue (1932) created an aesthetic in
which acoustic beating between frequencies replaces rhythm and other, more
traditional means of organising sound. Radigue’s compositional process, which,
for the most part, consisted of recording and mixing sounds produced by
synthesisers on magnetic tape, was meticulous, with each work taking up to
three years to complete. Nonetheless, her catalogue of electronic works
comprises more than twenty hours of music, making her one of the most
prolific artists in the field. In 1955, Radigue met Pierre Schaeffer, and soon
thereafter became an intern at the French National Radio/Television
Experimental Studio. The wife of artist Arman and mother of three children,
Radigue left the studio in 1958 to raise her family, while nonetheless taking
harp and music theory lessons at the Nice Conservatory. From 1967 to 1968,
she worked with Pierre Henry at the Apsome Studio, serving as his assistant for
the creation of La Messe de Liverpool and L’Apocalypse de Jean. It was around
this time that Radigue composed her first known works. However, she received
little recognition in France for her early compositions. It was in the
experimental scene in New York that Radigue was first taken seriously as an
artist. While in New York, she became acquainted with figures including James



Tenney, Malcolm Goldstein, Philip Glass, Steve Reich, La Monte Young, Phill
Niblock, Alvin Lucier, and John Cage, among others. From 1970 to 1971,
Radigue was composer-in-residence at New York University School of the Arts,
where she had access to the Buchla 100 modular synthesiser (one of the first
ever created) in Morton Subotnick’s studio. Towards the end of her time in
New York, Radigue experimented with Moog, Electrocomp, Putney, and ARP
2500 synthesisers. She purchased her own ARP 2500 and took it back with her
to Paris, composing almost exclusively using this instrument. Her first works for
synthesiser garnered considerable attention in the United States and in 1973,
Radigue was again offered a composition residency at the electronic music
studios of CalArts and University of lowa. In 1974, Radigue discovered Tibetan
Buddhism and undertook a spiritual retreat; she only returned to composition
in 1978. In 2006, Radigue was awarded the prestigious Prix Ars Electronica for
her work L’ile re-sonante (2000). Since 2001, after some thirty years of working
with the ARP 2500, Radigue only collaborates with instrumentalists. Radigue’s
music has been programmed in numerous prestigious festivals, and continues
to be premiered throughout Europe and the United States.

IRCAM (edited)

Naldjorlak is the first composition by Eliane Radigue for a solo performer
and an acoustic instrument without electronic support or pre-recorded
elements. Naldjorlak reimagines the cello as a site of extreme sonic
uncertainty, in which all sounding elements of the instrument are tuned to the
wolf sonority, itself an inherently unstable phenomenon. In a painstakingly
delineated three-part form, the performance enacts a real-time acoustical
investigation, the exact sounding results of which cannot be determined in
advance. The product of a two-year-long collaboration between Eliane Radigue
and Charles Curtis, this composition laid the groundwork for the extraordinary
florescence of new works for acoustic instruments that comprise the Occam
Ocean series.



PART V — NOCNi SOLA / NIGHT SOLOS

Viktoria Grahv — Crescendo for insane birds (2023)

Viktoria Grahv (1984) je estonska skladatelka, ktera studovala kompozici
na Hudebni Skole Georga Otse v Tallinnu pod vedenim Tatjany Kozlovy-
Johannes a nasledné na Estonské hudebni a divadelni akademii (EAMT) u
Heleny Tulve. Aktualné pokracuje ve studiu kompozice v magisterském
programu na EAMT. Autorcina hudba se vyznacuje predevsim citlivym
pristupem ke zvuku, hojnosti barev, snovou kifehkosti a prekvapivymi postupy.
Ve své tvorbé se Grahv snazi hudebné reflektovat poetické texty a dusevni
rozpoloZeni. Autorciny skladby zaznély na rGznych festivalech, jako napf.
Estonské dny hudby, Athénsky festival digitalniho uméni (Recko), SIMN —
Mezinarodni sympozium nové hudby (Brazilie), Cultura e Sustentabilidade
(Portugalsko) ad. Od roku 2024 je ¢lenkou Estonského svazu skladateld.

Crescendo for insane birds (Crescendo pro silené ptdky) — Prvotni impulz
ke vzniku této skladby je spojen s Prahou, kterou jsem navstivila na pocatku
Cervence 2022. V téchto dnech bylo horko, ale o vecerech ¢asto pfichazely
boure. Z okna jsem pozorovala, jak ptaci reaguji na hfméni — rychle poletovali a
byli opravdu hlasiti. Tento vyjev mé inspiroval k vytvoreni basné, ktera se
pozdéji stala zakladem skladby Crescendo for insane birds.

Viktoria Grahv

Viktoria Grahv (1984) is a composer from Estonia. She has studied
composition in Georg Ots Tallinn Music School (teacher Tatjana Kozlova-
Johannes) and Estonian Academy of Music and Theatre (EAMT; Helena Tulve).
Grahv continues her composition studies in the EAMT master’s program.
Grahv’s music is characterized by sound sensitivity, abundance of colors,
dreamlike fragility and unexpected solutions. In her work, she looks for ways to
reflect poetic texts and states of mind in music. Grahv’s works have been
performed at festivals such as Estonian Music Days, Athens Digital Arts Festival
(Greece), SIMN — International Symposium of New Music (Brazil), Cultura e
Sustentabilidade (Portugal) and others. She has been a member of the Estonian
Composers Union since 2024.



Crescendo for insane birds — The initial impulse for this piece is related to
Prague, where | was in early July 2022. The days were hot, but in the evenings
thunder began. | watched from the window how birds react to the thunder by
rushing and screaming, and wrote a poem about it, which later became the
subject of a piece Crescendo for insane birds.

Viktoria Grahv

Vaida Vovere — Poems for clarinet (2024)

Vaida Vovere (2002) je skladatelka, kterd v souc¢asné dobé studuje
elektroakustickou hudebni kompozici na Estonské akademii hudby a tance.
Pochazi z Litvy, kde absolvovala hudebné-divadelni program na Cathedral Choir
School v Rize. Jeji pfedchozi kompozi¢ni zkusenosti jsou spojeny pfedevsim s
psanim pisni a poezie. Autorka debutovala koncertem nazvanym Varsmas
(Verse), kde skloubila své pisné a poezii — jeji hudbu provedl ansambl jazzovych
hudebnik( a obsahovala prvky improvizace ¢i mluveného slova. Toto debutové
vystoupeni ji vyneslo nominaci na litevskou cenu Kilogram kultury. Jeji basné
byly vydany tiskem a taktéz vyuzity dalSimi skladateli v jejich pisfnové tvorbé Ci
jako textovy podklad pro rozsahlejsi dila. Vovere se ve svém nynéjsim
umeéleckém vyzkumu soustreduje na tvorbu ambisonickych zvukovych basni,
kdy manipuluje s nahravkou hlasu a pohrdva si s nachazenim novych zdroj
zvuku; zaroven sklada instrumentalni dila, kde rovnéz vyuziva slova — at jiz jako
inspiraci, nebo jako kompozi¢ni prostfedek. Na skladatelské soutézi Estonské
akademie hudby a tance byla ocenéna diplomem za dilo I’ll always come back
(VZdycky se navrdtim) pro flétnu, klarinet, housle, violoncello a klavir a hrace na
tyto ndstroje. V uvedené kompozici bylo od interpretl vyzadovano, aby kromé
hry na své ndstroje téz zpivali a divadelné vystupovali jako herci. Vovere by v
budoucnu rada spojila své zkusenosti z hudebniho divadla s prostredky a
technikami soucasné elektroakustické hudby a zaroven si zachovala svij
jedinecny umeélecky pfistup a styl.

Poems for clarinet (Bdsné pro klarinet)

,»,€s apzinos“ — ,,uvédomuiji si“

Hir tikai zilbes un skanas” — , existuji pouze slabiky a zvuky*
»garniem kaligrafiski kakli“ — , kaligrafické krky volavek”
ytautasdziesma“ —, lidova pisen”

»ar skatu uz juru“ — ,,upreny pohled na more”



Tato skladba je prvnim autoréinym instrumentdalnim dilem pro sélovy
nastroj. Vytvofila jej béhem studia u Ula Krigula a pdvodné se jednalo o studii
zamérenou na prozkoumavani instrumentdlnich moznosti a technik klarinetu.
Pro tvorbu melodii byly vyuZity texty, které byly psany literarni technikou
proudu védomi. Tento pfistup autorka uplatfiuje i ve své pisfiové tvorbé, kde
usiluje o organické propojeni melodické a rytmické struktury slov. Pouziti
rozSirenych nastrojovych technik pfimo souvisi s nachdzenim podnétt pro
divadelni prvky. Skladatelka je pfesvédcena o tom, Ze hudba je s divadlem lzce
provazana a interpreti by neméli byt pouze hudebniky ¢i herci; skladatelé by
proto méli ve svych partiturach oznacovat divadelni a intuitivni podnéty dila —
stejné zfetelné jako predepisuji kupfikladu dynamiku i artikulaci.

Vaida Vovere

Vaida Vovere (2002) is a composer studying electroacoustic music
composition at the Estonian Academy of Music and Theatre. She comes from
Latvia where she graduated from Riga Cathedral choir school’s musical theatre
programme. Her previous composition experiences were mostly with
songwriting and poetry. Vovere’s original music debut was a concert Varsmas
(Verses). The concert combined her songs and poetry; it was performed by an
ensemble of jazz musicians, including elements of improvisation and spoken
word. After this debut she was nominated for the Latvian award Kilogram of
culture. Her poems have been published and used for other composers’ songs
and larger scale works. Now Vovere’s main artistic research has been making
ambisonic audial poems, where she manipulates recordings of the voice, plays
with finding new sound sources; she is also working on writing instrumental
pieces while still utilizing words as either inspiration or a tool. She was awarded
with a diploma in the Estonian Academy of Music and Theatre’s composition
contest, where she wrote I’ll always come back a play for flute, clarinet, violin,
cello and piano and their respective players. In this piece the players were
required to sing and act, as well as play. Vovere is looking to combine her
experiences in musical theatre with the tools and techniques of contemporary
electroacoustic composition as well as maintain her unique artistic view and
style.



Poems for clarinet

“es apzinos” — “l comprehend”

“ir tikai zilbes un skanas” — “there are only syllables and sounds”
“garniem kaligrafiski kakli” — “the calligraphic necks of herons”
“tautasdziesma” — “a folk song”

“ar skatu uz juru” — “a gaze towards the sea”

This piece is Vovere’s first instrumental solo piece. It was developed
while studying with Ulo Krigul and was originally intended as a practice in
exploring the abilities and techniques of the clarinet. The melodies were
created using the text from a stream of consciousness. It follows Vovere’s
praxis of songwriting and finding the organic melodic and rhythmic structure of
words. The work of extended techniques went hand in hand with finding
impulses for theatrics. The composer believes that music is closely tied to
theatre, so the performers need to be not just musicians and actors while
composers need to indicate the theatrical and intuitive impulses of the piece,
just as clearly as they indicate dynamics and articulations.

Vaida Vovere

Paolo Griffin — The Purpose of an Empty Room (2022)

Paolo Griffin je skladatel a kurator pusobici v Torontu (Tkarén:to). Ve
svém dile propojuje zkoumani ladicich systému, peclivy a procesudlné
orientovany pristup ke zvukové formé Ci strukture a rizné druhy
udalosti/interakci mezi procesy. Hudebni server PAN M 360 napsal, Ze jeho
hudba , posluchace situuje do jakési zvukové mikrogravitace”. Griffin se vénuje
praci se zvukem, textem, performanci, improvizaci a zabyva se téz vytvarenim
notované hudby Ci partitur, jeZ jsou zalozeny na textovych pokynech a
udalostech. Je uméleckym vedoucim souboru Freesound — deviticlenného
ansamblu zamérujiciho se na interpretaci soudobé hudby, ktery sidli v Torontu.
Griffin se dale zasazuje o to, aby uméni bylo inkluzivni a umoznovalo Siroké
zapojeni znevyhodnénych ¢i handicapovanych — pUsobi jako generdlni reditel
organizace Xenia Concert, ktera kazdoro¢né planuje a porada koncerty, jez jsou
pfimo uréené pro lidi s autismem ¢i handicapované. V soucasné dobé je
predsedou spravni rady ¢asopisu Musicworks Magazine a zaseda v Torontské
umélecké radé, kde je ¢lenem Vyboru pro hudbu.



The Purpose of an Empty Room (Ucel prdzdné mistnosti). Prazdna
mistnost, at uz uréena ¢i neurcend, predstavuje prostor k prozkoumani, jenz
nabizi nespocet moznosti.

Paolo Griffin

Paolo Griffin is a composer and curator based in Toronto (Tkardn:to)
whose work combines explorations of tuning systems with a rigorous, process-
based approach to sonic form, structure, and forms of action/interaction
between processes. With music described as placing “the listener in a kind of
sonic microgravity” (PAN M 360), Griffin’s practice spans sound, performance,
text, improvisation and includes the creation of notated music and text/event
scores. He is the Artistic Director of Freesound, a nine-person contemporary
music collective based in Toronto. Griffin is an advocate of accessible arts and
disability inclusive practices and works as the Managing Director of Xenia
Concerts, each year designing and delivering sensory-friendly concerts for the
autism and disability communities. He is currently the Board Chair of
Musicworks Magazine and sits on the Toronto Arts Council Music Policy
Committee.

The Purpose of an Empty Room. Both defined and undefined — an empty
room is a space to be explored, full of possibilities.

Paolo Griffin

Jimmie LeBlanc — Point Omega (2019)

Jimmie LeBlanc (1977, Québec) se ve svych skladbach snazi nazirat hudbu
jakoZzto prostor zachycujici intenzitu pocitl a jejich logiku. Hudebni dilo pojima
jako pomysiné télo, které je formovano viemi moznymi zplsoby cirkulace
energie. V posledni dobé je pro jeho tvorbu pfiznaéné zaméreni na zkoumani
vztahu mezi smysly a pocity — a to prostfednictvim explicitnéjsiho zaclenéni
mimohudebnich odkazu. LeBlanc je absolventem Hudebni konzervatore v
Montrealu v oborech kompozice a hudebni analyza, doktorat ziskal na Schulich
School of Music na McGillové univerzité. Jeho hudba si vydobyla misto na
lokalni i mezinarodni scéné a byla provedena soubory jako napr. Ensemble
Contrechamps, Esprit Orchestra, Quatuor Bozzini, Nouvel ensemble moderne,
Ensemble Paramirabo, Continuum Ensemble, Camerata Aberta, Quasar
Saxophone Quartet ¢i mnohymi sdlisty. Je autorem publikaci Luigi Nono et les
chemins de I’écoute (Luigi Nono a zpusoby poslechu, 2010) a Xenakis’



Aesthetics: The Paradoxes of a Formalist Intuition” (Xenakisova estetika:
Paradoxy formalistické intuice, 2012). LeBlanc plsobi jako odborny asistent v
oboru kompozice na Hudebni fakulté Univerzity v Montrealu.

Bod Omega — ,Vse se zdalo byt skute¢né, to tempo bylo paradoxné
skutecné, téla, kterd se sotva pohybovala, muzikalné, v prostoru dvandcti téon,
véci, které se sotva dély, pri¢ina a nasledek tak drasticky odtrzené od sebe, ze
mu to pripadalo skutecné, tak, jako jsou vsechny véci ve fyzickém svété, kterym
nerozumime, prohlasovany za skutecné.”

. ,Protoze ted prichazi introverze. Otec Teilhard o tom védél, o bodu
Omega. O konci nasi biologie. PoloZzme si otazku: Musime byt navzdy lidmi?
Védomi je vyCerpano. Zpét k anorganické hmoté. To chceme. Chceme byt
kameny v poli.”

,,,Védomi se hromadi. Za¢ind odrdzet sebe sama. Je to témér
matematicky fenomén. Skoro jako by existoval néjaky zatim neodhaleny
matematicky Ci fyzikalni zakon, podle néhoz mysl pfesahuje vsemi sméry
dovnitf. Bod Omega,‘ prohlasil. ,At uz je vyznam tohoto vyrazu jakykoli, jestli
ma vlbec néjaky vyznam a neni to jen takovy ten ptipad, kdy se jazyk zoufale
snazi zachytit néjakou prestavu mimo nasi zkusenost.’

,Jakou predstavu?’

,Paroxysmus. Budto v podobé naprosté premény mysli a duse nebo
néjaké pozemské kreci. Touzime po ném.’

,Vy si myslite, Ze po ném touzime.’
,Ano, touzime po ném. Po néjakém paroxysmu.‘“

Uryvky/ukdzky pochézeji z knihy Bod Omega (2010), jejim? autorem je Don
Delillo (¢esky preklad — Lucie Mikolaskova).

In his compositions, Jimmie LeBlanc (1977, Québec) explores how music
can be thought in terms of capture of forces and logic of sensation. He
considers the space of the musical work as a body that takes shape in all the
possibilities of energy circulation it contains. More recently, the interaction
between sense and sensation, through the more explicit integration of extra-
musical references to his music, characterizes his research. A graduate of the
Conservatoire de musique de Montréal in composition and musical analysis,



and holding a doctorate in composition from the Schulich School of Music at
McGill University, his music has carved out a place for itself on local and
international scenes with, among others, Ensemble Contrechamps, Esprit
Orchestra, Quatuor Bozzini, Nouvel ensemble moderne, Ensemble Paramirabo,
Continuum Ensemble, Camerata Aberta, the Quasar Saxophone Quartet, and
many soloists. He is the author of books Luigi Nono et les chemins de I'écoute
(2010), and Xenakis’ Aesthetics: The Paradoxes of a Formalist Intuition (2012).
LeBlanc is assistant professor of composition at the Faculty of Music of
Université de Montréal.

Point Omega — “It felt real, the pace was paradoxically real, bodies
moving musically, barely moving, twelve-tone, things barely happening, cause
and effect so drastically drawn apart that it seemed real to him, the way all the
things in the physical world that we don’t understand are said to be real.”

“‘Because now comes the introversion. Father Teilhard knew this, the
omega point. A leap out of our biology. Ask yourself this question. Do we have
to be human forever? Consciousness is exhausted. Back now to inorganic
matter. This is what we want. We want to be stones in a field.””

“‘Consciousness accumulates. It begins to reflect upon itself. Something
about this feels almost mathematical to me. There’s almost some law of
mathematics or physics that we haven’t quite hit upon, where the mind
transcends all direction inward. The omega point,” he said. ‘Whatever the
intended meaning of this term, if it has a meaning, if it’s not a case of language
that’s struggling toward some idea outside our experience.’

‘What idea?’

‘What idea. Paroxysm. Either a sublime transformation of mind and soul
or some worldly convulsion. We want it to happen.’

‘You think we want it to happen.’
‘We want it to happen. Some paroxysm.””

Extraits/excerpts are from the book Point Omega (2010) by Don Delillo.

Miroslav Srnka — Origami (2015)

Miroslav Srnka (1975, Praha) studoval hudebni védu na Univerzité
Karlové pod vedenim Jarmily Gabrielové a ddle skladbu na Akademii muzickych



uméni v Praze u Milana Slavického. U&astnil se vymé&nnych programa a
kompozic¢nich kurzi pod vedenim Ivana Fedeleho, Philippa Manouryho a
dalSich. V roce 2009 obdrzel prestizni Skladatelskou cenu Ernsta von Siemense
a Cenu Nadace Wilfrieda Steinbrennera. V roce 2005 uvedla Berlinska statni
opera Srnkovu kratkou operu Wall (Zed) podle Jonathana Safrana Foera av
roce 2016 se uskutecnila v Bavorské statni operfe v Mnichové premiéra jeho
»dvojopery” South Pole (Jizni pdl), v niz pod vedenim Kirilla Petrenka ucinkoval
napf. Rolando Villazén ¢i Thomas Hampson. Vycet téles, festivalll a divadel,
které si primo objednaly nebo premiérové uvedly Srnkovy skladby, zahrnuje
predni soubory jako BBC Philharmonic, Los Angeles Philharmonic, Berlinsti
filharmonikové, Ensemble Modern, PKF — Prague Philharmonia; ¢i festivaly
Contempuls, Milano Musica, Prazské jaro. Letos v ¢ervnu uvedlo Divadlo na
Vidence ve svétové premiére jeho operu Voice Killer. Srnka vedl mistrovské
kurzy pro studenty skladby v Lucernu a na Moskevské konzervatofi. Od roku
2019 pusobi jako profesor skladby na Hochschule fiir Musik und Tanz v Koliné
nad Rynem. Ostravské dny hraji Srnkovy skladby od roku 2007, o deset let
pozdéji uvedly v Ceské premiére v Trojhali Karolina jeho operu Make No Noise.
Do Ostravy zajizdi jako lektor Institutu Ostravskych dng.

Skladba Origami predstavuje mUj prvni pokus o dlkladny prizkum
akordeonu. Tento hudebni nastroj nas dokaze uchvatit svou zvukovosti, ale ja
jsem usiloval o to dostat se za tento smyslovy zazitek. Akordeon pro mé sestava
ze dvou svét(, které urcuje rozlozZeni tlaitek na obou jeho stranach: na jedné
strané diatonické akordy usporadané v kvintovém kruhu, jez pochazeji ze svéta
»pred moderni hudbou”. Na strané druhé chromaticky sefazené tény, které
naopak nabizeji moZznost jakéhokoliv myslitelného souzvuku a vyhovuji
abstraktnimu, skoro az algoritmickému zplsobu uvaZovani. Pokusil jsem se tyto
dva svéty prolnout: za sebou volné rfazené ,predmoderni“ akordy ztraceji svj
tonalni charakter — volné se propojuji, prekryvaji a stavaji se jakymsi zvinénym
harmonickym kaleidoskopem. Druhy, symetricky svét je reprezentovan
akordickou logikou a spoji zalozenymi na spole¢nych ,,okrajich” sousedicich
souzvuk(. Propojeni této souzvukové logiky a fyziologie nastroje odpovida mé
predstavé ,skladani“ (,folding”). Odsud je to jiz jen kraéek k origami, uméni
skladani z papiru, které mé vidy uchvacovalo svym zamérnym materialovym
omezenim a jednoduchosti.

Miroslav Srnka



Miroslav Srnka (1975, Prague) studied musicology at the Charles
University in Prague with Jarmila Gabrielova, and composition at the Academy
of Performing Arts in Prague with Milan Slavicky. He has participated in
exchange programmes and composition courses with Ivan Fedele, Philippe
Manoury, and others. In 2009, he received the prestigious Ernst von Siemens
Composers’ Prize and Wilfried-Steinbrenner-Stiftung Prize. In 2005, his short
opera Wall (after Jonathan Safran Foer) was premiered at the Berlin State
Opera. In 2016, the “double opera” South Pole was premiered at Bavarian State
Opera in Munich, with Rolando Villazdn and Thomas Hampson, conducted by
Kirill Petrenko. His compositions have been commissioned by renowned
theatres, premiered, and performed by leading interpreters such as BBC
Philharmonic, Los Angeles Philharmonic, Berlin Philharmonic, Ensemble
Modern, and PKF — Prague Philharmonia. His work has appeared at various
festivals, including: Contempuls, Milano Musica, Prague Spring, and others. This
June, the Theater an der Wien presented the world premiere of his opera Voice
Killer. He has given composition masterclasses at the Lucerne and Moscow
Conservatories. In 2019, he was appointed professor of composition at the
Hochschule fiir Musik und Tanz in Cologne. Ostrava Days festival has been
presenting Srnka’s compositions since 2007. At Ostrava Days 2017, his opera
Make No Noise received its first performance in the Czech Republic. He is a
regular lecturer at the Ostrava Days Institute.

Origami is my first attempt to explore this instrument thoroughly. The
accordion captivates with its sonority, but | wanted to be enticed by it in more
than just a sensual way. For me, the accordion contains two worlds, as the
button arrangements on the two sides of the instrument show: The diatonic
chords on one side, arranged in a circle of fifths, come from a world “before
contemporary music”. The chromatically arranged tones on the other side, in
contrast, offer every conceivable possibility of sounding together, which
accommodates abstract, almost algorithmic thinking. | have tried to combine
these two worlds: The juxtaposed, pre-contemporary chords lose their tonal
characters through a flowing and overlapping linkage and become an
undulating harmonic kaleidoscope. The other, symmetrical world is
represented by a chord logic and linkage based primarily on common “edges”
of adjacent chords. | connect both this chord logic and the true physiology of
the instrument in my idea of “folding”. From here it is only a step to the art of



folding, to origami, which has always fascinated me by its deliberate material
limitation and simplicity.

Miroslav Srnka

Nikolaus Schlierf — Hildegard (2025)

Nikolaus Schlierf (1969) studoval v Norimberku u Hanse Kohlhaseho, ve
Frankfurtu nad Mohanem u Jorga Heyera a ve Freiburgu u Gartha Knoxe a
Johannese Liithyho. V letech 1996-1998 byl ¢clenem mladého orchestru
Némecké filharmonie a v obdobi let 1995-2006 byl séloviolistou Ensemble
Resonanz (Hamburg). Od roku 2001 vystupuje s berlinskym souborem Sonar
Quartett. V tom samém roce byl sélistou svétové premiéry Requiem pro
sélovou violu Borise Guckelsbergera konané v ramci edinburgského festivalu
Fringe. Je ¢lenem Ostravské bandy a pravidelné hostuje u komornich soubor
Berliner Ensemble, Neue Musik Berlin ad.

Hildegard — Hildegarda z Bingenu byla ¢lenka némeckého
benediktinského radu, abatyse a vSestranné talentovana osobnost vrcholného
stfredovéku — byla spisovatelkou, skladatelkou, filozofkou, mysti¢kou,
vizionarkou a vénovala se téz teoreticky i prakticky lékarstvi. Performance
Hildegard vyuziva looper, rebec, Salmaj a historické hudebni nastroje, které se
budou prolinat se zvuky prirody, pistalami atd. Celé vystoupeni tak ziska urcity
stfredovéky nadech a hudebni proud bude téz zahrnovat melodii z jedenactého
stoleti v Uprave pro Ctyri hlasy od Heinricha Isaaca. Svou performanci chci vzdat
hold Hildegardé — bytosti, ktera oplyvala niternym jasem.

Nikolaus Schlierf

Nikolaus Schlierf (1969) studied in Nuremberg with Hans Kohlhase, in
Frankfurt with Jorg Heyer, and in Freiburg with Garth Knox and Johannes Lithy.
Between 1996 and 1998 he was a member of the youth orchestra of the
German Philharmonic Orchestra, and from 1995 to 2006 he was the solo violist
of Ensemble Resonanz Hamburg. Since 2001, he has performed with Sonar
Quartett Berlin, and in 2001 was the soloist at the world premiere of Boris
Guckelsberger’s Requiem for Solo Viola at the Edinburgh Fringe Festival. He is a
member of Ostravska banda and he is a regular guest of the chamber
ensembles Berliner Ensemble, Neue Musik Berlin, and others.

Hildegard — Hildegard von Bingen was a German Benedictine, Abbess and
polymath active as a writer, composer, philosopher, mystic, visonary and as a



medical writer and practitioner during the High Middle Ages. The performance
Hildegard with loop station, Rebec, Shawm and ancient instruments grows up
with nature noises, pipes etc. and gives an entrance in the breath of Middle
Age, including a old melody of 11" century set for 4 voices by Heinrich Isaac.
It’s my adoration for her, a person shining from inside.

Nikolaus Schlierf

PART VI - ONLY VIOLIN

Salvatore Sciarrino — Sei capricci (1976)

Salvatore Sciarrino (1947) zacal komponovat ve dvanacti letech jako
samouk a publiku se poprvé predstavil v roce 1962. Svij velmi originalni
hudebni jazyk — zaloZzeny na bohaté paleté instrumentalnich zvukd, extrémnich
dynamickych zmeénach, velmi slabych zvucich ¢asto na samé hranici slysitelnosti
a vyznacuijici se podmanivym opakovanim nékolika prostych charakteristickych
prvkd — nalezl velmi zdhy. Napsal velké mnozZstvi skladeb a jiz fadu let patfi k
nejvyznamnéjsim osobnostem soudobé vaziné hudby. Kromé toho, zZe je
autorem vétsiny svych opernich libret, napsal Sciarrino i fadu ¢lank, eseji a
textQ nejriznéjsich zanr(, z nichz nékteré byly zarazeny do vyboru Carte da
suono (2001). Zvlast dulezita je jeho interdisciplinarni publikace vénovana
hudebni formé Le Figure Della Musica Da Beethoven a Oggi (1998). Festival
Ostravské dny i Dny nové opery Ostrava (NODO) dodnes uvedly celou fadu jeho
dél, v€etné oper Infinito nero, La porta della legge Ci Luci mie traditrici.

Cyklus Sei capricci pro housle (1976) patfi k nejznaméjsim Sciarrinovym
komornim kompozicim. V autoroveé tvorbé lze od pocatku jeho umélecké drahy
pozorovat tendenci propojovat nastrojovou virtuozitu s kifehkou, efemérni
zvukovosti. V pripadé Sei capricci se jedna predevsim o Siroké uplatnéni
flazolet(, jejichZ labilita a tékavost jsou urcujici pro zvukovy charakter vétsiny
hudebnich ploch cyklu. VyuzZity jsou i dalSi ndro¢né houslové techniky (napf.
vicehlasé trylky, skoky na hmatniku ad.) a mnohé fraze jsou realizovany ve
znacné proménlivé dynamice — ¢asto se miZzeme setkat s ,vinami“ crescenda a
decrescenda Ci neCekanymi dynamickymi kontrasty. Sciarrino pfi tvorbé cyklu
védomeé navazoval na 24 Capriccii pro sélové housle, op. 1 Niccoly Paganiniho.
Nékteré motivické tvary Ci gesta z Sei capricci tak mohou evokovat rozlicné
useky ze zminéného Paganiniho cyklu. Patrné nejzretelnéjsi podobnost Ize v
tomto ohledu konstatovat mezi Uvodnimi skladbami obou cykl(. Avsak



Sciarrinovy prchlivé, obtizné uchopitelné flazoletové fraze dodavaji hudebnimu
proudu daleko abstraktnéjsi raz. Je to jako kdybychom postupovali od klasické
figurativni malby k moderni malbé rozrusujici jasnou ohrani¢enost objekt( a
vychazejici spiSe z intenzivniho plsobeni barev a ambivalentnich tvara. Cyklus
Sei capricci se pomérné rychle ustalil v modernim houslovém repertoaru — a to
nejen kvlli extrémnim pozadavkam, které jsou kladeny na hrace a byly
nastinény vyse, ale rovnéz pro rozmanitost vyrazovych prostiedku a
promyslenou dramaturgii celku.

Petr Zvérina

Salvatore Sciarrino (1947) began composing when he was twelve. He was
self-taught and held his first public concert in 1962. Sciarrino found his original
musical language — based on an enriched palette of instrumental sounds,
extreme dynamic changes, very soft sounds at the edge of silence with
suggestive repetitions of several simple characteristic elements — very early. He
has written many compositions, and for many years he has been among the
biggest “stars” of contemporary music. In addition to authoring most of his
operas’ librettos, Sciarrino has written a number of articles, essays, and texts of
various genres, some of which have been chosen and collected in Carte da
suono (2001). Particularly important is his interdisciplinary book about musical
form, Le Figure Della Musica Da Beethoven a Oggi (1998). Ostrava Days festival
and New Opera Days Ostrava (NODO) have presented numerous compositions
by Sciarrino, including his operas Infinito nero, La porta della legge, and Luci
mie traditrici.

The 1976 cycle Sei capricci for solo violin is among Sciarrino’s best-known
chamber works. Even early in his career, Sciarrino demonstrated a clear
tendency to combine instrumental virtuosity with a fragile, ephemeral sound
world. In the case of Sei capricci, this manifests as a plethora of harmonics,
whose fragility and volatility define the sonic character of much of the cycle.
The work also features other demanding violin techniques, including e.g.
double trills and large intervallic leaps, with many phrases incorporating rapidly
changing dynamics — we often encounter waves of crescendi and diminuendi or
unexpected dynamic contrasts. The piece is inspired by Niccolo Paganini’s 24
Caprices for Solo Violin, Op. 1. Some motives and gestures from Sei capricci
evoke various passages of Paganini’s cycle, with the clearest similarity found
between the opening pieces of both cycles. However, Sciarrino’s ephemeral,



elusive phrases, rich in harmonics, impart a far more abstract character to the
music. It is as if we are witnessing the transition from traditional figurative
painting to modern art, disrupting the clear boundaries of objects and focusing
instead on the intense effects of color and ambiguous forms. Sei capricci
quickly became a staple of the modern violin repertoire, not only because of
the extreme technical demands it places on performers but also due to the
diversity of expressive means and the elaborate dramaturgy of the entire cycle

Petr Zvérina

Miroslav Srnka — Apprivoise-moi (2023)
bio viz vyse / bio see above

Apprivoise-moi pro sélové housle — Na pamatku Kaiji, dcefi Magdaléné
k narozeninam a Hané s podékovanim. Skladba vznikla na objednavku
Mezinarodni hudebni soutéze Prazské jaro.

Apprivoise-moi for violin solo — In memory of Kaija, to my daughter
Magdaléna for her birthday, and with thanks to Hana. The piece was
commissioned by the Prague Spring International Music Competition.

Luigi Nono — “Hay que caminar” sofiando (1989)

Luigi Nono (1924-1990) byva spole¢né s Pierrem Boulezem a
Karlheinzem Stockhausenem fazen mezi nejdlilezitéjsi skladatele povale¢né
generace. VSichni tfi jmenovani autofi se snaZzili nalézt nové cesty, jak pristoupit
k organizaci hudebni struktury. Vyuzivali raciondlnich kompozi¢nich metod a
dale rozvijeli odkaz druhé videriské skoly, zejména myslenky Antona Weberna.
Nono je vsak vyjimecny tim, Ze v jeho pojeti byly progresivni kompozi¢ni
techniky spojeny s autorovymi neméné progresivnimi levicovymi politicky mi
nazory. Jako ¢len Italské komunistické strany dle svych slov nevidél rozdil v tom,
jestli piSe partituru, nebo pomaha organizovat protestni stavku. V naznaceném
pristupu se odrazi Nonuv celkovy umélecky postoj — skladatel by se dle jeho
nazoru mél aktivné zajimat o svétové déni, mit Siroké historické znalosti a byt
obezndmen s aktualnimi novinkami ve védé, technologii ¢i uméni — pak muze
jeho hudba prispét ke zménam ve spolecnosti a podilet se na jejim smérovani.
V hudbé Luigiho Nona Ize vSak nalézt i jiné aspekty neZ snahu o vyjadreni
politického presvédceni. Autor ve svych dilech prozkoumaval mnoho



neotfelych kompozi¢nich postup(, které zaroven vedou k novym moznostem
poslechu hudby. Jedna se kupfikladu o vyuziti velmi tichych zvuka,
mikrotonality ¢i o hudbu zaloZzenou na jednom ¢i nékolika ténech a drobném
odchylovani se od nich. Zkusenosti s elektroakustickou hudbou jej dovedly k
novému pojeti hudebniho prostoru a experimentovani s rozmisténim
nastroji/zvukd pri koncertnim provedeni skladeb.

“Hay que caminar” sofiando (,,Je treba jit” zasnéné) — Putovani Ci presnéji
feceno: hledani. Oba uvedené vyrazy lze dobre vztahnout na vnéjsi aspekty
provedeni této skladby Luigiho Nona. V sale by mélo byt rozmisténo nejméné
osm notovych stojanu. Interpreti tohoto zhruba pllhodinového houslového
duetu si pak vybiraji mista k provedeni dvou z celkovych tfi ¢asti — méli by
yhledat, jako kdyz se snazi nachazet cestu”. Hraci jsou pfi realizaci skladby od
sebe vzdaleni a béhem koncertu tak mezi nimi vznika jakysi ,,zvukovy most”.
Celkovy dojem z hudebniho déni vSak nema povahu dialogu; vystiznéjsi by bylo
hovofit o prolindni dvou monologl v prostoru. Skladba “Hay que caminar”
sofiando je posledni Nonovou dokonéenou kompozici. MliZzeme zde rozpoznat
typické znaky autorova pozdniho stylu, které se vyznacuji zejména
introspektivnim rdazem ¢i duchovnim presahem. Tyto atributy se ve
skladatelové tvorbé vyraznéji uplatiuji zhruba od doby, kdy vytvofil dilo
Fragmente — Stille, An Diotima (1979-1980). V tomto smyccovém kvartetu se
vsak jeSté neprojevuje urcitd rezignovanost, kterd je naopak patrna v “Hay que
caminar” sofiando. Tuto kompozici lze celkové nazirat jako urcitou
sublimovanou kontemplaci. Tak je mozné rozumét i pridomku sofiando v nazvu
skladby — nase cesta by méla byt zasnéna, jako kdybychom se oddavali
dennimu snéni.

Josef Hausler (upraveno)

Luigi Nono (1924-1990) is often ranked alongside Pierre Boulez and
Karlheinz Stockhausen as one of the most prominent composers of the post-
war generation. All three composers were working to discover new approaches
to the organization of musical structures. They were using rational
compositional methods and also further developing the legacy of the Second
Viennese School, namely the ideas of Anton Webern. However, what marks
Nono as unique is that in his progressive compositional techniques were
connected with a no-less progressive leftist political orientation. In his own
words, as a member of the Italian Communist party, he did not discern



between writing a score and helping to organize a strike. This approach reflects
Nono’s overall attitude to art — in his opinion the composer should take an
active interest in what is going on in the world, have a wide knowledge of
history, and maintain an awareness of the latest developments in science,
technology, and art — only then can music contribute to changes in society and
partake in its developments. However, Luigi Nono’s music offers much more
than the desire to express one’s political opinion. In his works, he explored
many original and novel compositional approaches— these are, for example, the
use of very soft sounds, microtonality, and music based on one or several tones
with minute deviations. Experience with electroacoustic music led him to a new
conception of musical space and experimentation with the setup of
instruments/sounds in concert performances.

“Hay que caminar” sofiando (“You must walk” dreaming) — Wayfaring,
precisely expressed: the search, certainly here even the external aspect of
performance. The performers of this barely half-hour long violin duet have to
distribute at least eight different music stands in the performance space and at
the end should choose a new place to play from two of a total of three parts,
“seeking, as one seeks a path”. Each of the two players is positioned spatially
distant from the other. A sort of sonic bridge is thus formed in a concert
performance. Nevertheless one wouldn’t want to speak unconditionally of the
character of the whole as a dialogue, rather it might present the term “Duo-
Monologue”, spatially-expanded. “Hay que caminar” sofiando is Nono’s final
completed composition. Objectively speaking, there is a late style, which as a
rule defines itself through introspection and spiritual transcendence. Several of
these features can be demonstrated in Nono without difficulty since the
Fragmente — Stille, An Diotima (1979-1980). Yet not the tendency towards
resignation, and “Hay que caminar” sofiando provides the last evidence for it.
The whole disposition of the work can be described as sublimated
contemplation. In this way the epithet sofiando in the title can be explained —
the path should certainly be travelled dreamily, like in the situation of a day
dream.

Josef Hausler (edited)



