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Annesley Black — A sound, a narrow, a channel, an inlet, the straits, the
barrens, the stretch of a neck (2024-25)

Annesley Black (1979) je kanadska skladatelka, ktera ptsobi v Némecku a
Rakousku. Jeji tvorba zahrnuje instrumentalni hudbu a multimedialni koncertni
dila, vénuje se ale rovnéz hudebnimu divadlu, performancim, instalacim Ci
interdisciplinarni spolupraci. Pravidelné vystupuje jako performerka a
hudebnice na mezinarodnich pddiich. Black za své kompozice ziskala mnoho
ocenéni, napf. Busoniho kompozi¢ni cenu Berlinské akademie uméni (2008) ¢i
Skladatelskou cenu Nadace Ernsta von Siemense (2019). Je ¢lenkou Berlinské
akademie umeéni a Kanadského hudebniho centra. Jeji skladby byly objednany a
provedeny zacinajicimi i zavedenymi sélisty/ansambly/orchestry na
mezinarodné uznavanych festivalech (napfr. Donaueschinger Musiktage,
Varsavsky hudebni podzim, ECLAT — Festival nové hudby Stuttgart) ¢i ve
vyznamnych koncertnich salech. Black studovala kompozici v Montrealu a
Némecku u Briana Cherneyho, Yorka Hollera a Mathiase Spahlingera. Plisobila
jako odborna asistentka na Univerzité hudby a dramatickych uméni ve
Frankfurtu nad Mohanem, dale jako hostujici profesorka na Univerzité hudby a
tance v Koliné nad Rynem a jako profesorka elektroakustické kompozice na
Univerzité hudby ve Witzburgu. V soucasné dobé vyucuje na Univerzité
hudebnich a dramatickych uméni ve Styrském Hradci, kde byla v fijnu 2023
jmenovana profesorkou skladby. Ve stejném roce poprvé participovala na
Institutu Ostravské dny a predstavila v Ostravé také své dilo.



A sound, a narrow, a channel, an inlet, the straits, the barrens, the stretch
of a neck (Zvuk, soutéska, priplav, zatoka, uZiny, pustiny, protaZeni krku) pro
velky orchestr rozmistény v prostoru — KdyzZ jsem pracovala na tomto koncertu
pro koncertni sal a orchestr, premyslela jsem se nad tim, Ze vétSina interakci
mezi lidmi a prostorem, ktery je obklopuje, vyvolava reciprocni ucinek. V této
skladbé jsou hudebnici rozmisténi v prostoru na zakladé pomysiné horizontalni
a vertikalni osy. Architektura koncertniho salu se mize zprvu jevit jako
nepoddajnd, stejné jako se takto jevily oblasti Antarktidy v roce 1911 (viz nize),
ale zvuky v prostoru mohou tento dojem pozménit. Vyuzitim postupt, které
vychdzeji ¢i jsou inspirovany ambisonickou hudbou, se pokousim ovlivnit
nejenom nase vnimani zvukovych objekt(, ale také sluchové a poetické vnimani
koncertniho salu. Na zakladé dramaturgicky komponovaného zahajeni v
prostoru a redlnych ¢i simulovanych /orchestrovanych pohyb( masy, bodi a
proudd zvuku v sdle chci vytvofit dialog mezi hudebniky, zvukovymi objekty a
prostorem, jez vypliuji. Inspirace k této skladbé ma sv(ij plvod v mé analyze
choreografie One Flat Thing, reproduced Williama Forsytha a mém vyzkumu
antarktické expedice Terra Nova Roberta Falcona Scotta a jeho tymu (1910—
1913) — Cerpala jsem prfedevsim z memoaru a filmovych zabér( Herberta G.
Pontinga, které zaznamenavaji tuto tragickou a nedspésnou vypravu.

Byla jsem tedy konceptualné inspirovana uvedenou vypravou a
rozlehlymi bilymi planémi Antarktidy. Zvukovy materidl muize pripominat
signaly vrzené do této majestatni a nepoddajné krajiny... signaly vyuzivané lidmi
pro komunikaci na velké vzddlenosti (jako Morseova abeceda) a volani Tu¢nak
cisarskych ¢i podvodni zvuky Tulend Weddellovych, které jsem strukturovala za
vyuziti znacného mnoistvi transkripci a analytickych metod, dohromady
utvareji rozeklany, naléhavy a husty harmonicky a rytmicky jazyk. Tyto zvifeci
zvuky a komunikacni signaly jsou pfenaseny z pddia a nakonec na né reaguiji
hudebnici, ktefi se pohybuji sdlem a prochdzeji riznymi stanovisti rozmisténymi
nad publikem ¢i okolo néj. Dramaturgicka struktura dila je vystavéna za pomoci
vzajemné soupefticich procest — nékteré vedou k nezastavitelnému,
exponencidlnimu vyvoiji, jenz prekracuje bod zlomu, jiné se formuji nepfimym,
jaksi ,vinitym“ zplsobem (ktery védci nazyvaji ,,zdravou linii“) umoznujicim
zotaveni. Navic vytvareji tyto sinusoidy zajimavé melodické tvary a pfinasi
netradi¢ni rytmicky vyvoij.

Annesley Black



Annesley Black (1979) is a Canadian composer based in Germany/Austria.
Her works span from instrumental music and multi-medial concert pieces to
music theatre, performances, installations and interdisciplinary collaborations.
She appears regularly as a performer and musician on the international stage.
Black has received many honors and prizes for her work, e.g. Busoni
Composition Prize from the Academy of the Arts in Berlin (2008), and the Ernst
von Siemens Musikstiftung Composer Prize (2019). She is a member of the
Academy of the Arts, Berlin and the Canadian Music Centre (2018). She is a
member of the Academy of the Arts Berlin and the Canadian Music Centre. Her
works are commissioned and performed by both younger and established
soloists/ensembles/orchestras for internationally renowned festivals (e.g.
Donaueschinger Musiktage, Warsaw Autumn Festival, ECLAT Festival Neue
Musik Stuttgart), and concert spaces. Black studied composition with Brian
Cherney, York Holler, and Mathias Spahlinger in Montréal and Germany. She
has held positions as an assistant professor in composition at the Hochschule
flr Musik und Darstellende Kunst in Frankfurt am Main, a guest professor at
the Hochschule for Musik und Tanz in Koln, and professor for electroacoustic
composition at the Hochschule fir Musik in Wirzburg. She currently teaches at
the Universitat fir Musik und darstellende Kunst Graz, where she was
appointed professor for composition in October 2023. In the same year, she
participated in the Ostrava Days Institute for the first time and also presented
her work in Ostrava.

A sound, a narrow, a channel, an inlet, the straits, the barrens, the stretch
of a neck for large spatialised orchestra — While writing this concerto for
concert hall and orchestra, | was contemplating how most interactions
between humans and the space that surround them catalyze a reciprocal
impact. In this piece, the musicians are distributed spatially throughout on the
horizontal and vertical axis. The architecture of a concert hall may seem at first
as inflexible as the Antarctic Regions did in 1911, but sounds in space can
transform this impression. By employing tactics inspired and informed by
ambisonic music, | attempt to not only affect our perception of the sonic
objects, but also our aural and poetic perception of the concert hall. Through a
dramaturgically composed opening of the space and real and simulated
(/orchestrated) movement of the masses, points and streams of sound
traveling through the hall, | intend to create a dialogue between the musicians,
sound objects and the space they are filling. The inspiration for the piece is



rooted in my analysis of William Forsythe’s choreography One Flat Thing,
reproduced and my subsequent research about the Terra Nova expedition of
Robert Falcon Scott and his team in the Antarctica (1910-1913), especially the
memoirs and filming made by Herbert G. Ponting of this tragically failed
expedition.

| was conceptually inspired by this expedition and the great white
environment of the Antarctic regions. The sonic material may resemble signals
being thrown out into a dominant and unyielding landscape... signals used by
humans to communicate to each other over large distances, like Morse code,
or calls that | structured employing a wide variety of transcription and analysis
methods of the cries of the Emperor Penguins and the underwater sounds of
Weddell Seals to create a jagged, insistent and dense harmonic and rhythmic
language. These animalistic calls and communicative signals are transmitted
from the stage, and eventually answered by instruments moving throughout
the hall and in stations above and surrounding the audience. The dramaturgical
structure is shaped by rivaling processes, some with an exponentially
unstoppable development which surpasses the tipping point, some in an
indirect serpentine fashion (what scientists call a “healthy line”) that allows for
recuperation. Moreover these sinuous lines can create interesting melodic
contours and unusual rhythmic developments.

Annesley Black

lan Davis — Concerto for Piano and Orchestra (2025)

lan Davis (1989) je skladatel, kytarista, zpévdk a pedagog plsobici v
Brooklynu (New York). Studoval hudebni teorii a skladbu na Newyorské
univerzité a v roce 2019 ziskal magistersky titul na Wesleyan University, kde jej
vyucovali Paula Matthusen a Tyshawn Sorey. Jeho tvorbu ovliviiuje folkova a
popularni hudba, kanonické postupy, kontrapunkt, umélecka tvorba déti, low-
fidelity hudba, improvizace a prace s kazetovymi i analogovymi syntetizéry.
Autorovy skladby byly provedeny soubory Westerlies, S.E.M. Ensemble, Mivos
Quartet, Ostrava New Orchestra ¢i Ostravska banda. Kromé komponovani Davis
vyucuje hudebni teorii a skladbu na Brooklynské hudebni konzervatofi a
pracuje jako Teaching Artist (vyucujici umélec) ve vefejném Skolstvi mésta New
York City (v rdmci programu Newyorské filharmonie Very Young Composers).



Koncert pro klavir a orchestr byl zkomponovan pro Miroslava Beinhauera.
Spoluprace s nim pro mé vidy predstavovala opravdové potéseni — na
Ostravskych dnech 2023 hral na elektricky klavir v mém orchestrdlnim dile Pale
Blue World a minulé léto se na Dnech nové opery Ostrava ujal celestového
partu v mé triceti minutové opere Ephemeral Pulse. Po festivalu NODO se mé
Miroslav zeptal, zda bych pro Ostravské dny 2025 nenapsal koncert, v némz by
ucinkoval jako solista. Povazuji to za velkou poctu a jsem vdécny za moznost
prozkoumat tuto novou hudebni formu s tak premyslivym interpretem. Pfi
komponovani dila jsem se obecné vyhybal virtuéznim prvkim — chtél jsem
vytvorit pomalou a tichou skladbu s nenapadnymi sélovymi pasdzemi. Pracoval
jsem s promeénlivou hustotou a s predstavou, Ze se material plynule a
neoCekdvané pohybuje skrz orchestr. Vychozi hudebni material vznikl
vrstvenim nepfipravenych improvizaci, které jsem nahrdval na kazetovy
prehrdvac. Vysledek jsem nasledné transkriboval, zasadil do ¢asového ramce a
orchestroval. Jedinym predbéznym strukturalnim kritériem pfi improvizovani
bylo, Ze jednotlivé improvizace mély trvat priblizné pétadvacet minut.
Popisovany proces je ze své povahy reflektivni a emergentni — umoznuje mi
pracovat intuitivné a sledovat, jak se z nestrukturovaného materialu vynoruji
neocekavané tvary.

lan Davis

lan Davis (1989) is a composer, guitarist, singer, and educator based in
Brooklyn, New York. He studied music theory and composition at New York
University and in 2019 completed a master’s degree at Wesleyan University,
where he worked with Paula Matthusen and Tyshawn Sorey. His practice is
informed by folk and popular music, canon, counterpoint, art/music by
children, low-fidelity, improvisation, and work with tape and analog
synthesizers. His music has been performed by ensembles such as the
Westerlies, the S.E.M. Ensemble, Mivos Quartet, Ostrava New Orchestra, and
Ostravska banda. In addition to composing, Davis teaches music theory and
composition classes at the Brooklyn Conservatory of Music and works as a
Teaching Artist in the New York City public school system through the New York
Philharmonic’s Very Young Composers Program.

Concerto for Piano and Orchestra was composed for Miroslav Beinhauer.
| had the pleasure of working with him at Ostrava Days 2023, when he played
electric piano on my piece for orchestra Pale Blue World, and again last



summer at New Opera Days Ostrava when he performed the celesta part on
my 30-minute opera Ephemeral Pulse. Following the NODO performance,
Miroslav asked if | would have any interest in writing a concerto for him to
perform at Ostrava Days 2025. I’'m honored by the invitation and grateful to
have the opportunity to explore a new form with such a thoughtful
performer. In composing this piece | attempted to generally avoid virtuosic
displays and create a piece that is slow-moving and quiet with understated
soloistic moments. | wanted to play with density and have material move
fluidly and unexpectedly through the orchestra. The musical material was
generated through a process of recording layers of unplanned improvisations
on a tape machine. This material was then transcribed, metered, and
orchestrated. The only preconceived structural consideration was a set
duration of approximately 25 minutes. This process is reflective and emergent
in nature, it allows me to work intuitively and watch form emerge from
seemingly unstructured material.

lan Davis

Louis Wishart — Are Ye Then With God? (2024)

Louis Wishart je skladatel a hudebnik pasobici v Sydney. Jeho tvorba v
sobé zahrnuje post-colemanovskou volné improvizacni estetiku a dliraz na
rezonanci, spektralismus a linearni procesy. V roce 2023 s vyznamenanim
dokoncil bakalarské studium hudebni kompozice na Sydney Conservatorium.
Své skladatelské dovednosti dale zdokonaloval pod vedenim australskych
tvarcl jako Liza Lim, Gerard Brophy ¢i Carl Vine. Autorova hudba byla uvedena
v riznych zemich svéta, napf. v Houstonu jeho dila provedl ansdmbl AURA a v
Koliné nad Rynem ¢i Ostravé Ensemble Garage. Wishart se téz vénuje svému
souboru Scalp, ktery absolvoval sva prvni vystoupeni v lednu a ¢ervenci 2025 ve
spolupraci s platformou Phoenix Central Park; ansambl premiéroval autorova
nova dila a také jeho Upravu punkové operety John Gavanti. Wishart je rovnéz
¢inorodym ¢lenem experimentalni hudebni scény v Sydney a jednim z
vedoucich ¢lenl industridlni punkové kapely Angel Grindr, kterd neddvno
realizovala objednavku platformy BackStage Music na zZivy soundtrack pro film
Palindrome (1969) Hollise Framptona.

Skladba Are Ye Then With God? kombinuje poezii Emily Dickinson a
Macua Baso, basnika z obdobi Edo. Autor se v tomto dile zaméfuje na



zkoumadni slysitelnosti a neslysitelnosti zvuku — vychazi z kombinacnich tén(
y,fantomové zvuky” podbarvuje a odviji se od nich dalsi akustické jevy i formalni
abstrakce. Tato meditace o vnimani a smrtelnosti vytvari prostredi cyklické
energie, kde zvuky umiraji a opétovné povstavaji, znovu a znovu — a nuti nds se
ptat, jestli se mUZeme prostfednictvim téchto reinkarnovanych podob zvuku
setkat s ,,Bohem®.

Louis Wishart

Nemocen na cesté
Cestuji pouze mé sny

Seschla pole.

/Matsuo Basho, Posledni haiku, 1694/ . _
A tak zmizela kopretina

Z poli dnes —
Nadechnout, Vydechnout Jak po $pickach mnohy stievic
Dopredu, Dozadu Do réje se nes —

Zit, Umirat

Sipy vzlétly volné jeden k druhému
setkaly se uprostred a rozsekly
prazdnotu v bezcilném letu

Tak se vracim ke zdroji
/Gesshi Séko, Posledni haiku, 1696/

Tak vytékal v karminovém viru
Ustupuijici odliv dne —

Kvete — klopyta — plyne

Jsi tedy pak s Bohem?

/Emily Dickinson, 1858/

/preklad: lan Mikyska/

Louis Wishart is a Sydney-based composer and musician, whose sound
synthesises post-Coleman free-improvisation aesthetics with a focus on
resonance, spectralism, and linear processes. Graduating in 2023 from the
Sydney Conservatorium of Music with a Bachelor of Music (Composition), First
Class Honors, Wishart has honed his craft under leading Australian composers
Liza Lim, Gerard Brophy, and Carl Vine. Wishart has had his music performed
internationally, in Houston with the AURA ensemble as well as with Ensemble
Garage in Cologne and Ostrava. Wishart focuses his time towards his ensemble
Scalp, which premiered in January and July 2025 in partnership with Phoenix
Central Park, premiering a new work by Wishart, as well as his arrangement of
the punk operetta John Gavanti. Wishart is also an ardent member of the
Sydney experimental music scene, being the co-leader of the industrial punk



band Angel Grindr, which recently performed a newly commissioned live
soundtrack to the film Palindrome (1969) by Hollis Frampton for BackStage
Music.

Are Ye Then With God? — Synthesising poetry from Emily Dickinson and
Edo-Era poet Matsuo Basho, Wishart’s work explores the audibility and
inaudibility of sound, stemming from the sum tones of a simple 2-note motif in
the piano’s lowest register. The ensemble colours these “Phantom sounds” and
extrapolates upon them in both acoustic phenomena and formal abstraction.
This meditation on perception and mortality creates an environment of cyclical
energy, where sounds die and rise through the floor, again and again, forcing
one to question whether, in these reincarnated forms, one can ever meet
“God”.

Louis Wishart

»oick on my journey
Only my dreams travel

These withered fields“
/Matsuo Basho, Death Haiku, 1694/

So has a daisy vanished
From the fields today —

»Inhale, Exhale So tiptoed many a slipper
Forward, Back To paradise away —

Living, Dying:

Arrows, let flown each to each Oozed so in crimson bubbles
Meet midway and slice Day’s departing tide —

The void in aimless flight Blooming - tripping — flowing
Thus, | return to the source.” Are ye then with God?
/Gesshud Soko, Death Haiku, 1696/ /Emily Dickinson, 1858/

Petr Bakla — No. 3 (2025)

Petr Bakla (1980, Praha) ve svych skladbdach ¢asto vyuziva zakladnich,
schematizovanych hudebnich utvar(i, zejména chromatické a celotonové
stupnice. Zajimaiji ho situace a souvislosti, v nichZ tento Usporny material
nabyva zvlastni expresivity a energie. Obvyklym rysem Baklovych skladeb je
také prace se simultdnnim pribéhem dvou zvukovych vrstev, které, ac¢



zpravidla dynamicky vyrazné odliSené na zpusob , figury a pozadi“, nejsou ve
vztahu vzajemné podtizenosti — jsou rovnocenné dUlezZité a spolecné generuji
specifické napéti a pocit nejednoznaénosti. Baklovy skladby byly uvedeny v CR,
Arménii, Francii, Italii, Némecku, Nizozemi, Polsku, Rakousku, Spanélsku,
Svycarsku, Ukrajiné & v USA, ¢asto v podani renomovanych interpret( a na
jejich objedndvku. Zvlastni dilezitost ma jeho spoluprace s Ostravskym
centrem nové hudby.

No. 3 je moje treti skladba pro orchestr, odtud nazev. Zaroven se touto
skladbou uzavird nezamyslena, ale nyni zfetelné vytanuvsi trilogie, jejimiz
predchozimi ¢astmi jsou Diptych (2023) a Eight Notes (2024). Mam totizZ za to,
Zze ma dalsi skladba bude nutné muset byt jiného druhu. Ale mozna se — zase —
pletu a ukaze se, Ze trilogie byla jen na chvili.

Petr Bakla

Petr Bakla (1980, Prague) often employs basic pitch-based material
(typically chromatic and whole-tone scales) in his compositions. He is
interested in constructing situations and structural contexts in which these
meager musical elements can acquire a unigue expressiveness and energy. A
frequent feature of Bakla’s work is the simultaneous unfolding of two
musical/sound layers which, although often employing markedly different
dynamics that evoke a “figure and background” relationship, are not mutually
subordinating — they are of equal importance. Their “friction” creates specific
tensions and ambiguities. Bakla’s music has been performed in the Czech
Republic, Armenia, Austria, France, Germany, Italy, the Netherlands, Poland,
Spain, Switzerland, Armenia, Ukraine, and the US, often commissioned and/or
performed by distinguished musicians. His collaboration with the Ostrava
Center for New Music has been of special importance.

No. 3 is my third composition for orchestra, hence the title. At the same
time, this piece concludes an unintended but now clearly emerging trilogy, the
previous parts of which are Diptych (2023) and Eight Notes (2024), as | believe
that my next composition will necessarily have to be of a different kind. But
maybe I'm wrong (again), and it will turn out that the trilogy was just a
momentary thing.

Petr Bakla



Lisa Streich — MEDUSE (2023-24)

Lisa Streich (1985, Norra R&da, Svédsko) studovala kompozici a hru na
varhany v Berliné, Stockholmu, Salcburku, Pafrizi a Koliné nad Rynem.
V soucasné dobé je stipendistkou Norské hudebni akademie (NMH) v Oslu.
Streich psala na objednavku rtznych prestiznich instituci a soubor, jako napfr.
Lucernsky festival, Berlinska filharmonie, Svédsky rozhlasovy sbor, Ensemble
intercontemporain, Diotima Quartet, NDR Elbphilharmonie Orchester ¢i pro
koncertni sifi ve mésté Sizuoka. Spolupracovala kupftikladu s Kirillem
Petrenkem, Alanem Gilbertem ¢i Matthiasem Pintscherem. Vytvofrila taktéz
hudbu pro divadlo, zejména pak pro Salzburg Pocket Opera Festival na téma
sedmi lidskych smyslu, ¢i zavére¢nou scénu pro operu Hanse Wernera Henzeho
Das Wundertheater pro Bavorskou statni operu. Obdrzela mnoho riznych
ocenéni, mezi néz patri Busoniho kompozi¢ni cena udélovana Berlinskou
akademii uméni, Stipendium Bernda Aloise Zimmermanna ¢i Skladatelska cena
Nadace Ernsta von Siemense. V roce 2020 se stala prvni laureatkou
Skladatelské ceny Claussen-Simon a v roce 2021 obdrzela Malou skladatelskou
cenu Christa Johnsona od Kralovské svédské hudebni akademie. Nahravky
autorcinych dél byly vydany labely WERGO (2018) a KAIROS (2019). Streich
poradala seminare o své hudbé napf. na Royal College of Music (Stockholm),
Kolumbijské univerzité (New York), Sibeliové akademii (Helsinky) ¢i na
Conservatoire a rayonnement régional (CRR; Pafiz). V roce 2024 byla rezidencni
skladatelkou Kralovskeé filharmonie Stockholm a Lucernského festivalu. Jeji dila
publikuje nakladatelstvi Ricordi Berlin.

MEDUSE (MEDUZA) — Kdy? jsem &etla knihu Smich Meduzy (1975) od
Hélene Cixous, primél meé tento text k tomu, abych se zamyslela, jaké druhy
meduz vlastné existuji. Jde o Meduzu z fecké mytologie, Meduzu od Hélene
Cixous a 0 meduzy jakozto mofrské ZivoCichy. Pokud se ohlédneme pfiblizné
3000 let nazpét, tak Meduza v té dobé byla jednou z Gorgon — jednalo se o
monstrum, které budilo hrlizu, ale dovedlo i chranit, bylo schopno zabijet, ale
i sva provinéni odcinit. Pozdéji se u fimského basnika Ovidia setkavame
s popisem Meduzy jakozto slicné Zeny s dlouhymi, kudrnatymi vlasy, jez |aka
muze svou krdsou. Byl mezi nimi také bih mofi Poseiddn, ktery Meduzu
znasilnil v chramu zasvéceném Athéné, bohyni valky a moudrosti. Athéna se
rozzufila, ale nepotrestala Poseiddna jakozto vinika, nybrz jeho obét — Meduzu.
Promeénila jeji nddherné vlasy v hady a seslala na ni kletbu — kdo se na ni
podiva, ten se proméni v kdmen. Pfi praci na skladbé se moje myslenky stacely
k otazce, zda se nemUzZeme navratit k plvodni Meduze. K Meduze, kterd je



krasna a usmiva se. K Meduze, jez neni potrestana za svou nadheru a po staleti
je vnimana jako nebezpecna. Anebo zdali muize byt Meduza navzdory tomu, co
prestdla, stale slicnou, sméjici se a milujici bytosti. Kdyz pisi, vidy se snazim mit
na pameéti, abych psala ,bilym inkoustem®, jak doporucuje Hélene Cixous (Bily
inkoust — metafora pro koncept écriture féminine (,,zenského psani“), ktery ve
vySe zminéné knize Smich Meduzy rozviji H. Cixous. Tento zplsob psani vychazi
z Zenské zkuSenosti a télesnosti; v pojeti H. Cixous predstavuje protipdl
tradi¢niho, patriarchalniho ,muzského psani“, jez reprezentuje ,erny inkoust”
— pozn. prekl.).

Lisa Streich

Nebe pod vodou
Svaté pod obzorem neznicitelné, smrtelné

Miliony let
jemné, tak jemné
a Cisté a hladké a lehké a pfizpUsobivé

Volné plovouci srdce volné plovouci sval volny plavec

S paméti
se vzpominkou.

Lisa Streich (1985, Norra Rada, Sweden) studied composition and organ
in Berlin, Stockholm, Salzburg, Paris, and Cologne. She is currently a scholarship
recipient at Norwegian Academy of Music (NMH) Oslo. Streich has received
commissions from several prestigious institutions, including the Lucerne
Festival, the Berliner Philharmoniker, the Swedish Radio Choir, the Ensemble
intercontemporain, the Diotima Quartet, the NDR Elbphilharmonie Orchester,
and the Shizuoka Concert Hall. She has notably collaborated with Kirill
Petrenko, Alan Gilbert, and Matthias Pintscher. She has also composed music
for theater, notably for the Salzburg Pocket Opera Festival on the themes of
the seven senses of man, as well as a closing scene for Hans Werner Henze’s
Das Wundertheater at the Bayerische Staatsoper. Among the distinctions she
has received are the Busoni Composition Prize from the Akademie der Kiinste
in Berlin, the Bernd Alois Zimmermann Fellowship, and the Ernst von Siemens
Composition Prize. In 2020, she became the first laureate of the Claussen-



Simon Composition Prize, and in 2021, she received the Lilla Christ Johnson
Composition Prize from the Royal Swedish Academy of Music. Portraits of her
work were published on CD in 2018 by WERGO and in 2019 by KAIROS. She has
held seminars on her music, notably at the Royal College of Music (Stockholm),
Columbia University (New York), the Sibelius Academy (Helsinki), and the
Conservatoire a rayonnement régional (CRR, Paris). In 2024, she served as a
composer-in-residence with the Royal Stockholm Philharmonic Orchestra and
the Lucerne Festival. Her works are published by Ricordi Berlin.

MEDUSE — When | read Hélene Cixous’ The Laugh of the Medusa (1975),
it made me reflect on the different Medusas that exist. The Medusa from Greek
mythology, Héléne Cixous’ Medusa, and the sea creature Medusa (jellyfish). In
Greek mythology, going back some 3000 years she was a Gorgon, a monster
with the capacity to both terrify and protect, kill and redeem. Much later in the
Roman poet Ovid’s version of Medusa she is a beautiful young woman with
long, curly hair, enticing men with her beauty. Among them is the sea god
Poseidon, who rapes her in a temple dedicated to Athena, godess of both war
and wisdom. She becomes furious and punishes the victim Medusa but not the
perpetrator Poseidon. She turns Medusa’s beautiful, long hair into snakes and
makes everyone who looks at her and meets her gaze turn into stone. My
thoughts, as | wrote the piece, revolved around questioning whether we can
return to the original Medusa. Medusa who is beautiful and laughs. Medusa
who was not punished for being beautiful and who has been perceived as
dangerous for centuries. Or if despite the experiences she endured, if we can
return to a beautiful, laughing and loving Medusa. As | wrote, | always tried to
keep in mind to write with “white ink”, as Hélene Cixous advocates for.

Lisa Streich

Sky underwater
Divine beneath the horizon unkillable, mortal.

Millions of years
gentle, so gentle
and clear and smooth and subtle and adaptable.

Freely swimming heart freely swim muscle free swimmer

With memoryiste:
with remembrance.



Luigi Nono — Como una ola de fuerza y luz (1971-72)

Luigi Nono (1924-1990) byva spolecné s Pierrem Boulezem a
Karlheinzem Stockhausenem fazen mezi nejdllezitéjsi skladatele povdlecné
generace. VSichni tfi jmenovani autofi se snazili nalézt nové cesty, jak pristoupit
k organizaci hudebni struktury. Vyuzivali racionalnich kompozi¢nich metod a
dale rozvijeli odkaz druhé videnské 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 politickymi
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 mize
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 postupt, které zdroven vedou k novym moZnostem
poslechu hudby. Jednd 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.

,V 1été roku 1971 jsem v Santiagu poznal Luciana Cruze — v(idce chilského
MIR (Revolucniho levicového hnuti), kterého lidé zbozriovali. Obdivoval jsem
jeho pronikavy intelekt a mimoradné marxistické odhodlani v boji za svobodu
Chile. Brzy jsme se spratelili. V zafi roku 1971 jsem obdrzel ne¢ekanou zpravu o
jeho umrti — zemfrel za nejasnych okolnosti v pouhych sedmadvaceti letech.
Zminéna udalost mé motivovala k vytvoreni této kompozice.” Uvedeny citat
Luigiho Nona ke skladbé Como una ola de fuerza y luz (Jako vina sily a svétla)
pfimo doklada autortv angazovany pristup k uméni, ktery byl nastinén vyse.
Nono v roce 1971 pracoval na kompozici pro klavir a orchestr, avsak poté, co se
dozvédél o Cruzoveé smrti, prehodnotil podobu tohoto dila a v¢lenil do néj
sopranovy part s textovou slozkou. Dodejme, Ze ackoliv se ve skladbé uplatiuji
solisté, nejedna se o tradi¢ni koncertantni kompozici — klavirni i sopranovy part
jsou plné podrizeny tektonické vystavbé dila. Nono ve svych skladbach nezridka
vyuzival magnetofonovy pas, pfi provedeni téchto kompozic je tak Zivé znéjici
nastroj kombinovan s predem nahranymi a modifikovanymi zvuky. Autor



uplatnil stejnou strategii i v pfipadé tohoto dila. Magnetofonovy pas zde tak
predstavuje kliCovy vyrazovy a stavebni prvek, jenz umocnuje klavirni a
sopranovy part, ale podstatné téz rozsifuje orchestralni zvuk.

Skladba zacind znepokojivou orchestralni introdukci, na kterou navazuje
sopran doprovazeny magnetofonovym pasem. Zpévaccin projev se zvolna
stupniuje az k zoufalym vykfik(im. Tato plocha je posléze prerusena nastupem
klaviru, jenz se pohybuje ve velmi hlubokém rejstfiku. Do hudebniho proudu
také markantné zasahuji ndhlé erupce orchestru a cela tato ¢ast plsobi znacné
bezutésné. Nasleduje kratké intermezzo, béhem néhoz se déni celkové
zklidriuje. Na konci tohoto oddilu magnetofonovy pés reprodukuje smés utrzk(
klaviru a sopranu — vznikla plocha evokuje jakousi zvukovou stinohru. V
navazujici ¢asti se dostava do popredi orchestr a po nastupu klaviru za¢ne
skladba ponenahlu smérovat ke svému vrcholu. Posluchaci se zahy ocitnou v
zaplavé mohutnych zvukovych vin tvorenych orchestrem a magnetofonovym
pasem. Hudebni proud nakonec vyusti v sérii pronikavych, hlasitych souzvuka
ve vysoké poloze — popisovana plocha skutecné plsobi jako kdyby byla
prostoupena paprsky osliujiciho svétla. Zavérecny oddil skladby pak navazuje
na vypjaty charakter predeslé casti. Celé plose dominuje multiplikovany
sopranovy zpév v magnetofonovém pasu, jenz pusobi jako fantaskni choralni
nénie. Ozvéna tohoto zpévu pak celou kompozici uzavird. Como una ola de
fuerza y luz Luigiho Nona tedy na jedné strané predstavuje hluboce osobni
vypovéd a snahu vyrovnat se s neCekanou ztratou pfitele. Na strané druhé je
zde zretelné odhodlani tuto tragickou udalost pretavit do vazného uméleckého
dila se spolecenskym presahem, které by mélo posluchace vybizet k zamysleni
nad odkazem Luciana Cruze.

Petr Zvérina

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.

“I knew Luciano Cruz, the leader, beloved by the people, of the Chilean
M.I.R. (Movement of the revolutionary left), in Santiago in the summer of 1971.
His forceful intelligence and extraordinary Marxist capacity as a fighter for
Chilean liberty aroused in me an immediate admiring friendship for him. In
September 1971 | unexpectedly received the news of his strange accidental
death, at the age of only 27. It is the motivation of this music of mine.” This
quote by Luigi Nono about his piece Como una ola de fuerza y luz (Like a Wave
of Power and Light) clearly demonstrates the composer’s politically engaged
approach to art, as outlined above. In 1971, Nono was working on a piece for
piano and orchestra, but after learning of Cruz’s death, he reconsidered the
work and added a soprano voice singing text. Although the piece features
soloists, it is not a traditional concertante work — the piano and soprano parts
are both fully subordinated to the tectonic construction of the composition.
Nono frequently used magnetic tape in his works, combining prerecorded and
modified sounds with live instruments. This technique is also employed in this
piece. Magnetic tape serves as an essential expressive and architectural
element that enhances the piano and soprano parts while significantly
expanding the orchestra’s sonic palette.

The piece begins with an unsettling orchestral introduction, followed by
the soprano accompanied by tape. The vocal part gradually builds to a series of
desperate screams, which are then interrupted by a low-register piano
entrance. The orchestra contributes sudden eruptions, creating an overall
desolate atmosphere. A short intermezzo follows, during which the texture
quiets down. At the end of this passage, the tape introduces a mixture of
fragmented piano and voice, evoking a sonic shadowplay. The orchestra then



comes to the forefront, and after the piano enters, the piece suddenly begins
building toward its climax. Listeners are thrust into the midst of mighty sonic
waves created by the orchestra and tape. Finally, the music culminatesin a
series of penetrating, thunderous high-register chords — music that seems
permeated with beams of dazzling light. The final section continues the
heightened character of the preceding music. The multiplied soprano voice on
tape dominates, reminiscent of a fantastical choral dirge. An echo of this vocal
part then concludes the entire piece. On one hand, Luigi Nono’s Como una ola
de fuerza y luz represents a deeply personal testament — an effort to come to
terms with the unexpected loss of a friend. On the other hand, it reflects a clear
determination to transform this tragic event into a serious work of art with a
social dimension, aiming to inspire listeners to contemplate the legacy of
Luciano Cruz.

Petr Zvérina



