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Dieter Schnebel — Harley Davidson (2000)

Némecky skladatel Dieter Schnebel (1930-2018) zapocal sva studia v roce 1949 na
Musikhochschule ve Freiburgu, zaroven dochdzel na predndsky Martina Heideggera na
Freiburské univerzité a také se Ucastnil Mezinarodnich prazdninovych kurz nové hudby
v Darmstadtu. V letech 1952-1956 studoval protestantskou teologii, filozofii a muzikologii
v Tibingenu a nasledné pracoval jako ucitel a pastor v Kaiserslauternu, Frankfurtu nad
Mohanem a v Mnichové. Pozdéji pisobil na Univerzité uméni v Berliné, kde pro néj byla
v roce 1976 pfimo vytvorena pozice profesora pro experimentdlni hudbu a muzikologii,
kterou zastdval az do roku 1995, kdy se stal emeritnim profesorem. Schnebel byl plivodné
prisnym seridlnim skladatelem, ale postupem ¢asu ustoupil ze svych vyhranénych
estetickych nazoru a vénoval se tvorbé experimentdlnich konceptl a procesudlnich
kompozi¢nich metod, v jejichZ ramci se zaméroval napf. na nové, do té doby
neprozkoumané moznosti vyuziti lidského hlasi — od Sepotu a sipéni az po kfik. Psal viak
také nabozensky zamérena dila. Po ustanoveni divadelni skupiny Die Maulwerker na
Univerzité uméni v Berliné se Schnebel mohl systematicky vénovat svému konceptu
otevieného dila, ktery byl jen ¢astecné odvozen z pristupu hnuti Fluxus — v jeho ramci byly
hudebnici instruovani, aby se podileli na prostorovych performancich, jez zahrnovaly napf¥.
nekonvencéni pouziti hudebnich ndstroja a hlasu.

Schott Music

Skladba Dietera Schnebela Harley Davidson pro 9 motocykl( Harley Davidson, trubku
a syntezator je oslavou zvuku téchto legendarnich strojl. Pfi provedeni dila se hfmot
motord misi se zvuky trubky a syntezatoru; je vyuZito celé vyrazové spektrum téchto
motocykl(: rachoceni, supéni, burdceni, skuc¢eni, houkani, blikani... ZakladnitonyHa D se v



kompozici objevuji znovu a znovu na pozadi kontrolovaného pfidavani a ubirani plynu.
Skladbu a celkovou choreografii téchto deviti tézkych stroji Schnebel vytvofil v roce 2000
a prepracoval v roce 2007. Nebyl inspirovan pouze charakteristickym zvukem motocykl(,
ale také kultovnim filmem Easy Rider (1969). Premiéra dila probéhla pod vedenim
samotného autora; Steffi Weismann nasledné fidila dvé realizace této kompozice ve
Svycarsku (Schlossmediale Werdenberg, 2013 a Dada-Festspiele Curych, 2016). Skladba
byla vidy provedena ve spoluprdci s mistnimi harleyari.

Steffi Weismann

Dieter Schnebel — Harley Davidson (2000)

German composer Dieter Schnebel (1930—-2018) began his studies at the
Musikhochschule in Freiburg in 1949, simultaneously attending lectures given by Martin
Heidegger at the University of Freiburg, and forged close contacts with the Darmstadt
Summer Courses for New Music. Schnebel then studied Protestant Theology, Philosophy
and Musicology in Tlbingen from 1952 to 1956. He was subsequently employed as a
teacher and pastor in Kaiserslautern, Frankfurt am Main and Munich. A position as
professor for experimental music and musicology was specially created for Schnebel at the
Hochschule der Kiinste in Berlin in 1976, a post he occupied until becoming professor
emeritus in 1995. Schnebel was originally a strict serial composer, before an increasing
anti-dogmatism spurred him on to develop experimental concepts and compositional
methods in which he exploits the use of the human voice in previously unknown
dimensions, ranging from whispering and wheezing to screaming. He also produced
compositions of a sacred character. Through the creation of the theatre group Die
Maulwerker at the Berlin Hochschule der Kiinste, Schnebel was able to systematise his
open work concept, which was only partially based on Fluxus, in which the musicians were
instructed to participate in spatial actions involving the unconventional utilisation of their
instruments and voices.

Schott Music

The composition Harley Davidson by Dieter Schnebel for 9 Harley Davidson
motorcycles, trumpet and synthesizer celebrates the sound of these cult machines. The
engine noises are staged in interplay with the sounds of the trumpet and synthesizer in
their entire bandwidth: rattling, chugging, rumbling, howling, honking, flashing... The basic
tones H (B) and D are played again and again through targeted throttling. The
choreography of the 9 heavy machines is a spectacle that Schnebel composed in 2000 and
reworked in 2007. He was inspired not only by the specific sound of the motorcycles but
also by the cult film Easy Rider (1969). He conducted the premiere himself; Steffi
Weismann conducted two performances of this piece in Switzerland (Schlossmediale
Werdenberg, 2013 and Dada-Festspiele Zirich, 2016). It has always been realized in
collaboration with local Harley Davidson drivers.

Steffi Weismann



Julius Eastman - Crazy Nigger (1979)

Crazy Nigger — provokativni nazev této skladby Julia Eastmana (1940-1990) muze
leckoho ponékud prekvapit a snad i uvést do rozpakt. Ovsem narusovani
a nepfizpusobovani se béznym konvencim a zpUsobu fungovani spole¢nosti (povétsinou
odvozovaného od ,idedlu” bilého heterosexudlniho muze) bylo soucasti autorova Zivota i
tvorby. Eastman nikdy neskryval a nemaskoval, kym doopravdy byl — naopak, od tohoto
prijeti odvozoval svou vlastni svobodu: ,Snazim se, abych sv{j Zivot prozival naplno a byl
tim, kym doopravdy jsem — ¢ernochem, muzikantem a homosexudlem.” Je vSak potreba
dodat, Ze vétSinova spolec¢nost v USA v 70. a 80. letech pravdépodobné nebyla pfipravena
dlouhodobé akceptovat nékoho, kdo tak oteviené projevoval svou odlisnost. | kdyz se
Eastman v pribéhu 70. let prosadil jako Uspésny interpret nové a experimentalni hudby
(byl napt. také jednim ze zakladajicich ¢leni S.E.M. Ensemble) a hodné koncertoval, jeho
vlastni tvorba byla verejnosti spiSe prehlizena. Na pocatku 80. let pak ztratil staly zdroj
prijm0 a v jeho chovani se navic zacaly viditelné projevovat problémy spojené s alkoholem
a uzZivanim drog... tento talentovany umélec se nakonec stal bezdomovcem (v dlsledku
cehoz se také bohuzel ztratily nékteré jeho nahravky a partitury) a o poslednim obdobi
jeho Zivota toho neni znamo pfilis mnoho. Zemrel v pouhych 49 letech.

Eastman(lv hudebni jazyk vychazi predevsim z minimalismu, ale byl také ovlivnén
napr. jazzem Ci populdrni hudbou. Zajimavy je pak jeho koncept tzv. ,, organické hudby*,
kdy jednotlivé hudebni fraze obsahuji prvky z pfedchozich sekci, které jsou postupné
rozsirovany ¢i modifikovany a hudebni struktura se tak prirozené ,rozriista“; popisovana
kompozi¢ni strategie je vyuZita i ve skladbé Crazy Nigger. Toto dilo je sice uréeno pro
jakékoliv mnozZstvi podobnych nastrojli, ovsem z praktickych divod( je vétSinou
provadéno ¢tyrmi klaviry. Skladba je soucasti Eastmanova cyklu nazvaného Nigger Series,
jenz dale obsahuje kompozice Evil Nigger (1979) a Gay Guerrilla (1979). Uz prvni tény
skladby Crazy Nigger prekvapi posluchace svou nebyvalou energii a dravosti — jedna se o
zvukové intenzivni dilo, které si z minimalismu vypUjcuje ,fyzicnost” a vypjatost
interpretacniho vykonu. Eastmanovy skladby jsou do znaéné miry poznamenany jeho
Zivotnim pribéhem a spolecenskou situaci, v niz tvotil — snad i z toho dlvodu ddvaji zakusit
neobvykle silny pocit svobody a vzdoru.

Petr Zvéfina

Julius Eastman - Crazy Nigger (1979)

Crazy Nigger — the provocative title of this composition by Julius Eastman (1940-1990)
may surprise or even disconcert those who come across it. However, the disruption of, and
non-compliance with conventions and means of society’s functioning (usually derived from
the “ideal” of white heterosexual men) was an inseparable component of this artist’s life
and work. Eastman never masked who he really was — to the contrary, his self-acceptance
formed the very foundation for his artistic freedom: “What | am trying to achieve is to be
what | am to the fullest — Black to the fullest, a musician to the fullest, a homosexual to the



fullest.” It must be said though that the majority of American society in the 70s and 80s
was not prepared to accept someone who so openly expressed his nonconformity. Even
though he made his mark in the 70s as a performer of new and experimental music (he
was, for example, one of the founding members of the S.E.M. Ensemble) and frequently
appeared in concerts, his own work was rather overlooked. In the early 1980s, Eastman
lost his stable source of income, and problems connected with alcohol and drug abuse
started to manifest in his behavior. This talented artist eventually became homeless
(which led to the loss of some of his recordings and scores) and we do not have much
information about the end of his life. He died at the age of 49.

Eastman’s musical language draws on the concept of minimalism, but he was also
influenced by jazz and popular music. Of particular interest is his concept of “organic
music,” in which individual musical phrases contain elements from previous sections,
which are gradually expanded and modified, causing the natural growth of a musical
structure. It is precisely this compositional strategy that he utilized in Crazy Nigger.
Despite having been written for any number of similar instruments, for practical reasons it
is most commonly performed on four pianos. The composition belongs to Eastman’s
Nigger Series, which also contains the compositions Evil Nigger (1979) and Gay Guerrilla
(1979). Already, the first tones of Crazy Nigger strike the listener with their unparalleled
energy and vigor — it is a sonically intense work, which takes its “physicality” and extreme
involvement in performance from minimalism. Eastman’s compositions are, to a certain
extent, affected by the story of his life and the social environment in which he worked —
maybe it is for this reason that they provide the listener with the possibility to experience
such an unusual sense of freedom and resistance.

Petr Zvéfina

Klaas de Vries — Stringed (2018)

Klaas de Vries (1944) studoval hru na klavir, hudebni teorii a skladbu v Rotterdamu a
Haagu. Po dokonceni svych kompozi¢nich studii u Otty Kettinga studoval rok pod vedenim
Milka Kelemena ve Stuttgartu. Od roku 1968 aZ do soucasnosti vytvofil skladby ve vSech
hudebnich Zzanrech a formach — od sélovych a komornich kompozic, az po sborova a
orchestralni dila. Rovnéz se podilel na vzniku péti rozsahlych hudebné-divadelnich
produkcich, jako napf. A King Riding ¢i Wake. Jeho skladby pravidelné uvadi Kralovsky
orchestr Concertgebouw, Nizozemsky rozhlasovy orchestr, ale také zahraniéni télesa jako
Boston Musica Viva, Ensemble Modern, San Francisco Contemporary Music Players a dalsi
soubory. Spolupracoval s vyraznymi sélisty jako napf. s Ellenou Corver, Lizou Ferschtman,
Rosemary Hardy, Derekem Lee Radinem, Mariou Oran a samozrejmé také se svou zenou
Gerrie de Vries (mezzosopranistka). Provedeni jeho dél fidili pfedni dirigenti jako napf.
Arie van Beek, Peter EotvOs, Reinbert de Leeuw, Peter Rundel a dalsi. Dvakrat ziskal
ocenéni Matthijs Vermeulen Award (nejprestiznéjsi nizozemska cena pro skladatele).



PUsobil jako profesor kompozice a orchestrace na konzervatorich v Rotterdamu, Haagu a
Amsterodamu. Pravidelné predndsi a Ucastni se mistrovskych kurz(.

Skladbu Stringed pro smyccové kvarteto a cimbal jsem napsal na Zadost
DoelenKwartet k prilezitosti oslav 25 let jejich ¢innosti. Napad zkombinovat cimbal se
smyccovym kvartetem vzesel od Franka de Groota (primarius DoelenKwartet) a ukazal se
byt velmi inspirativnim. Uvedené nastroje maiji totiz struny, na které hraci hraji pfimo —

a to pomoci pali¢ek, smycce, nebo prsta. Struny se tak rozeznivaji Gderem a drnknutim
(cimbal), ¢i tfrenim, drnknutim a uderem (kvarteto). Kompozice Stringed se sklada ze sedmi
Casti, Cislo 7 je rozsifenim Cisla 5 (pocet vyuZitych nastroj(l), jez dovoluje vytvoreni
podobné symetrické struktury; Cislo 4 pak predstavuje Ustifedni ¢ast, ostatni Cisla jsou
kolem tohoto stfedu symetricky usporadana. To znamend, Zze ¢asti3a5,2a6,1a7jsou
spriznény. Na zakladé této symetrie jednotlivé ¢asti skladby prozkoumavaji rizné vztahy
a souvislosti mezi kvartetem a cimbdlem — at uZ se jedna o cimbalové sélo (3, 5), nebo
0 Uplné prolnuti nastrojl (4). Ze symetrické struktury také vychazi volba temp a délka
jednotlivych ¢asti. Ustfedni ¢ast (4 — Elegie) je nejdeldi, nejpomalejsi a nejlyrictéjsi, zatimco
cimbalova séla jsou nejrychlejsi a nejrytmictéjsi z celé skladby. Kompozice je rdmovdana
¢astmi 1 a 7, které jsou znacné introvertni a zaloZzené na jednoduché cimbdlové melodii,
Casto citlivé vyuZzivajici alikvotni tény. Nejsem si védom toho, Ze by toto dilo bylo pfimo
ovlivnéno tvorbou jiného autora, kompozici Stringed spiSe vnimam jako sv(ij skromny
prispévek k linii skladatelt Beethoven — Brahms — Janacek — Bartok — Ligeti.

Klaas de Vries

Klaas de Vries — Stringed (2018)

Klaas de Vries (1944) studied piano, music theory and composition in Rotterdam and
The Hague. After finishing his composition studies with Otto Ketting, he studied for a year
with Milko Kelemen in Stuttgart. Between 1968 and the present, he has written
compositions in all genres from solo works and chamber music to choral and orchestral
pieces, as well as five medium to large scale musical theatre productions, including A King
Riding, and Wake. His music is regularly played by The Royal Concertgebouw Orchestra
and the Radio Philh. Orchestra in Holland, as well as abroad by Boston Musica Viva,
Ensemble Modern, San Francisco Contemporary Music Players, and various other
ensembles. de Vries has worked together with soloists such as Ellen Corver, Liza
Ferschtman, Rosemary Hardy, Derek Lee Ragin, Maria Oran and of course his wife Gerrie
de Vries (mezzo-soprano), and conductors such as Arie van Beek, Peter E6tvOs, Reinbert de
Leeuw, Peter Rundel, and many others. He has twice received the Matthijs Vermeulen-
prize, the most prestigious composition prize of Holland. He has worked as a composition
and instrumentation teacher at the conservatoires of Rotterdam, The Hague and
Amsterdam, and regurarly gives masterclasses and lectures.



Stringed for string quartet and cimbalom was written at the request of The
DoelenKwartet on othe ccasion of their 25th anniversary. The idea of combining the
cimbalom with the string quartet came from Frank de Groot (the primarius of
DoelenKwartet) and proved to be a great source of inspiration. All instruments have
strings that are touched directly by sticks, bows or fingers. The strings are either beaten or
plucked (cimb.) or bowed, plucked and beaten (the quartet). Stringed is a piece in seven
parts, seven being an expansion of the number five (the number of instruments)
permitting the same symmetrical structure: with the number four as the central part and
the other numbers arranged symmetrically around it. This means that the numbers three
and five, two and six, and one and seven are related. According to this symmetry, the
movements explore different relations between the quartet and the cimbalom from cimb.
solo (mov. three and five) to completely integrated (mov. four). The symmetrical structure
also determines the use of different tempi and lengths of movements. The central
movement (Elegy) is the longest, slowest and most lyrical and the cimbalom solos are the
fastest and most rhythmical, while the piece is rounded off by movements one and seven.
Both are very introverted and based on a simple melody played on the cimbalom with a
frequent use of subtly specified overtones. Without being conscious of any explicit
influence, | would like to regard this piece as being my humble contribution to this line:
Beethoven — Brahms — Janacek — Bartok — Ligeti.

Klaas de Vries

Alois Haba — Suita pro cimbal, op. 91 (1960)
Allegro moderato — Andante cantabile — Allegro energico

Skladatelsky a hudebnéteoreticky odkaz Aloise Haby je nerozlu¢né spjat s jeho
mikrointervalovymi ténovymi systémy. Tyto alternativni zplsoby ladéni byly v
konzervativnim a znaéné umirnéném hudebnim svété mezivaleéného Ceskoslovenska, kde
dominoval pozdni romantismus, vnimany jako vyslovené avantgardni. Haba byl jednim
z mala ¢eskych tviarc(, jehoz plvodni myslenky a hudebni tvorbu bylo v té dobé mozné
Uspésné ,exportovat” do zahranici. V dlisledném a promysleném zp(sobu ,vynalézani“
vlastniho hudebniho jazyka se tento skladatel vyrovnal i napf. Arnoldu Schonbergovi.
Zvyseny zajem o Habovy mikrointervalové skladby vSak ponékud zastifiuje jeho umélecky
vyznamné kompozice, které vznikly ve ,standardni” dvanactitonové temperované
chromatice — jako napf. Suita pro cimbdl, op. 91. V téchto dilech se vSak o to |épe mizeme
soustfedit na druhou dilezZitou slozku Habovy hudebni reci, ktera spolecné s
mikrointervalovymi tdnovymi systémy dotvari jeho koncepci ,,osvobozené hudby“ (,,Musik
der Freiheit”), tzv. atematismus. Uvedeny termin neni snadné presné definovat, nejedna se
o ,hudbu bez témat“; Haba se spiSe vymezuje vici tradi¢ni motivické/tematické praci a ve
svych kompozicich pak nechdva hudebni material volné , bujet” a vykrystalizovat do
jedineénych forem. To miZeme pozorovat i v Suité pro cimbdl, kterou skladatel dokoncil
v listopadu 1960. Jde o pomérné pozdni autorovu skladbu; Haba v té dobé tihnul ke



strucnosti hudebniho vyrazu a vnitfni architektura dila tak pres vSechnu formalni
uvolnénost plsobi zcela umérené a nemame dojem jakékoliv nadbytecnosti. Skladatel
pochazel z Vizovic (vychodni Morava) a mél bohaté zkusenosti s lidovou hudebni tvorbou.
Vyuziti cimbalu by tedy mohlo naznacovat, Ze se Haba bude snazZit o reminiscenci motivi ci
postupt z lidové hudby. V pfipadé této kompozice vsak autor cimbdl rovnéz ,,osvobozuje”
z naznaceného kontextu a predstavuje jej jako suverenni koncertni nastroj.

Petr Zvéfina

Alois Haba — Suite for Cimbalom, op. 91 (1960)
Allegro moderato — Andante cantabile — Allegro energico
The compositional and music theory legacy of Alois Haba is inseparably

connected with his microtonal systems. In the conservative and markedly restrained
musical world of interwar Czechoslovakia dominated by late Romanticism, such alternative
tuning techniques were considered overtly avantgarde. Hdba was one of the few Czech
authors in this period whose original thoughts and music works passed the requirements
to be “exported” abroad. In a meticulous and thoughtful way of “inventing” his own
musical language, this composer could equal even Arnold Schonberg. The interest in
Haba’s microtonal compositions, however, slightly overshadow the artistic value of his
compositions that were composed in a “standard” twelve-tone tempered chromatic
system, such as Suite for Cimbalom, op. 91. Yet, it is precisely in these works that we can
focus on the second component of Haba’s musical language, which, along with microtonal
systems, forms his conception of “Liberated Music” (“Musik der Freiheit”), or the so-called
athematism. It is not easy to define the above-mentioned term exactly, as it does not
signify music devoid of themes. Rather, Haba defies traditional motivic/thematic work and
lets the music material in his compositions expand and crystallize into unique forms. We
can observe this process in the Suite for Cimbalom, which the composer completed in
November 1960, making it a rather late composition in the author’s oeuvre. At the time,
Haba gravitated towards brevity of musical expression, and for this reason the internal
architecture of the work creates an impression of overall moderateness. It does not
produce any sense of excess, despite all the formal looseness. Since the composer came
from the village of Vizovice in eastern Moravia, he had ample experience with folk music.
The choice of cimbalom might suggest that Hadba was attempting a reminiscence of
motives or progressions from folk music. In this composition, the author also “liberates”
the cimbalom from its context and presents it as a full-fledged concert instrument of its
own.

Petr Zvéfina



Peter E6tvos — PSY (1996)

Skladatel, dirigent a ucitel. VSechny tyto tfi profese Petera E6tvOse se protinaji v
jedné hvézdné kariére. Tento madarsky umélec, ktery se narodil v roce 1944 v
Transylvanii, je jiz dlouho povazovan za jednu z nejvyznamnéjsich a nejvlivnéjsich
osobnosti na hudebni scéné, at uz jako mezinarodné uznavany dirigent nebo jako skladatel
uspésnych oper, orchestralnich dél a koncertl napsanych pro véhlasné interprety z celého
svéta. Mezi jeho nejnovéjsi dila z roku 2018 se radi skladba Secret Kiss pro ansambl,
koncert pro housle a orchestr Alhambra, ktery vznikl na objedndvku Festivalu v Granadé,
nebo komorni skladby Lisztomania pro ctyrrucni klavir a Joyce pro sélovy klarinet. E6tvos
priklada velky vyznam pfedavani svych Sirokych znalosti a zkuSenosti ostatnim. Vyucoval
na hudebni akademii v Koliné nad Rynem ¢i v Karlsruhe a porada pravidelné mistrovské
kurzy a seminare po celé Evropé. V roce zaloZil International E6tvos Institute a v roce 2004
nadaci pro mladé skladatele a dirigenty E6tvos Contemporary Music Foundation, ktera
sidli v Budapesti. Kromé vyse uvedenych ¢innosti je Peter E6tvos pravidelné zvan
nejvyznamnejsimi orchestry a opernimi domy k hostovani jako dirigent.

PSY (1996) — , To byly ¢asy! Bylo mi 17 a Gagarin se prave vznesl do vesmiru. Svét
nemél Zzadné vnéjsi hranice. V roce 1961 jsem v uhranuti z teorie velkého tfesku napsal
klavirni skladbu nazvanou Kosmos. Byl to pohled do nekonecna, které nas obklopovalo. 32
let poté jsem vytvoril kompozici Psychokosmos, jez predstavuje jakysi retrospektivni
pohled do mého nitra, do mych osobnich psychickych pochodl odehravajicich se béhem
téchto dni. Fragment z tohoto orchestralniho dila v aranzi pro tfi nastroje (flétnu,
violoncello a cimbdl) nese struény ndzev PSY.”

Peter EOtvos

Peter E6tvos — PSY (1996)

Composer, conductor and teacher: the Hungarian Peter E6tvos combines all three
functions in one very high-profile career. Born in Transylvania in 1944, he has long been
considered one of the most significant and influential personalities on the music scene as
both an internationally recognized conductor, and a composer of successful operas,
orchestral works and concertos, written for well-known artists from all over the world. His
latest compositions include Secret Kiss for ensemble, Alhambra, a concerto for violin and
orchestra commissioned by Festival Granada, and chamber pieces like Lisztomania for
piano, and Joyce for solo clarinet. E6tvOs attaches great importance to passing on his
extensive knowledge and experience to others. He has taught at the music college in
Cologne and Karlsruhe, and gives regular masterclasses and seminars throughout Europe.
He established the International E6tvds Institute in 1991, and the E6tvos Contemporary
Music Foundation in 2004 in Budapest for young composers and conductors. In addition to
the roles listed above, Peter EGtvOs is regularly invited as a guest conductor by some of the
most important orchestras and opera houses.



PSY (1996) — “What good times those were! | was seventeen years old, and Gagarin
took off. The world had no outer limits. In 1961, excited by the Big Bang theory, | wrote a
piano piece with the title Kosmos. It was a glance into the infinity surrounding us. 32 years
later, a retrospect, looking inwards, into the personal psyche of those days. A fragment
from the orchestral work Psychokosmos, adapted for three instruments (flute, violoncello
and cimbalom), has the brief title PSY.”

Peter EGtvos

Alexander Held — Perpetual Motion (2018)

Alexander Held se narodil v Mnichové (Némecko) a se studiem hudby zapocal na
Academy Deutsche POP, kde byl Skolen v oborech zvukové inZenyrstvi a hudebni teorie.
Poté, co Uspésné ziskal vysokoskolsky titul jako zvukovy inZenyr, tfi roky soukromé
studoval skladbu u mnichovského skladatele Dietera Dolezela. V roce 2016 byl pfijat ke
studiu skladby na Manhattan School of Music, kde jej vede Reiko Fiting. Jako Ucastnik
Darmstadtskych prazdninovych kurzt 2018 se zapojil do workshopu v rdmci CoSiMa
IRCAM, kde byla predstavena jeho prvni interaktivni zvukova instalace; rovnéz zde
navstévoval masterclassy vedené Brianem Ferneyhoughem, Isabel Mundry a Johannesem
Kreidlerem. Alexander Held se jako rezident v l1été 2019 zucastni festivall Zodiac a Ostrava
Days.

Ve skladbé Perpetual Motion (Vécny pohyb) pro akordeon si pohrdvam s myslenkou,
Ze se prosty motiv ,vtésndva“ do rozlicnych metrickych rdmct, které bud’ zkracuiji,
prodluzuji, nebo pozménuji stejny material.
Alexander Held

Alexander Held — Perpetual Motion (2018)

Born in Munich (Germany), Alexander Held started his music education at the
Academy Deutsche POP where he was trained in Audio engineering and Music theory.
After successfully obtaining his Diploma as a technical Audio engineer, Held started taking
private composition lessons with the Munich based composer Dieter Dolezel for 3 years. In
2016 he was admitted for the Undergraduate Composition Program at the Manhattan
School of Music where he studies under Reiko Fiiting. As a member of the 2018 Darmstadt
Summer Courses, he participated in the CoSiMa IRCAM workshop and had his first
interactive audio installation premiered while also participating in masterclasses with
Brian Ferneyhough, Isabel Mundry and Johannes Kreidler. As a chosen resident, Alexander
Held will participate in the Zodiac Festival and the Ostrava Days in the summer of 2019.

In Perpetual Motion for accordion, | am playing with the idea of having a simple motif
that is being forced into different metric frames that either shorten, lenghten or alter the
same material.

Alexander Held



Luciano Berio — Sequenza XIVb (arr. Stefano Scodanibbio, 2002/2004)

Beriovy Sekvence |ze charakterizovat jako extrémné narocné sdlové skladby, které
posunuly ndstrojové a interpretacni moznosti a de facto kodifikovaly nové technické
standardy v oblasti soudobé a experimentalni hudby. Autor tyto kompozice netvofil
»abstraktné” a odtrzené od Zivé praxe, jednotlivé Sekvence jsou spjaty s vyraznymi
interprety, s nimiz skladatel konzultoval své zaméry a jejichZ technické mistrovstvi jej
rovnéz inspirovalo, napr. Sekvence VIl pro hoboj (1969 — Heinz Holliger) ¢i Sekvence Xl pro
fagot (1995 — Pascal Gallois). V téchto skladbach také vyrazné vystupuje do popredi
specificky rys Beriova kompozi¢niho procesu; autor sva dila chapal jako ,,work in progress”
a vytvarel napt. rlizné varianty jiz dokoncenych skladeb (Sekvence IXa pro klarinet — 1980;
IXb pro altovy saxofon — 1981; IXc pro basklarinet — 1998). Beéhem let, kdy pracoval na
Sekvencich, vytvofil Berio rovnéz , paralelni“ cyklus nazvany Chemins (Cesty), v jehoz rdmci
prezentoval hudebni material Sekvenci v odliSném kontextu; predevsim se jedna o
doplnéni sélového nastroje souborem dalSich nastrojii — napr. vyse zminéna Sekvence VIi
se stala zdkladem Chemins IV pro hoboj a 11 smyc¢covych nastrojl (1975). Skladatel timto
zplUsobem realizoval své presvédceni, Ze je nemozné, aby jedna kompozice vycerpala
veskery potencial uplatnéného hudebniho materidlu — vidy zde existuje moznost jeho
dalsiho rozpracovani. Naznaceny autoruv pristup bychom mohli do urcité miry vztdhnout i
na vznik Sekvence XIVb. Berio byl v poslednich letech svého Zivota fascinovan hraéskymi
dovednostmi italského kontrabasisty Stefana Scodanibbio a mél dokonce v planu vytvorit
»dvojitou” Sekvenci pro violoncello a kontrabas. Tento zamér vSak nakonec nenaplnil a
zkomponoval pouze samostatnou Sekvenci XIV pro violoncello (2002 — Rohan de Saram);
vyzval vSak Scodanibbio ke spolupraci na vytvoreni varianty pro kontrabas: ,[Berio] mi
zaslal partituru [Sekvence XIV pro violoncello] [...] a Zadal mé, abych dilo ,pretvofil* (pouzil
tento vyraz) pro kontrabas. Nemél zajem o pouhou transkipci — to mi bylo naprosto jasné.”
Skladatel bohuzel zemrel prfed tim, nez byla prace na této verzi hotova, nicméné
Scodanibbio s nim jeSté béhem jeho Zivota absolvoval nékolik konzultaci a kontrabasovou
Sekvenci XIVb v roce 2004 dokoncil.

Petr Zvéfina

Luciano Berio — Sequenza XIVb (arr. Stefano Scodanibbio, 2002/2004)

Berio’s Sequenzas can be characterized as extremely difficult solo works, which
propelled instrumental and performance possibilities forward, and in fact codified new
technical standards in the area of contemporary and experimental music. These
compositions did not come to life in an “abstract” manner, in isolation from living practice.
On the other hand, the individual Sequenzas are connected to prominent performers, with
whom the composer consulted his intentions and whose technical mastership became a
source of inspiration. This is exemplified by Sequenza VIl for oboe (1969 — Heinz Holliger)
and Sequenza Xll for bassoon (1995 — Pascal Gallois). In these compositions, a specific
feature of Berio’s compositional process comes to the fore: the author conceived of his
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works as “works-in-progress,” and developed various versions of already completed
compositions (Sequenza IXa for clarinet — 1980; /Xb for alto saxophone, IXc for bass
clarinet — 1988). Over the years he spent working on Sequenzas, Berio also worked on a
“parallel” cycle called Chemins (Pathways, or Routes), in which he presented the musical
material of Sequenzas in a different context, primarily by bringing the solo instrument
together with an ensemble of other instruments. For example, Sequenza VIl became the
basis of Chemins IV for oboe and 11 string instruments (1975). In this way, the composer
put into practice his belief that it is impossible for one composition to deplete the entire
potential of music material used in it. There is always the possibility for further
elaboration. This suggested approach could be applied, to some extent, to the inception of
Sequenza XIVb. During last years of his life, Berio became fascinated by the instrumental
skills of the Italian double bass player Stefano Scodanibbio, and even envisioned writing a
“double” Sequenza for violoncello and double bass. However, this idea did not come to
fruition, and he only composed Sequenza XIV for violoncello (2002 — Rohan de Saram). He
did, however, invite Scodanibbio to collaborate with him on the creation of the double
bass version of the piece: “[Berio] sent me the score [of Sequenza XIV for violoncello] [...]
asking me to ‘reinvent’ (that is the word he used) it for double bass. He didn’t want a
transcription — this was very clear.” Unfortunately, Berio died before this version was
completed, but Scodanibbio still managed to discuss the work with the composer several
times and succeeded in completing the double bass Sequenza XIVb in 2004.

Petr Zvéfina

Robert Stricklin — Iphigenia (2018)

Hudbu R.S. Stricklina Ill, narozeného v roce 1994 v texaském Dallasu, v minulosti
predstavil orchestr Dallas Symphony Orchestra, soubory SYZYGY New Music Ensemble (z
Dallasu) a loadbang ¢i umélci jako je Frances-Marie Uitti. V soucasné dobé studuje v
magisterském stupni klasickou skladbu na Manhattan School of Music (MSM) u Reiko
Fltinga. Mezi jeho nejnovéjsi projekty se radi dilo slozené pro MSM Composers’ Orchestra
a skladba pro flétnu a elektrickou kytaru napsana pro absolventy MSM Coltona Chapmana
a Francescu Leo.

Skladba Iphigenia byla napsana na podzim roku 2018 pro mého pfritele Christophera
Pawlovského, ktery ji poprvé provedl v dubnu 2019 v New Yorku.
Robert Stricklin

Robert Stricklin — Iphigenia (2018)

R.S. Stricklin lll, born in 1994 in Dallas, Texas, has had his music performed by
members of the Dallas Symphony Orchestra, SYZYGY New Music Ensemble (Dallas), and
artists such as loadbang and Frances-Marie Uitti. He is currently pursuing a MM in classical
composition at the Manhattan School of Music (MSM), studying with Reiko Fiiting. Current
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projects include a work for the MSM Composers’ Orchestra as well as a work for flute and
electric guitar, written for MSM alumni Colton Chapman and Francesca Leo.

Iphigenia was written Fall 2018 for my friend Christopher Pawlowski, who premiered
the piece in April 2019 in New York.

Robert Stricklin
Miroslav Téth — Havifov pro violoncello sélo (2015)

Miroslav Téth je skladatel a saxofonista narozeny v Bratislavé (1981). V soucasnosti je
doktorandem na Akademii muzickych uméni v Praze u Michala Rataje. Magisterské
studium skladby absolvoval na VSMU v Bratislavé u Vladimira Goddra; do tfetiho roéniku
studoval u Jevgenije IrSaie. V jeho kompozi¢nich zacatcich jej vedl llja Zeljenka. Je rovnéz
absolventem hudebni védy na Univerzité Komenského v Bratislavé. Toth je autorem
jednoaktové opery Zdhada tyce, opery Zdzracnd tyc¢ pro uredniky ve verejnych institucich,
tfech video oper — Zub za zub, Oko za oko a Ty¢, a nedokoncené opery Outpark. Jeho
skladbu The Quartet of Tentacles Reaching Out proved| Kronos Quartet a momentalné pro
tento soubor pripravuje dalSi kompozici. Dale je napf. autorem skladby Teorie absolutniho
smutku pro sopran a orchestr, kabaretni suity BallOnAir ¢i Requiem za mafidna pro sbor a
cappella a kontratenoristu. V roce 2018 ziskal cenu Radio_Head Awards za
elektroakustickou skladbu Kyberpunkomsa. Je ¢lenem kapel Shibuya Motors, Thisnis,
Frozen Wigwam nebo Funeral Marching Band. Jako saxofonista, extenzivni zpévak ci
soundpaintingovy dirigent se zaméruje na volnou improvizaci, na hudbu s pfesahem do
grafickych partitur a také na otevrena dila. Vytvoril hudbu k nékolika celovecernim filmim.
Pravidelné spolupracuje napf. s lIvanem Ostrochovskym nebo Robertem Kirchhoffem.

Skladba Havifov pro violoncello sélo je vénovdna ob¢anskym aktivistiim, ktefi se
postavili proti zbourani unikatni vlakové stanice v Havirové.
Miroslav Téth

Miroslav Téth — Havirov for Violoncello Solo (2015)

Miroslav Téth (1981) is a composer and saxophonist hailing from Bratislava.
Currently, he is pursuing his PhD studies at HAMU in Prague under Michal Rataj. He
finished his master studies at VSMU in Bratislava under Vladimir Godar and in the first
three years he studied under Jevgenij Irsaj. In his compositional beginnings, he was
mentored by llja Zelenka. He is also a graduate of musicology at the Comenius University
in Bratislava. Téth is the author of the one-act opera Mystery of a Bar, the opera A
Miraculous Bar for Clerks in Public Institutions, three video operas — A Tooth for a Tooth,
Eye for an Eye and The Pole, and an unfinished opera Outpark. His composition The
Quartet of Tentacles Reaching Out was performed by Kronos Quartet and currently, he is
preparing another composition for this ensemble. Furthermore, he is the author of the
composition Theory of Absolute Sadness for soprano and orchestra, the cabaret suite
BallOnAir or Requiem za mafidna (Requiem for Mafioso) for a cappella choir and contra
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tenor. In 2018, he won a Radio_Head award for his electroacoustic composition
Kyberpunkomsa (Cyber-Punk-Ceremony). He is a member of the bands Shibuya Motors,
Thisnis, Frozen Wigwam, and Funeral Marching Band. As a saxophonist, singer and
soundpainting conductor, he focuses on free improvisation, music using graphic scores
that overlaps into the visual sphere, and on works with some degree of openness. He has
composed the music to several feature films and regularly collaborates with lvan
Ostrochovsky and Robert Kirchhoff.

The composition Havirov for Violoncello Solo is dedicated to civic activists who have
stood up against the demolition of the train station in Havirov.
Miroslav Téth

Horatiu Radulescu — Immersed in the wonder, op. 96 (1996)

Tvurci cestu rumunského skladatele Horatia Radulescu lze charakterizovat jako snahu
o komplexni prozkoumavani prostoru — at uz chapaného jako zvukového prostoru
(zvukového spektra s jeho nekone¢nymi harmonickymi fadami), jako transcendentdlniho
prostoru, jako vnitfniho prostoru v mysli posluchaci, nebo téz jako prostoru, kde je hudba
provadéna. Béhem let se Radulesclv skladatelsky styl stale zdokonaloval, z(istal ovsem
vérny podstaté své rané hudebni poetiky — tj. myslence ,,zvukové plasmy”. Skladatel chtél
dosdhnout mimoradného stavu zvuku, ktery by prekracoval hranice temperovaného ladéni
a hudebnich kategorii jako jsou monodie, homofonie, polyfonie a heterofonie. Zvuky
nemusi byt pojimany jako jednotlivé body nebo linie, jedna o Zivé bytosti, které nakonec
predstavuji samotné ztélesnéni akustického celku. Toto pojeti v sobé zahrnuje vSechny
mozné slysitelné a dokonce i neslysitelné prvky, jako jsou poetické texty a grafické symboly,
nebot rovnéz jejich tiché ¢teni mudze ovlivnit zvukovou produkci.

Skladba Immersed in the wonder, op. 96 (Ponofeny v zazraku) je malym klenotem
Radulescova vrcholného obdobi. Kompozice byla napsana na pamatku Toru Takemitsu a
nazev dila pochazi z Sestnacté kapitoly spisu Tao te ting: ,,Ponoreny v zazraku Tao, / se
porovnas se vsim, co zZivot prinese, / a az prijde smrt, budes pripraven.” Dilo predstavuje
intimni dialog mezi basovou flétnou a violoncellem. Okrajové ¢asti lze pojimat jako
yrozrusovanou heterofonii“ dvou (a pozdégji tfi) hlasu, které v odliSnych tempech soucasné
prehravaji stejnou klesajici melodii. Zatimco tyto partie predstavuji smés temperovaného
ladéni basové flétny a ,,spektralniho ladéni“ violoncella, vrchol dila (jeho prostfedni ¢ast)
obsahuje pouze alikvotni tony odvozené od zakladniho ténu a vyuziva preladéného
»spektralniho” violoncella. Znaéné emocionalni napéti, které vyvstava ze stretu stoupajici
harmonické fady hrané basovou flétnou a violoncellovych arpeggii, je ostfe preruseno
navratem uvodni melodie. Poté, co mél poslucha¢ moznost kratce se ponofit do
pronikavych zvukovych vin, se opét pohrouzi do svéta statickych, asketickych zvukd tvodu.
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Konec dila vzbuzuje dojem neukoncenosti, jako by se cyklus opakoval neustale dokola.
Navrat je totiz pohybem Taa.
Shushan Hyusnunts

Horatiu Radulescu — Immersed in the wonder, op. 96 (1996)

The creative path of the Romanian composer Horatiu Radulescu can be viewed as a
multifaceted exploration of space: of sound space (the sound spectrum, with its infinite
harmonic series), of transcendental space, of the inner space of the listeners mind, and of
performance space. Over the years, Radulescu has continually refined his compositional
style, but remains faithful to the very core of his early music, and to his idea of “sound
plasma”. Radulescu wanted to achieve a special state of sound beyond equal
temperament, and beyond the separate categories of monody, homophony, polyphony
and heterophony. The sounds do not need to be used as single points or lines, but as living
entities, eventually as an embodiment of the acoustic Whole. This approach embraces all
kinds of audible, and even inaudible elements, such as poetic texts and graphic symbols,
whose silent reading can nevertheless influence the sound production.

Immersed in the wonder, op. 96 is a small jewel from the later years of Radulescu,
written in memory of Toru Takemitsu. The title is taken from the sixteenth chapter of Tao
te Ching: “Immersed in the wonder of the Tao, / you can deal with whatever life brings
you, / and when death comes, you are ready”. This piece presents an intimate dialogue
between bass flute and cello. The framwork of the piece is shaped as a “distracted
heterophony” of two (and later three) voices, with simultaneous performances of the
same descending melody in different tempi. While this section is a mixture of well
tempered tuning by bass flute and spectral tuning by cello, the culmination of the work (its
middle part) consists only of the natural harmonics of a fundamental note, with the use of
spectral cello scordatura. The high emotional tension, which emerges through the bass
flute’s rising harmonic row and the cello’s arpeggios, is sharply interrupted by the return
of the initial melody. The listener, having been taken in by the vivid sonorous waves for a
short time, finds themself once again immersed in the world of static, ascetic sounds. The
end of the work transmits a subtle feeling of unresolution, as if the cycle could be
repeated over and over again. Return is the movement of Tao.

Shushan Hyusnunts

Peter Ablinger — In G (2009-2016)

»Zvuky nejsou zvuky! Jsou zde, aby zabavily intelekt a konejSily smysly. SlySeni neni
nikdy slyseni; slySeni je to, co mne vytvari.” Skladatel Peter Ablinger (1959, Schwanenstadt
v Rakousku) je — feceno slovy kritika Christiana Scheiba — ,,mystikem osviceni, jehoz volani
a litanie sméruji k poznani“. Zaroven je tento skladatel (pdvodné Skoleny vytvarnik, ktery
studoval kompozici u Gosty Neuwirtha a Romana Haubenstocka-Ramatiho, od roku 1982
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ces

Zijici v Berliné) rovnéz skeptikem, jenz si je védom toho, Ze kulturni pravidla a
(destruktivni) zvyky jsou vynucované tradici: ,, Tak hrajme dal a fikejme: zvuky jsou uréeny k
tomu, aby byly ,slySeny’ (ale nejsou doopravdy slyseny — to je néco jiného). Toto ,slyseni’
by mélo prestat. Vic k tomu nemdm co dodat.”

Christian Baier

In G. Harmonie a elektfina. Prakticky neexistuje misto, uvnitf ani venku, jimz by
neprotékala elektfina a elektrické spektrum netvofilo jeho zaklad. Elektfina neurcuje
pouze nds socialni a ekonomicky svét, vytvari i nase akustické okoli. Stala se jeho
predpokladem. A také koncertni saly (a pravé ony), mista, plvodné zbudovana proto, aby
nas od socialné-ekonomického svéta izolovala, jsou na svételné a zvukové technice zavisla
a z predpokladu elektfiny rovnéz vychazeji. Svét je rozdélen na zemé s frekvenci
elektrického proudu 50 Hz (nap¥. Evropa) nebo 60 Hz (Severni Amerika). Svét je redukovan,
s vyjimkou Zeleznice a prlmyslu, na dvé harmonie. Frekvence 50 Hz sestdva ze zakladniho
tonu mezi G a Gis v kontra oktavé a vsech pfislusnych alikvotnich ton. Temperované nebo
,Cisté” intonované g Ci gis (Ihostejno v jaké oktavé) se vsak od této vysky odchyluje a nutné
generuje rozptyl, neboli disonanci. UZ jeden jediny ton tedy vyvolava disharmonii.
Harmonicka hudba v pfisném slova smyslu by byla mozna jen tehdy, kdyby se orientovala
na frekvenci elektrického proudu prislusného mista (a prostoru). VSechno ostatni je
disonance.

Peter Ablinger

Peter Ablinger — In G (2009-2016)

“Sounds are not sounds! They are here to distract the intellect and to soothe the
senses. Not once is hearing ‘hearing’: hearing is that which creates me”. The composer
Peter Ablinger (born in Schwanenstadt, Austria in 1959) is, as Christian Scheib once put it,
a “mystic of enlightenment” whose “calls and litanies are aimed at cognition”. At the same
time, the composer, who — after studying graphic arts — studied with Gésta Neuwirth and
Roman Haubenstock-Ramati, and since 1982 lives in Berlin, is also a sceptic who
understands the cultural rules and (destructive) habits enforced by tradition: “So let us
play further and say: sounds are here to hear (but not to be heard — that’s something else).
And that hearing is here to be ceased. More | can’t say.”

Christian Baier (translated by Bill Dietz)

In G. Harmony and electricity. There is virtually not a single space, be it inside or
outside, through which electricity does not flow, and whose foundation is not formed by
the electric spectrum. Electricity does not only determine our socioeconomic world, it also
creates our acoustic environment. It became its precondition, and for concert halls all the
more so (in fact more than in any other spaces). These places, originally constructed in
order to isolate us from the socioeconomic world, are dependent on light and sound
technologies, and are based on the precondition of electricity. The world is divided into
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countries with the electric current frequency of 50 Hz (for example countries in Europe)
and 60 Hz (countries of Northern America). With the exception of railways and industry,
the world is reduced to two harmonies. The 50 Hz frequency consists of the fundamental
tone between G and G sharp in the contra-octave, and of all the corresponding harmonics.
However, the tempered or “purely” intoned G or G sharp (irrespective of the octave)
deviates from this pitch and necessarily creates diffusion or dissonance. Therefore, one
single tone produces dissonance. Strictly speaking, harmonic music would only be possible
if it was centered on the frequency of the electric current of a given place (and space).
Everything else is dissonance.

Peter Ablinger

Ben Patterson — Variace pro kontrabas (1961)

Uvodni instrukce skladby Variace pro kontrabas Bena Pattersona (1934-2016), v niz
autor predepisuje, Ze ,,tonové vysky, dynamika, délky a pocet zvuk, které bude interpret
produkovat v rdmci jednotlivych variaci, nejsou notovany“, ddva tusit, Ze se nebude jednat
o standardni hudebni zazitek s odhadnutelnym pribéhem... A nésledujici slovni pokyny
toto podezreni potvrzuji, napf. var. Il.: ,,pouzijte détské pistalky, vabnicky napodobuijici
zvuky zvirat ¢i ptakd atd. k tomu, abyste kontrabas co nejlépe naladili“. Dnes je Patterson
znam predevsim jako jeden z prednich predstavitel( hnuti Fluxus, nicméné sva nejzndméjsi
dila, ktera jsou s Fluxusem neodmyslitelné spjata, vytvoril jesté pred tim, nez se do aktivit
tohoto hnuti v roce 1962 zapojil — napt. Paper Piece (1960), Duo for Voice and a String
Instrument (1961) ¢i pravé Variace pro kontrabas (1961). Patterson byl klasicky Skoleny
kontrabasista, ktery se rovnéz zajimal o novou a experimentalni hudbu. V roce 1960 se
vypravil do Evropy, kde se seznamil s vyraznymi predstaviteli umélecké avantgardy (napf. s
Karlheinzem Stockhausenem ¢i s Mary Bauermeister), ale také s tvorbou Johna Cage; vliv
téchto osobnosti se brzy zacal projevovat na podobé autorovych skladeb. Ve Variacich pro
kontrabas Patterson vlastné naplnil nékolik pozdéjSich principt Fluxusu. Pro ranou fazi
tohoto hnuti bylo zdsadni vymezeni se vici tomu, aby bylo umélecké dilo pojimano jako
obchodovatelna komodita. Dlraz byl tedy kladen na aktudlni prozitek, performanci, tj. na
to, co si prosté nelze , koupit a odnést dom(“. Pattersonovy Variace jsou dobrym
pfikladem tohoto ,,nemateridlniho” pfistupu. Kazda realizace skladby a uchopeni rdznymi
hradi dilo aktualizuji a posouvaji novym a nepredvidatelnym smérem. Variace filozofii hnuti
Fluxus napliuji rovnéz v tom, Ze se jedna o skladbu s kratkymi a ,,jednoduchymi” textovymi
instrukcemi a v jejich rdmci dochazi téz k humornym situacim. Poslednim dulezitym
prvkem, ktery je v souladu s principy tohoto hnuti, je intermedialni rozmér dila. Sam
Patterson pozdéji tvrdil, Ze u néj pfi tvorbé kompozice doslo k urcitému posunu — zacal
vhimat kontrabas jako samostatny objekt, s nimz je mozné na pddiu pracovat také
»divadelné” a obohatit tak celou koncertni situaci o dalSi element. Autor prostfednictim
této skladby tedy pronikl na intermedidlni Uzemi, kde jsou vizualni (resp. ,, divadelni”) prvky
stejné vyznamné jako akustické.

Petr Zvéfina
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Ben Patterson — Variations for Double-Bass (1961)

The opening instructions for the composition Variations for Double-Bass by Ben
Patterson (1934-2016), in which the author states that “pitches, dynamics, durations and
number of sounds to be produced in any one variation in this composition are not notated,”
already signals that this will not be a typical musical experience. The following verbal
instructions only confirm this suspicion, for instance in var. II: “using four different toy
whistles, animal or bird imitators or calls, etc. tune string of bass as well as possible.”
Today, Patterson is best known as one of the leaders of the Fluxus movement.
Nevertheless, his most famous compositions, which are inseparably connected to Fluxus,
were created even before he joined the activities of this movement in 1962 — such as
Paper Piece (1960), Duo for Voice and a String Instrument (1961) and Variations for
Double-Bass (1961). Patterson was a classically trained double-bassist who was also
interested in experimental music. In 1960 he set off for Europe where he met notable
members of the avant garde (Karlheinz Stockhausen and Mary Bauermeister), and also
became acquainted with the work of John Cage. The influence of these personalities soon
began to manifest in the author’s compositions. In fact, in Variations for Double-Bass
Patterson fulfilled several Fluxus principles. What was of major importance for Fluxus in its
early stages was to define itself in opposition to the status of artwork as a marketable
commodity. The emphasis was thus laid on the actual experience, the performance, i.e.
that which simply cannot be “bought and brought home”. Patterson’s Variations are a
good example of this “immaterial” approach. Each performance of the piece, along with
the way various players approach it, actualize the work and propel it in new and
unexpected directions. Variations for Double-Bass also complies with the philosophy of the
Fluxus movement by virtue of being a work which consists of short and “simple” textual
instructions. It can also give rise to humorous situations. The last important element that
corresponds with the principles of this movement is the intermedia dimension of the work.
Patterson himself confirmed that he experienced a certain shift while working on the
composition — he started to perceive double-bass as an independent object, which may be
handled by “theatrical” means, thus enriching the whole concert situation with another
element. Therefore, by way of this composition, Patterson reached the intermedial
territory, where the visual (or “theatrical”) elements are just as important as the acoustic
ones.

Petr Zvéfina

La Monte Young — Composition 1960 no. 7 (1960)

La Monte Young byl od détstvi pfitahovan dlouhotrvajici zvuky o stalé frekvenci, které
nemaji ,za¢atek” ani ,konec”, napft. zvuky elektrické sité ¢i telefonnich sloup(. Fascinace
témito zvuky do znaéné miry ovlivnila a nasmérovala jeho tvorbu. Pro Young(v skladateltv
vyvoj viak bylo dllezZité téz setkani s indickou hudbou, japonskym gagaku a v neposledni
fadé i s dodekafonickymi a serialnimi kompozicemi. Pfi analyze dila Antona Weberna si
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Young mimo jiné povsiml , statickych” ploch, v jejichZ rdmci skladatel uvadi ténové vysky z
dodekafonické fady ve stale stejnych oktavach. Napr. expozici prvni véty Webernovy
Symfonie, op. 21 bychom tak mohli chdpat jako neménny a neustale obnovovany
dvanactizvuk. Popisovany atribut Webernovych dél Younga zaujal a pokusil se jej
rozpracovat; vysledkem byla jeho pfelomova kompozice Trio for Strings (1958). V této
zhruba hodinové skladbé Young vyuziva dlouho drzené tony, které se rozlicné prekryvaji a
kombinuji. Kontemplativni vyznéni dila podtrhuji téz rozsahla ,ticha” mista. DalSim
vyznamnym impulzem pro tvlréi rozvoj mladého skladatele byla uc¢ast na Mezinarodnich
prazdninovych kurzech Nové hudby v Darmstadtu v roce 1959, kde se prostfednictvim
predndasek Karlheinze Stockhausena seznamil s hudbou Johna Cage. Tvorba tohoto umélce
na Younga ucinila velky dojem — zacal vice pracovat s ndhodnymi operacemi a v jeho dile
se také objevuji prvni konceptuadlni partitury, jez obsahuji pouze slovni pokyny pro
interprety; prikladem muze byt Poem (1960). Tuto skladbu Ize pokladat za pomysiného
predchtdce autorovych slavnych Compositions 1960, které vznikly nedlouho poté. Jedna
se o ryze konceptualni dila, kterd narusuji bézné pojeti koncertni situace; snad by bylo
presnéjsi oznacit je jako ,,ndvody k happeninglim®. Nékteré instrukce jsou ponékud
vystredni, jako napt. pokyn k vypusténi motyld do prostoru, v némz je skladba provadéna z
Composition 1960 no. 5; jiné v sobé ukryvaji urcity filozoficky podtext, jako napf. pokyn
»hakresli rovnou ¢aru a nasleduj ji“ z Composition 1960 no. 10. Zvlastni misto v tomto cyklu
pak zastdva Composition 1960 no. 7 — jde totiz o jedinou skladbu, kde je kromé slovniho
predpisu ,,souzvuk ma byt drZzen po dlouhou dobu“ uveden téz konkrétni notovy zapis
(souzvuk h—fis'). Young nevymezuje, jaké hudebni nastroje by mély byt vyuZity a blize
nespecifikuje kontext, v némz by mély tony zaznivat. V rdmci tohoto dila s ndami autor
vlastné sdili své rané vzpominky na dlouhotrvajici neménné zvuky a nabada nas k tomu,
abychom spole¢né s nim pronikali do vnitfni struktury pravé znéjiciho souzvuku.

Petr Zvéfina

La Monte Young — Composition 1960 no. 7 (1960)

Since childhood, La Monte Young has always been attracted to sustained tones and
stable frequencies, which lack a “beginning” and an “end”, such as the sounds of electric
wires or telephone poles. To a certain extent, his fascination by these sounds influenced
his work and steered it in a certain direction. However, no less seminal for Young’s
compositional development was his encounter with Indian music, Japanese gagaku and
twelve-tone and serial compositions. While analyzing the works of Anton Webern, Young
noticed “static” areas, in which the composer constantly presented pitches from the
twelve-tone row in the same octaves. We could, for instance, imagine the exposition of
the first movement of Webern’s Symphony, op. 21 as an unchanging and continuously
reestablished twelve-tone chord. The described attribute of Webern’s works impressed
Young, who tried to elaborate on it; the result was his breakthrough composition Trio for
Strings (1958). In this approximately 60-minute long composition, Young uses sustained
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tones, which mutually overlap and combine with each other. The contemplative message
of the work is underlined by vast “silent” passages. Another important impulse for the
creative development of the young composer was his participation in the International
Summer Courses of New Music in Darmstadt in 1959, where he became acquainted with
the music of John Cage through the lectures of Karlheinz Stockhausen. The works of this
artist made a great impression on Young — he began to employ chance operations in his
works, which also began to feature conceptual scores consisting only of verbal instructions
for the performers, such as Poem (1960). This composition can be considered a
predecessor to his famous Compositions 1960, which were written shortly thereafter.
These are purely conceptual works, which disrupt the conventions of the concert situation;
it might be more accurate to refer to them as “manuals to happenings”. Some instructions
are slightly outlandish, such as the instruction from Composition 1960 no. 5 to let out
butterflies into the room in which the composition is being performed. Others have
philosophical overtones, such as the instruction “draw a straight line and follow it” from
Composition 1960 no. 10. A special position in the cycle is held by Composition 1960 no. 7,
as it is the only composition, which — apart from the verbal instruction “to be held for a
long time” — contains exact notation (consonance of B—F#). Young does not determine
which instruments should be used in the performance, nor does he specify the context for
the music. Young is in fact sharing his early memories of sustained static sounds,
encouraging the listener to enter the inner structure of resonating harmonies.

Petr Zvérina

Petr Kotik — The Plains at Gordium (2004)

Petr Kotik (narozen v Praze roku 1942) je nezavislym skladatelem a hudebnikem. Jako
flétnista a dirigent interpretuje vlastni kompozice i dila skladatel(, ktefi ndleZi do okruhu
umélcu, s nimiz spolupracuje. Kotikovy aktivity byly vzdy vedeny usilim vyrovnat se
s uméleckymi a hudebnimi otdazkami dneska. Jeho technicka vybavenost jako vykonného
umeélce mu umoznovala realizovat narocné projekty, ¢asto povazované za nerealistické. Od
pocatku své drahy spolupracoval s hudebniky vynikajicich kvalit, coz je jeden z divodu,
proc projekty, které inicioval, uspély. Je zndm jako zakladatel a inicidtor mnoha ansambld
(v Praze Musica Viva Pragensis a QUaX Ensemble, v New Yorku S.E.M. Ensemble a S.E.M.
Orchestra, v Ostravé Ostravskd banda a ONO) a fady projektl (napf. Festival hudby
vyjimecnych délek v Praze, Ostravské dny, Dny nové opery Ostrava NODO, Beyond Cage
Festival v New Yorku). Jako skladatel je Kotik autodidakt, i kdyz kompozici studoval -
nejdfive soukromé v Praze u Vladimira Sramka a hlavné Jana Rychlika (1960-1963),
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, ke kterym se
pozdéji pridaly texty Gertrudy Stein, R. Buckminstera Fullera a Ezry Pounda. Jeho
skladatelska tvorba zahrnuje symfonicka, komorni i operni dila. Kotik je uméleckym
feditelem Ostravského centra nové hudby, Zije a pracuje v New Yorku a Ostravé.
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Kdyz v roce 334 pfr. Kr. dorazil Alexandr Veliky do fryZzského mésta Gordion (to se
nachazelo v oblasti dnesniho stfedniho Turecka), byl postaven pred hlavolam, na jehoz
feSeni nikdo nebyl schopen pfijit. Alexandr zjevné uspél, ale vSe, co z pribéhu prezilo, je
legenda o gordickém uzlu. V 1été 2004 jsem Celil mnoha problém{m, které se zdaly témér
neresitelné. Je mozné, Ze to byl divod, proc jsem si vzpomnél na legendu o gordickém
uzlu, kdyzZ jsem hledal nazev pro tuto kompozici.

Na skladbé The Plains at Gordium (Gordické planiny) jsem pracoval od ¢ervna do srpna
2004 a je vénovana Charlotté Kotikové. Impulzem k jejimu vytvoreni bylo pozvani napsat
skladbu pro brnénskou skupinu DAMA DAMA. Tento ansambl ma ale pouze Ctyfri Cleny,
zatimco The Plains at Gordium vyzaduji Sest hracd. Rozsah dila se téz vzpira standardnim
skladbam pro perkuse.

Petr Kotik, New York, 15. prosince 2004

The Plains at Gordium lze zaradit do skupiny skladeb, které jsem zacal komponovat
v prabéhu 70. let. | kdyzZ se jednd o samostatna dila, vSechny tyto kompozice jsou zalozeny
na pravidelném pulzu a mohou byt (nebo jejich ¢asti) zkombinovany zplsobem kolaze.
Pravidelny puls je jednoticim prvkem a vytvari z rlznorodych ¢asti koherentni celek. Svym
zpUsobem lze fici, Ze vSechna ma dila z obdobi 70. let mohou byt chapana jako jedna
nekonecna, kontinualné rozvijejici se kompozice s proménlivym obsazenim. Skladba The
Plains at Gordium je zaloZzena na podobné myslence, ovsem bez umyslu k ni pfipojit,
zpUsobem koldze, dalsi dila, nebo jeji ¢asti zaclenit do jinych kompozic (i kdyZ mozné to je).
Oproti dilim ze 70. let se hudba obcas ,rozleti” v dvojasobném tempu. Ve skladbé jsou
rovnéz pouzity zvonky, které doplfiuji soupravu ¢tyr razné naladénych bubnt kazdého
hrace.

Petr Kotik, New York, 21. kvétna 2018

Petr Kotik — The Plains at Gordium (2004)

Petr Kotik (born in Prague in 1942) has been an independent composer and musician
throughout his professional life. A flautist and conductor, he performs both his own music
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 today’s art and
music. Kotik’s abilities as a performer 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. Kotik has founded and dircted many music groups
(Musica viva Pragensis and QUaX Ensemble in Prague, the S.E.M. Ensemble and Orchestra
of the S.E.M. Ensemble in New York, Ostravska banda and ONO Orchestra in Ostrava), and
numerous projects ( The festival of “Music of Extended Duration” in Prague, Ostrava Days,
New Opera Days Ostrava, and Beyond Cage Festival in New York). Although Kotik can be
identified as a self-taught composer, he studied composition privately in Prague with
Vladimir Sramek and mainly with Jan Rychlik (1960-1963), and later studied at the
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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 by the texts of 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.

In 334 B.C. when Alexander the Great came to the Phrygian City of Gordium (located
in what is today central Turkey), he was confronted with a puzzle no one had been able to
solve. Alexander apparently solved the puzzle, but all that survives from the story is a
parable —the legend of the Gordian knot. In the summer of 2004, | was facing many issues
that seemed unsolvable. This may be why the legend of the Gordian knot came to my
mind when deciding on the title of the composition.

The Plains at Gordium was composed between June and August 2004, and is dedicated to
Charlotta Kotik. The incentive to compose the piece came from the Brno-based percussion
ensemble DAMA-DAMA, who suggested that | compose a piece for them. DAMA-DAMA
has only 4 members, however, while The Plains of Gordium calls for 6 percussionists. The
scale of the piece also defies a standard composition for percussion.

Petr Kotik, New York, December 15, 2004

The Plains at Gordium belongs to a group of compositions that | started in 1971 and is
based on a steady pulse. Because of the pulse that is shared by all players, these different
compositions and/or their parts can be combined in a collage-like way and be performed
simultaneously. The pulse is what unifies the different parts into a coherent whole. In a
way, everything | composed during this period of the 1970’s can be regarded as one,
endlessly continuous piece of music. The Plains at Gordium follows the same basic idea,
without the intention of making a collage-like supperimposition on it — although this
basically could be done. At some sections of Gordium, unlike the compositions from the
70s, the music takes off, doubling in tempo. Also, in addition to the set of four drums for
each player, bells have been added.

Petr Kotik, New York, May 21, 2018

Elliott Sharp — Sylva Sylvarum (2014)

Elliott Sharp je americky multiinstrumentalista, skladatel a interpret. Pres tficet let
patfi k Ustfednim postavam newyorské avantgardni a experimentalni scény. Vydal vice jak
osmdesat pét nahravek, které zahrnuji orchestralni hudbu, ale i blues, jazz, noise, no wave
Ci techno. Vede projekty Carbon, Orchestra Carbon, Tectonics a Terraplane a ve svych
kompozicich a hudebnich projektech priikopnicky uplatriuje fraktalni geometrii, teorii
chaosu a genetické metafory. Spolupracoval mimo jiné s Ensemble Modern, Kronos
Quartet, inovativni cellistkou Frances-Marii Uitti ¢i multimedialnim umeélcem Christianem
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Marclayem. V roce 2014 obdrzel Guggenheimovo stipendium a v roce 2015 Berlinskou
cenu za kompozici. Je autorem soundtrackd k dokumentlim a hranym filmim a tvircem
zvukového designu tzv. ,,vsunutych reklam® pro televizni spolecnosti Bravo, MTV a
Sundance Channel. Vytvofil fadu zvukovych instalaci v galeriich a muzeich.

Sylva Sylvarum — Partitura tohoto dila vznikla tak, Ze notovy zapis byl v grafickém
programu zpracovan podobnym zplsobem, jakym skladatel za pouZiti hardwaru ci
softwaru zpracovava ,redlné” zvuky ndstroju, tj. modulaci, filtraci, vrstvenim, inverzi,
zkreslenim a sekvencovanim. Vysledné snimky slouZi jako partitura pro hudebniky, ale také
je Ize chapat jako samostatné vizualni objekty. V pripadé skladby Sylva Sylvarum bylo
vyuzito vice nez 250 snimkd, které byly sekvencovany a nasledné prolnuty s casosbérnymi
fotografiemi a satelitnimi videi z rliznych koutt svéta tak, aby vytvofily animované video.
PFi provedeni skladby dochazi k presouvani ,popredi“ a ,, pozadi“ — interpret jednak
produkuje hudbu a zaroven tvofri ,,podkres” pro promitané video. Nazev skladby odkazuje
k textu Francise Bacona, ktery byl poprvé publikovan v roce 1627.

Elliott Sharp

Elliott Sharp — Sylva Sylvarum (2014)

Elliott Sharp is an American multi-instrumentalist, composer, and performer. A
central figure in the avant-garde and experimental music scene in New York City for over
30 years, Sharp has released over eighty-five recordings ranging from orchestral music to
blues, jazz, noise, no wave rock, and techno music. He leads the projects Carbon and
Orchestra Carbon, Tectonics, and Terraplane and has pioneered ways of applying fractal
geometry, chaos theory, and genetic metaphors to musical composition and interaction.
His collaborators have included Ensemble Modern, Kronos Quartet, cello innovator
Frances-Marie Uitti, multimedia artist Christian Marclay and others. Sharp is a 2014
Guggenheim Fellow and he received the 2015 Berlin Prize in Musical Composition. He has
composed scores for feature films and documentaries; created sound-design for
interstitials on Bravo, MTV, and The Sundance Channel networks and has presented
numerous sound installations in art galleries and museums.

Sylva Sylvarum — The score was created by processing notation with graphic editing
software in the same manner that the composer would process the “physical” sound of
instruments using hardware or software: modulating, filtering, layering, inverting,
distorting, sequencing. The resultant images serve both as a score to the musicians and as
retinal art. In the case of Sylva Sylvarum, over 250 images were sequenced and then
layered with time-lapse photography and satellite videos of various regions of earth to
form an animated movie. In performance, foreground and background shift: the performer
both manifests the music and provides the “underscore” to the movie. The title refers to
the Francis Bacon text first published in 1627.

Elliott Sharp
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Jon Myers — Articulation (2018)

Jon Myers (1988, Boston) je skladatel, programator, hudebni teoretik a hudebnik
Zijici v severni Kalifornii. V souc¢asné dobé se zajima o prirozené ladéni (just intonation), ne-
metrickou temporalitu, hindustanskou hudbu, ambisonické zptsoby nahravani/difuze,
moduldarni a pocitacovou syntézu dynamickych systém{, ptaci zpév a akustiko-ekologicka
simulakra. Studuje v doktorském studijnim programu v oboru algoritmicka kompozice na
Kalifornské univerzité v Santa Cruz.

Ve skladbé Articulation (2018) pro velky soubor bicich ndstroju usiluji (alesponi v
jednom ohledu) o vyjadreni syntaxe jazyka (Ci souboru vyznamu) zkonstruovaného pomoci
opakovani zvuk( a patternd. Kompozice je dale vyjadienim algoritmicky stanoveného
procesu, ktery vyvazuje postupné morfologické zmény v ¢asové hustoté jednotlivych
ndstroju vici opakovani patternt jednotlivymi hrdci. Skladba Articulation je vénovana
Benjaminovi Myersovi k pfilezZitosti jeho prvnich narozenin.

Jon Myers

Jon Myers — Articulation (2018)

Jon Myers (1988, Boston) is a composer, programmer, music-theorist, and musician
living in Northern California. His current interests include just intonation, non-metric
temporality, Hindustani music, ambisonic field recording/diffusion, modular and computer
synthesis of dynamical systems, birdsong, and acoustic ecological simulacra. He is a
doctoral candidate in algorithmic composition at the University of California, Santa Cruz.

Articulation (2018) for large percussion ensemble — at least in one sense — strives
toward articulating a syntax by constructing a language or set of meanings through
repetition of sounds and patterns. In the other sense, the piece is an articulation of an
algorithmically specified process, one that balances gradual morphological change in the
temporal density of individual instruments against pattern repetition of individual players.
Articulation is dedicated to Benjamin Myers, on the occasion of his first birthday.

Jon Myers
Danni Song — A Wander in Differences (2018)

Danni Song je v sou€asné dobé studentem magisterského studiu skladby na
Manhattan School of Music pod vedenim Reiko Flitinga. Bakalarské studium absolvoval na
University of California v Berkeley u francouzského skladatele Francka Bedrossiana.
Provedeni jeho dél se ujal napriklad duet Byrne:Kozar:Duo ¢i hudebnici z Manhattan
School of Music a UC Berkeley.

Skladba A Wander in Differences (Putovani odliSnostmi) se inspiruje klasickym
¢inskym textem Cuang-c', v némi se jista osoba pta Mistra Cuanga ,Pokud je zvuk zemé
tvoren tisici otvory v zemi a zvuk ¢lovéka predstavuje Panova flétna, jak zni nebesa?”,
nacez mistr odpovi: ,,Zvuk nebes vytvari vitr, ktery fouka skrz otvory. Jeho zvuky jsou tak
proménlivé, protoze v prirodé neexistuji dva otvory, které by byly stejné.” Naznacuje tedy,
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Ze jedinecny zvuk predméta vytvari jejich prirozena struktura. Tato myslenka mé priméla k

napsani tohoto dila, v némz bude dosazeno zvukovych efektl pomoci zkoumani pfirozené

struktury predméta: zvukové objekty a nastroje jsou zde tvirci jejich jedinecnych zvuka.
Danni Song

Danni Song — A Wander in Differences (2018)

Danni Song is currently pursuing his Master of Music degree in composition at
Manhattan School of Music under the tutelage of Dr. Reiko Fliting. As an undergraduate
student, he studied at University of California, Berkeley with French composer Franck
Bedrossian. His works have been performed by the Byrne:Kozar:Duo, musicians at
Manhattan School of Music and UC Berkeley.

The idea of A Wander in Differences comes from a classical Chinese text, Chuang-
tzu, in which a person asks Chuang-tzu, “Since the sound of the earth is the sound
produced by thousands of holes in the ground, and the sound of the human is the sound
of the Pan flute, what exactly is the sound of the sky?” He answers, “The sound of the sky
is produced by the wind blowing the holes. The sounds are so variant because the natural
appearances of the holes are different.” He is suggesting that the natural structure of
things is the creator of their unique sound. This idea inspired me to write a piece where
sonic effects are achieved through the exploration of the natural structures of objects: the
sounding objects and the tools are the creators of their own unique sounds.

Danni Song

Robert Ashley — Ukazky z oper

el/Aficionado — ,Personal”, ,,My Brother Called“ a ,Viva’s Boy”
Atalanta (Acts of God) — ,, The Mystery of the River”

Robert Ashley (1930-2014) byl jednim z prednich skladatel(l post-cageovské
generace, jenz proslul pfedevsim svou tvorbou novych opernich forem. V 60. letech byl
feditelem ONCE Festival of New Music v Ann Arbor, kde byla predstavena vétsina tehdejsi
prikopnickych dél v oblasti performativniho uméni. Ashley spole¢né s legendarni ONCE
Group nasledné vytvoril své prvni rozsahlé opery. Dale s Davidem Behrmanem, Alvinem
Lucierem a Gordonem Mummou zalozil Sonic Arts Union — uméleckou skupinu, ktera
uplatnovala konceptudlni pristup v oblasti elektronické hudby. V pribéhu 70. let Ashley
ridil Centrum pro soudobou hudbu na Mills College a vytvofil svou prvni televizni operu —
Music with Roots in the Aether, ktera trva 14 hodin a vychazi z dila a myslenek sedmi
vyznamnych americkych skladatel(l. Na pocatku 80. let vytvoril na objednavku kulturni
organizace The Kitchen dalsi televizni operu Perfect Lives, jez byva €asto povazovana za
predchldce ,hudebni televize”. Jevistni verze Perfect lives a také ndsledujici autorovy
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opery Atalanta (Acts of God), Improvement (Don Leaves Linda), Foreign Experiences,
elL/Aficionado a Now Eleanor’s Idea byly v prlibéhu 80. a 90. let provadény v USA, Kanadég,
Evropé Ci Asii. Nova série oper vznikala od roku 1999, kdy si u skladatele nadace Kanagawa
Arts Foundation (Japonsko) objednala Dust; po této opere brzy nasledovala dalsi dila —
Celestial Excursions ¢i The Old Man Lives in Concrete. Ashley dale napsal a nahral svij
performativni roman Quicksand, ktery byl rovnéz publikovan v knizni podobé v
nakladatelstvi Burning Books. Autorova posledni opera Crash byla dokoncena na podzim
2013, premiéra dila probéhla na Whitney Biennial Exhibition v nasledujicim roce.

el/Aficionado (1987) — Opera se sklada ze série vyjevl ze Zivota ,,Agenta”. V téchto
scénach Agent podava urcity druh ,hlaseni” komisi Vysettovatell; VySetfovatelé (sbor)
vznaseji své ndmitky a pfipominky vici Agentovi (sélista) a probihaji mezi nimi rozmanity
hudebni dialog. Celkovy charakter dila vychdzi z fascinace Spiondzi a osudy lidi, ktefi vedou
dvoijité Zivoty. V ramci tohoto provedeni vybranych scén z opery el/Aficionado je Agent
sam ve vyslechové mistnosti a VysSetrovatelé s nim komunikuji pomoci reproduktor( a
mikrofon( ze sousedni mistnosti.

Atalanta (Acts of God) (1982—-1987) — ,, The Mystery of the River” (Tajemstvi reky) je
jednim z ,,rodinnych pribéha“ z ¢asti ,Willard“ opery Atalanta (Acts of God). Uvedenad
scéna prozkoumava rdzna témata, kterd se v opere objevuji — kolektivni pamét,
architekturu ¢i genealogii. Tato verze , The Mystery of the River” pro sélovy hlas a

elektroniku byla vytvorena, kdyz Angelica Festival (Bologna) pozadal autora o novou
skladbu.

Robert Ashley — Excerpts from Operas

el/Aficionado — “Personal”, “My Brother Called” and “Viva’s Boy”
Atalanta (Acts of God) — “The Mystery of the River”

Robert Ashley (1930-2014), one of the leading American composers of the post-Cage
generation, is particularly known for his work in new forms of opera. In the 1960s, during
his tenure as its director, the ONCE Festival of New Music in Ann Arbor presented most of
the decade’s pioneers of the performing arts. With the legendary ONCE Group, he
developed his first large-scale operas. Along with David Behrman, Alvin Lucier, and Gordon
Mumma, he formed the Sonic Arts Union, a group that turned conceptualism toward
electronics. Throughout the 1970s, he directed the Center for Contemporary Music at
Mills College, and produced his first opera for television, the 14-hour Music with Roots in
the Aether, based on the work and ideas of seven influential American composers. In the
early 1980s the Kitchen commissioned Ashley’s Perfect Lives, the opera for television that
is widely considered the precursor of “music-television”. Stage versions of Perfect Lives, as
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well as his following operas, Atalanta (Acts of God), Improvement (Don Leaves Linda),
Foreign Experiences, eL/Aficionado, and Now Eleanor’s Idea toured throughout the US and
Canada, Europe and Asia during the 1980s and 1990s. A new group of operas was begun in
1999 when Kanagawa Arts Foundation (Japan) commissioned Dust, which was quickly
followed by Celestial Excursions and The Old Man Lives in Concrete. He wrote and recorded
his performance-novel, Quicksand (released in novel form by Burning Books). And his final
opera, Crash, was completed in December 2013 for premiere at the 2014 Whitney Biennial
Exhibition.

el/Aficionado (1987) — Group of scenes from the life of an “Agent”. The scenes are a
kind of “debriefing” to a jury of Interrogators, in which the Interrogators (chorus)
challenge the Agent (soloist) in various forms of musical dialogue. The mood of the opera
owes much to fascination with espionage and with the character of those people who lead
double lives. For this performance of excerpts from the opera el/Aficionado, the Agent is
alone in an interrogation room and the Interrogators are communicating with him through
speakers and microphones from the next room.

Atalanta (Acts of God) (1982—-1987) — “The Mystery of the River” is one of the “Family
Stories” from the “Willard” section of Atalanta (Acts of God). It explores the opera’s
themes of collective memory, architecture, genealogy. “The Mystery of the River” was
completed in this version for solo voice and electronics when the Angelica Festival
(Bologna) asked for a new work.

Nikolaus Schlierf — Evoluce (2019)

Nikolaus Schlierf (1969) studoval v Norimberku u Hanse Kohlhaseho, ve Frankfurtu
nad Mohanem u J6rga Heyera a ve Freiburgu u Gartha Knoxe a Johannese Lithyho. 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 edinburghského festivalu
Fringe. Je ¢lenem Ostravské bandy a pravidelné hostuje u komornich soubor( Berliner
Ensemble, Neue Musik Berlin atd.

Evoluce

Akustika potfebuje atmosféru.

Co byly prvni Sumy, prvni tén, prvni zvuk? Co pfimélo radu alikvotnich tén(, aby se
rozeznéla?

Vitr v horach...

Nastroje jsou vyrobkem lidi, v zavislosti na tom, jak se se vyvijela populace, socializace
spolec¢nosti a v ni vznikajici vysoka kultura.
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Souboj pohlavi (gender), nerovnost a nespravedlnost ve svété, to jsou také vydobytky
evoluce.
Organismy rostou, splyvaji, i se vzajemné vytlacuji.
Zuri darwinismus, ménici se zivotni podminky nahle stavi vSecko na hlavu.
K nejstarsim Zivotnim formam na zemi patfi bakterie ze dna mofi.
Je zvuk na zacatku i na konci?
Nikolaus Schlierf

Nikolaus Schlierf — Evolution (2019)

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 Ostravskd banda and he is a regular guest of the chamber ensembles Berliner
Ensemble, Neue Musik Berlin, and others.

Evolution
Acoustics need the atmosphere.
What were the first buzzes, the first tone, the first sound? What sounded the first
harmonic series?
Wind in the mountains...
Instruments were created by humans as the population grew, socialization developed and
with it, high culture thrived in the society.
The clash of genders, inequality and injustice in the world, these too are the
accomplishments of the evolution.
Organisms grow, merge and push out one another.
Darwinism rages on and the changing life conditions turn everything upside down.
Bacteria from the bottom of the seas belong to the oldest life forms in the world.
Is the sound at the beginning as well as at the end?

Nikolaus Schlierf

Alvin Curran - Inner Cities (vybér) (1991-2013)

Alvin Curran vytvari hudbu s ¢imkoli, kymkoli, kdekoli, kdykoli a ¢ini tak od roku 1965
jako spoluzakladatel skupiny Musica Elettronica Viva (MEV), tvlrce projektu Maritime
Rites (hudba provozovand na vodé a okolo ni), radio-artu Crystal Psalms (ktery byl
rozhlasem simultdnné vysilan z Sesti statl), 6hodinového klavirniho cyklu Inner Cities, dale
také jako instalacni umélec, jenz realizoval projekty Floor Plan / Notes from Underground
(Ars Electronica 1990), Gardening with John, A Banda Larga (2018, provedeno v ulicich
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mésta Bologni), Omnia Fluvium Romam Ducunt (2018-2019, instalace v Caracallovych
laznich), a v ramci ¢etnych spolupraci s prednimi skladateli, improvizatory, tanecniky a
soubory, mezi které patfi Cornelius Cardew, Joan La Barbara, George Lewis, Pauline
Oliveros, Frederic Rzewski, Daan Vandewalle, Ensemble Modern, Kronos Quartet, Merce
Cunningham Dance Company a mnozi dalsi, ¢i s rozliécnymi Zestovymi soubory, volnymi
improvizatory a rozhlasovymi producenty z celého svéta.

Pocatky Inner Cities sahaji do roku 1991, kdy vznikla jedna nevinna klavirni kompozice
— od té doby se Inner Cities vyvinula v cyklus Citajici celkem 14,5 skladeb, ktery je obcas
interpretovan (na zakladé iniciativy Daana Vandewalleho a jeho vynikajici intuice) v celé
své 6hodinové délce. Mym cilem, jako ostatné vidy, bylo zredukovat hudebni elementy az
k jejich zakladni podstaté, zavrhnout i prijmout dualismus a evokovat zdani, jako kdyby
skladba pfi provedeni spontdnné vznikala (snazim se tohoto ucinku dosahnout i pfi vyuziti
fixni notace). Jednd se o hudbu, ktera je oteviend, poklidna, brutalné lyricka, ticha, niterna
a tondlni, stejné jako je pronikava, agresivné nezdvorild a obsedantné pecliva vtom, ze z
prostych souvislosti mezi tony a jejich délkami utvari nekoncici a podivuhodné poslechové
dobrodruzstvi. Kazda ¢ast zacina jednoduchym ndpadem, akordem ¢i zakladnim
patternem, ktery predstavuje jakysi podklad pro , vypravéni a historii“ daného useku.
Jednotlivé ¢asti mohou zahrnovat prakticky cokoliv — od nejprostsi melodizace jednoho
ténu, jako v Inner Cities 1, po rozsahlou postmoderni sonatu, jako v Inner Cities 10 (tato
Cast trva sama o sobé néco pres hodinu), kde jiz ani sama hudba nerozumi tomu, odkud
prichdzi a kam spéje.

Alvin Curran

Alvin Curran - Inner Cities (excerpts) (1991-2013)

Alvin Curran makes music with anything, anybody, anywhere, anytime and has been
doing so since 1965 as co-founder of the group Musica Elettronica Viva (MEV), creator of
the Maritime Rites project (music on and around water), radio-art work Crystal Psalms
(live from 6 nations), composer of the 6 hour piano piece Inner Cities, installation artist for
Floor Plan / Notes from Underground (Ars Electronica 1990), Gardening with John, A Banda
Larga (2018, in the streets of the city of Bologna), and Omnia Fluvium Romam Ducunt
(2018-2019, installation at the Baths of Caracalla) and through numerous collaborations
with prominent composers, improvisers, dancers, and ensembles. To name a few:
Cornelius Cardew, Joan La Barbara, George Lewis, Pauline Oliveros, Frederic Rzewski, Daan
Vandewalle, Ensemble Modern, Kronos Quartet, Merce Cunningham Dance Company, etc.,
and has also collaborated with numerous brass bands, free-improvisers and radio-
producers from ‘round the world.

Inner Cities began in 1991 as a single, innocent piano piece, and has now evolved into
a musical cycle of 14,5 pieces, sometimes performed (following Daan Vandewalle’s
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brilliant intuition) in its 6-hour entirety. My goal, as always, was to reduce the musical
elements to their ultimate essences, to repudiate and embrace dualism, and to emulate,
even in permanent notation, the feel of spontaneous music-making. The music therefore is
as open, unhurried, brutally lyrical, quiet, private and tonal as it is raucous, aggressively
impolite and obsessively meticulous in making the simple relations between tones and
durations an unending adventure of personal wonder. Each piece starts with a single idea,
chord, or cellular pattern, which serves as its own source of narrative and history. These
could incorporate anything from the simplest melodicizing on a single tone, in Inner Cities
1, to a vast postmodernist sonata, as in Inner Cities 10 (in itself lasting over one hour),
where the music no longer understands where it is coming from or where it is going.

Alvin Curran

Morton Feldman: For Philip Guston (1984)

Feldmanovy skladby byly od poc¢atku jeho kompozi¢ni drahy vyrazné ovlivnény
vytvarnym uménim, zejména tvorbou abstraktnich expresionist(i jako byli Jackson Pollock,
Mark Rothko ad. Inspiroval se predevsim jejich pristupem ke vztahu struktury dila a
vyuzitého materialu. Zvlastni misto mezi témito vytvarnymi umélci zastava Philip Guston, s
nimz se Feldman sezndmil na pocatku 50. let a postupem ¢asu se z nich stali velmi blizci
pratelé. Jejich pratelstvi vSak znenadani skoncilo v fijnu 1970 béhem Gustonovy vystavy v
Marlborough Gallery v New Yorku. Prezentovana dila reflektovala zasadni obrat v jeho
tvorbé a predstavovala navrat k figurativni malbé. Na konci 60. let totiz Guston prodélal
osobni a tvardi krizi, jez méla za nasledek celkovou proménu jeho dosavadniho malifského
stylu. KdyzZ si Feldman v galerii tyto nové obrazy prohlizel, Guston se k nému naklonil a
zeptal se ho, co si o nich mysli. Skladatel na tuto otdzku nebyl schopen odpovédét... od té
chvile spolu jiz nepromluvili. Pro Feldmana byl abstraktni expresionismus jednim z
nejdalezitéjSich inspiracnich zdroju, patrné tedy nedokazal jednoduse prejit to, Ze se
Guston od tohoto sméru odchylil tak radikalnim zplsobem. Feldmanovu kompozici For
Philip Guston z roku 1984 Ize pak v ur¢itém ohledu chapat jako skladatelovu vzpominku na
pratelstvi s Gustonem a spolec¢né straveny cas.

Podobné jako Guston na konci 60. let, i Feldman se na konci 70. let nachazel v urcité
tvardi krizi a ptal se sdm sebe, jestli je hudba viibec uméni, nebo zdali se jedna pouze o
sofistikovanéjsi formu zdbavy (,Soubyznysu®). V jeho pozdni tvorbé nakonec nedoslo k
takovému razantnimu obratu jako v Gustonové pripadé, Feldman spiSe prohloubil
tendence, s nimiz se v jeho hudbé setkavame v priibéhu celé jeho kariéry — jedna se
zejména o zdlraznovani akustickych kvalit hudebniho materialu, praci s dozvukem ténq,
,opakovani“ patternl, nesmérovani k Zzadnému vrcholu, absenci ,zastresujiciho”
kompozié¢niho systému ¢i celkovou otevienost formy. Vnéjsim rysem Feldmanovych
pozdnich skladeb je pak postupné narUstajici celkova délka, ktera vsak vychazi predevsim
,Z potfeb” vyuzZitého hudebniho materidlu. Neustalé ,opakovani“ a reorganizovani
vyuzitych pattern( vytvariiluzi, Ze i kdyz néjaky usek kompozice neslysime cely, pfi ndvratu
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k poslechu ihned rozezndvame ,,znamé“ hudebni situace. Poslech tohoto dila bychom tak
mohli pfirovnat k jakési ,,prochdzce” mezi mnohacetnymi ,kopiemi kopii“ pattern(, jak by
fekl Feldman: ,,... tak trochu jako prochazka ulicemi Berlina, kde vSechny budovy vypadaji
velmi podobné, ale nejsou stejné.”

Petr Zvéfina

Morton Feldman: For Philip Guston (1984)

From the very beginning of his career, Feldman’s compositions were notably
influenced by visual art, especially by the works of abstract expressionists such as Jackson
Pollock, Mark Rothko and others. He found inspiration mainly in the relationships they
built between the structure of the work and the materials used. Philip Guston, whom
Feldman met at the beginning of the 50s, held a special status among abstract
expressionists, and with time Feldman and Guston became very close friends. Their
friendship, however, ended abruptly in October 1970 during Guston’s exhibition at
Marlborough Gallery in New York. The artworks at the exhibition reflected a fundamental
shift in his work and signaled a return to figurative painting. At the end of the 60s, Guston
suffered a personal and creative crisis, which resulted in a complete transformation of his
painting style. When Feldman looked at these new paintings, Guston leaned over and
asked him for his impression. The composer found himself lost for words, and from that
moment on, they never talked again. For Feldman, abstract expressionism was one of his
most important sources of inspiration. Presumably, he simply could not get over the fact
that Guston digressed from this movement in such a radical way. In a certain respect,
Feldman’s composition For Philip Guston from 1984 can be perceived as the composer
reminiscing on his friendship with Guston and the time they spent together.

Similarly to Guston at the end of the 60s, Feldman found himself in a creative crisis at
the end of the 70s. He felt doubt as to whether music was even a form of art or whether it
was merely a sophisticated form of entertainment (i.e. showbusiness). His late work did
not undergo such a striking turn as Guston’s, but rather, Feldman worked on refining the
tendencies that he had established over his entire career —including the emphasis of the
acoustic qualities of the music material, elaborating the decay of sound, “repetitions” of
patterns, climaxless progression, the absence of general or privileged compositional
system, and the overall openness of the form. The external feature of Feldman’s late
compositions is the gradually increasing lengths, the result of the “requirements” of the
music material used. The incessant “repetitions” of patterns, and reorganizations of the
used patterns create an illusion: even if we do not listen to some passage in their entirety,
when we resume listening, we can immediately identify “familiar” music situations.
Therefore, listening to this work could be compared to a “walk” amidst multiple “copies of
copies” of patterns or, as Feldman would put it: “...a bit like walking the streets of Berlin —
where all buildings look alike, even if they’re not.”

Petr Zvéfina
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Theo Finkel — Super-Ostrawitza (2019)

Theo Finkel (1995) je britsky skladatel Zijici v jiznim Londyné. Nedavno absolvoval
Trinity Laban Conservatoire of Music and Dance, kde studoval pod vedenim Sama
Haydena, Nye Parryho a Gwyna Pritcharda. Zajima se o hudbu
avantgardniho/modernistického sméru, zarovern ma vsak hluboce a opravdové rad
klasickou hudebni tradici a usiluje o to, aby se tvlrcéim zplsobem pohyboval mezi obéma
hudebnimi svéty. Dlouhodobé jej fascinuji hudebni nastroje a vlastni rychle se rozristajici
sbirku rozmanitych typl a exemplara hudebnich ndstroju, které se nachdazeji v riznych
stavech hratelnosti. Finkel se intenzivné zajima o historii a konstrukci dfevénych
dechovych a Zestovych nastrojl. Zabyva se jejich vlastnostmi a specifickymi
charakteristikami — tento zdjem predstavuje dulezity inspiracni zdroj pro jeho vlastni
kompozi¢ni ¢innost. Rovnéz se vénuje improvizaci na basklarinet.

Skladba Super-Ostrawitza byla napsana specidlné k tomu, aby zakoncila koncert
Dlouhd noc. Byl jsem pozaddn, abych vytvofil dilo, které by navazovalo na muj projekt
Super-Thames Music (2018). Nicméné velky rozdil v rozmérech jedné a druhé reky se
ukazal byt opravdu vyznamny. Kompozice zkoum3, jak rlizné ndstroje prenaseji zvuk v
Siroce otevieném prostoru, a prostorovost je vyuzivana také pro dramaticky efekt.

Theo Finkel

Theo Finkel — Super-Ostrawitza (2019)

Theo Finkel (1995) is a British composer who lives in South London, recently
graduated from Trinity Laban Conservatoire of Music and Dance where he studied with
Sam Hayden, Nye Parry, and Gwyn Pritchard. He is interested in the avant-garde
modernist trajectory and at the same time has a profound and genuine love of classical
tradition, and strives to navigate productively between the two musical worlds. He has
been long fascinated by musical instruments themselves, and has a fast-growing collection
of specimens of many types in various states of playability. Finkel has a particular interest
in the history and construction of woodwind and brass and their qualities and specific
characteristics are a great stimulus to him in composition. He also improvises on the bass
clarinet.

Super-Ostrawitza was written specially to mark the end of the expanse of the Long
Night concert. | was asked to write a piece that continued the work of my Super-Thames
Music (2018). However, the substantial difference in scale between one river and the next
proved to be very significant. The piece explores how different instruments carry sound
out in the wide open and the spatialisation is also used for dramatic effect.

Theo Finkel
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