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Symon Henry — debout, un respir grand comme (2016)

Symon Henry (1985) ve své umélecké tvorbé vychazi predevsim ze vzdjemné
interakce tfi oborl — koncertni hudby, vizudlniho uméni a poezie. Uvedeny
transdisciplindrni pfistup se vyrazné odrazi na podobé jeho partitur (instrumentalnich ¢i
performativnich), které byly provedeny v Severni Americe, Evropé a Asii soubory a solisty
jako HSO-Stuttgart Symphony Orchestra, Nouvel Ensemble Moderne, SurPlus Ensemble,
Kasia Kadlubowska ¢i Joseph Petric. Henry spolupracuje s nakladatelstvim Editions de la
Tournure, kde byla v roce 2016 publikovdna jeho autorska basnicka sbirka son corps
parlait pour ne pas mourir a kniha obsahujici grafické partitury voir dans le vent qui hurle
les étoiles rire, et rire. Jeho umélecka dila byla vystavena v Chapelle historique du Bon-
Pasteur, Gham & Dafe, Livart, Maison de la culture du Plateau-Mont-Royal a v Palazzo
Ducale di Lucca. (Autor v origindlnim textu vyuziva genderové neutralni zajmena, jejichz
pouZziti je vSak v ¢estiné ponékud problematické; rozhodli jsme se je tedy v prekladu
nahradit a upozoriujeme na uvedenou skutecnost alespon touto formou — pozn. prekl.)

»[...] @ jaro se vidy navrati, i jeho rlze a kvétiny.”
Marie-Héléne Constant

Skladba debout, un respir grand comme (vestoje, nadech veliky jako) je dilem
tematizujicim prechod — néco, co byvalo nepokojnym, se mozna v prabéhu zmény stalo
klidnéjSim. Kompozici prostupuje jemnost, néha, a to dokonce i v téch nejvypjatéjsich
momentech. Tato hudba je jako velky, pohyblivy dech, dech po nepftiznivém vétru a také
vyznamnych malych vitézstvich. Dech pfed tim, neZz se posuneme dal a neZ néco
zapocneme znovu, jinym zpUsobem. Dilo bylo napsano pro soubor Ensemble



contemporain de Montréal (ECM+), ktery fidi Véronique Lacroix, a bylo premiérovano
v ramci jeho kanadského turné Génération2016.
Symon Henry

Symon Henry — debout, un respir grand comme (2016)

Symon Henry’s (1985) artistic practice is based on the interaction between three
major axes in their creations, namely concert music, visual arts and poetry. This
transdisciplinary approach is particularly reflected in their graphic scores (instrumental or
performative) which have been interpreted in North America, Europe and Asia by
ensembles and soloists such as HSO-Stuttgart Symphony Orchestra, Nouvel Ensemble
Moderne, SurPlus Ensemble, Kasia Kadlubowska, and Joseph Petric. Henry’s first
collection of poetry, son corps parlait pour ne pas mourir, as well as their first art book of
graphic scores, voir dans le vent qui hurle les étoiles rire, et rire, were published in 2016 at
Editions de la Tournure. Their visual art work has been exhibited at Chapelle historique
du Bon-Pasteur, Gham & Dafe, Livart, Maison de la culture du Plateau-Mont-Royal, and at
the Palazzo Ducale di Lucca.

»[...] and spring will always return, and its roses and flowers.”
Marie-Héléne Constant

debout, un respir grand comme (standing, a breath as tall as) is a work of transition,
something that was restless and perhaps became calmer along the way. It is softness and
tenderness, even in its moments of intensity. It is a big, moving breath, a breath after an
adverse wind, and also great small triumphs. A breath before moving on and before
starting something over, another way. This piece was composed for the Ensemble
contemporain de Montréal (ECM+), conducted by Véronique Lacroix, and premiered
during the Génération2016 tour throughout Canada.

Symon Henry

lan Davis — Dvé véty pro smyccovy orchestr (2018)

lan Davis (1989) je skladatel a kytarista Zijici v New Yorku. Je absolventem
magisterského studia v oboru hudebni kompozice na Wesleyan University a plsobi jako
vyucujici umélec v programu Philharmonic’s Very Young Composers program (Velmi
mladi skladatelé), ktery porada Newyorska filharmonie. Jeho tvorba je inspirovana prvky
lidové hudby, kanonem, kontrapunktem, skladbami pro déti, grafovou notaci, lo-fi
hudbou a zdanlivé jednoduchymi a jasnymi strukturdlnimi prostredky.

Skladba Dvé véty pro smyccovy orchestr se zaméruje na prozkoumdvani zplsob
organizace téonového materialu. Prvni véta je ramovana systémem, jez vytvari
harmonické postupy, v nichZ tdn zGstava neménny, zatimco se akordy postupné pohybuji



doll po stupnici proti nému. Druhd véta obsahuje tfi nezavislé melodické linky o rdznych
metrickych délkach a rytmickych hodnotdch, které se opakuji, nez dokon¢i jeden plny
cyklus. Dodatecné kontrapunktické hlasy vyuzivaji diminuci (zkracovani) a augmentaci
(zvétSovani).

lan Davis

lan Davis — Two Movements for String Orchestra (2018)

lan Davis (1989) is a composer and guitarist based in New York City. He holds a MA
in music composition from Wesleyan University and works as a Teaching Artist with the
New York Philharmonic’s Very Young Composers program. His work is informed by folk
music, canon, counterpoint, works by children, graph notation, low-fidelity,
and seemingly simple and transparent structural devices.

Two Movements for String Orchestra is an exploration in means of organizing
pitched material. The first movement is framed by a system, which creates harmonic
progressions wherein a tone remains constant, while chords move stepwise down a scale
against it. In the second movement, three independent melodic lines of different metrical
lengths and rhythmic values sound and repeat until they complete one full cycle.
Additional contrapuntal voices move by diminution and augmentation.

lan Davis

Salvatore Sciarrino: Il Cantiere del Poema (2011)

Salvatore Sciarrino (1947) zacal komponovat ve dvanacti letech jako samouk
a publiku se poprvé predstavil v roce 1962. Sv(ij velmi origindlni hudebni jazyk — zaloZzeny
na bohaté paleté instrumentdlnich zvukd, extrémnich dynamickych zménach, velmi
slabych zvucich ¢asto na samé hranici slySitelnosti a vyznacujici se podmanivym
opakovanim nékolika prostych charakteristickych prvk( — nalezl velmi zadhy. Napsal velké
mnozstvi skladeb a jiz fadu let patfi k nejvyznamnéjsim osobnostem soudobé vaziné
hudby. Kromé toho, Ze je autorem vétsiny svych opernich libret, napsal Sciarrino i fadu
¢lank, eseji a textl nejrliznéjsich zanr(, z nichz nékteré byly zarazeny do vyboru Carte da
suono (2001). Zvlast dilezita je jeho interdisciplinarni publikace vénovana hudebni formeé
Le Figure Della Musica Da Beethoven a Oggi (1998). Festival Ostravské dny i Dny nové
opery Ostrava (NODO) uvedly celou fadu jeho dél, véetné oper Infinito nero, La porta
della legge Ci Luci mie traditrici.

O mé spolupriaci se Salvatorem Sciarrinem

Na realizaci dél Salvatora Sciarrina se podilim od roku 2004. Poprvé jsem
vystupovala v jeho opere Macbeth v roli Lady Macbeth. Skladatel zhlédl jedno z téchto
predstaveni a nasledné mi slibil, Ze se spolu jesté znovu setkame. Za dva roky jsem
obdrzela partituru opery Da gelo a gelo, kterou jsme provedli ve Schwetzingenu, PafizZi




a Zenevé; po Pafiiském vystoupeni se mé Sciarrino zeptal, jestli bych nechtéla G¢inkovat
v jeho opefe, o které uvazuje jiz zhruba 30 let a mUze ji vytvofit az nyni, protoze nalezl
vhodnou interpretku pro hlavni roli — mne. Tak zapocala nase spoluprace na
Superfluminé, gigantickém monodramatu. 20. kvétna 2011, v den svétové premiéry
tohoto dila v Mannheimu, mi Sciarrino fekl, Ze pro mé ma pfipraveny darek. O nékolik dni
pozdéji mi dorazila partitura Il Cantiere del poema s vénovanim. Sciarrino napsal pro m{j
hlas celkem ¢tyri kompozice, ale Superflumina a Il Cantiere del poema jsou extrémni
skladby — jedna se o naro¢na dila a pfi pohledu na partituru by nékdo mohl usoudit, Ze
jsou neproveditelna, ale byla jsem prekvapena, kdyzZ jsem zjistila, Ze tyto kompozice velmi
dobre vyuzivaji dispozic mého hlasu. Il Cantiere del Poema sestava ze tfi ¢asti; prvni
z nich, Carovane, se podoba Intermezzu Il ze Superfluminy (kontratenorovy part), ale
hlasovy rozsah je mnohem vétsi. Jedna se o vskutku kiehkou a krasnou hudbu.
Se skladatelem jsem dlouze diskutovala, jak pojmout extrémni glissanda ze druhé casti,
Due titoli, protoze v partiture nespecifikoval jejich provedeni. Nakonec jsme dospéli
k zajimavému feseni, jak je interpretovat. V posledni ¢asti, Cantiere, se v melodickych
pasazich vyskytuji kratka glissanda evokujici plac, jez jsou pro Sciarrina typicka. Musim
pfiznat, Ze prvni provedeni této skladby ve Sciarrinové rodném meésté Citta di Castello pro
mé bylo magickym zazitkem.

Anna Radziejewska

Salvatore Sciarrino: Il Cantiere del Poema (2011)

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

On my cooperation with Sciarrino

| have been performing Salvatore Sciarrino’s works since 2004. My first role was
Lady Macbeth in his opera Macbeth. The composer was present at one of the
performances, and afterwards he promised me that we would meet again. Two years
later, | received the score for Da gelo a gelo and we performed it in Schwetzingen, Paris
and Geneva. In Paris, Sciarrino asked me if | would perform his new opera, which had
been on his mind for about 30 years but only now could be written, because he had




finally found a performer for the main part — me. That was the beginning of
Superflumina, a gigantic monodrama. 20" May 2011, at the day of world premiere of this
work in Mannheim, Sciarrino told me that he had a gift for me. A few days later, |
received the score for Il Cantiere del poema with dedication. Sciarrino wrote four
compositions for my voice, but Superflumina and Il Cantiere del Poema are extreme —
they are difficult and the score looks almost impossible to perform, but | was suprised to
find that these works are well-suited for my voice. Il Cantiere del Poema consists of three
parts; the first part, Carovane, is very simmilar to Intermezzo Il from Superflumina (contra
tenor part) but the range of the voice is much higher. It is fragile and beautiful music.
| often discussed with Sciarrino how to sing extreme glissandi in the second part, Due
titoli, because he did not specify it in the score. Eventually, we found an interesting way to
perform it. In the last part, Cantiere, Sciarrino uses his typical short glissandi in melodic
passages to evoke crying. | have to say that it was like a miracle to perfom this piece for
the first time in Citta di Castello, Sciarrino’s hometown.

Anna Radziejewska

Daniel Lo — Poids (2019)

Daniel Lo dokon¢il doktorské studium (obor skladba) na Univerzité v Yorku pod
vedenim Williama Brookse. Predtim studoval kompozici na Univerzité v Hongkongu a
nasledné zde v roce 2012 ziskal titul MPhil. Jeho tvorba zahrnuje Sirokou Skalu hudebnich
zanrQ, od orchestralnich skladeb k vokalnim dilGim. V poslednich letech probéhly
premiéry nékolika Loovych kompozic — Home City Dream City (2014) pro orchestr
doplnény terénnimi nahravkami, Efflorescence — Quasi-Concerto (2016) pro orchestr; obé
tyto skladby byly psdny na objednavku orchestru Hong Kong Sinfonietta. V srpnu 2017
zaznéla premiéra jeho houslového koncertu YouHuang (1), ktery vytvofil v rdmci svého
reziden¢niho pobytu na Institutu Ostravské dny. Jednim z aktudlnich Loovych
kompozi¢nich zajmU je hledani zplGsobu, jak propojit hudbu s hongkongskou literaturou.
Mezi jeho nedavnad dila, ktera byla inspirovana soudobymi hongkonskymi spisovateli, se
radi dvé skladby napsané pro Hong Kong Odyssey a objednané Hongkongskym festivalem
umeéni 2017; sborova skladba Mary’s Chalk Circle pro vypravéce, a cappella sbor a
videoprojekci, jez byla provedena souborem Hong Kong Voices v ¢ervnu 2017; a komorni
opera A Woman Such as Myself (Zena jako ja), vychazejici z povidky autorky Xi Xi A Girl
Like me (Divka jako ja), ktera byla premiérovana na festivalu Dny nové opery Ostrava v
cervnu 2018.

Skladba Poids je inspirovdna stejnojmennou instalaci (Poids, 1993) francouzské
umélkyné Louisy Bourgeois. KdyZ jsem tuto instalaci pred nékolika lety spatfil na vystavé
(A Woman Without Secrets) v National Galleries of Scotland v Edinburghu, velmi na mé
zapusobila. Poids ve francouzstiné znamenad ,vaha“. U podkladu celé instalace se nachazi
veétsi mnozstvi zeleznych zavaizi, jez jsou upevnéna na dlouhou, tenkou a zahnutou tyc,



ktera dosahuje do vysky zhruba dva metry nad zemi. Na konci tyce je umisténo nékolik
blystivych dekoraci, jez svym usporadanim pripominaji pirko, a dale dvé modré, sklenéné
koule. Tato rozmérna instalace vypada na prvni pohled jednoduse, ale jedna se
o Uchvatny vyjev, zaloZeny na jemné, extrémné krehké rovnovaze. Dozvédél jsem se, ze
celd struktura by se zhroutila, kdyby se odstranilo pouze jedno jediné Zelezné zavaii. Jeho
vaha zabezpecuje instalaci proti zficeni a poSkozeni ozdob, které visi ze zahnuté tyce.
Opravdu meé ohromilo, jak néco zdanlivé lehkého (jako pirko) ¢i kiehkého (jako sklo)
muze fungovat jako protivdha tézkého zZelezného zavazi. Hlavnim divodem, pro¢ mé
instalace Poids silné pritahuje, stejné jako dalsi dila Louise Bourgeois, je schopnost tohoto
dila vybudit v pozorovateli silnou emocionalni odezvu — v tomto pfipadé nejde o zadné
jednoduché pocity, jako jsou Stésti, strach, vztek, smutek... ale o daleko sofistikovanéjsi
emoce, které se dotykaji samotného nitra. Kfehkost a jemna rovnovaha predstavuji dvé
hlavni hudebni myslenky i v mé skladbé. Obcas se v ni objevi mista, kdy nastroje hraji v
raznych tempech, coz vytvari plochy, v jejichz rdmci se zda byt ¢as nehybnym. Tak
podobné jsem se vlastné citil, kdyz jsem stal a pfemital u rozmérné instalace Poids.

Daniel Lo

Daniel Lo - Poids (2019)

Daniel Lo completed a PhD (Composition) at the University of York (UK) under the
supervision of William Brooks. Previously, he studied composition at the University of
Hong Kong where he graduated with first class honours in 2009 and then completed an
MPhil in 2012. Lo’s works cover a wide range of musical genres, from orchestral to vocal
pieces. The last few years saw the premieres of Home City Dream City (2014) for
orchestra and field recordings and Efflorescence — Quasi-Concerto (2016) for orchestra,
both commissioned by Hong Kong Sinfonietta; and violin concerto YouHuang (ll),
composed as part of Lo’s residency at the Ostrava Days festival (Czech Republic) in
August 2017. One of Lo’s current compositional interests is to seek ways to integrate
music with Hong Kong literature. Recent works inspired by contemporary local writers
include two pieces written for Hong Kong Odyssey, commissioned by the Hong Kong Arts
Festival 2017; a choral work Mary’s Chalk Circle for narration, unaccompanied choir and
video, presented by Hong Kong Voices in June 2017; and a chamber opera A Woman Such
as Myself (based on Xi Xi’s short story A Girl Like Me), premiered in New Opera Days
Ostrava (Czech Republic) in June 2018.

Poinds — This piece was inspired by an art work bearing the same title (Poids, 1993)
by French artist Louise Bourgeois. | was deeply impressed when | saw this installation at
an exhibition (A Woman Without Secrets) in Edinburgh’s National Galleries of Scotland a
few years ago. Poids means “weight” in French. The base of the installation is made up of
a mass of metal rods. It is connected to a long, thin, curving rod that rises to a height of
about 2 meters above the ground. Attached to the end of the curving rod are a bunch of
shiny, feather-like decorations. In addition, there are two blue glass balls hanging from



the same end. This huge exhibit looks simple enough but it provides a stunning picture of
delicate balance that is extremely fragile. | was told that the whole structure would
collapse, with just one metal rod removed from the base. The weight of the base
safeguards against collapse and consequent damage to the delicate decorations hanging
from the curving rod. Yet what really touched me was to see how something seemingly
light (like feather) or fragile (like glass) serves as well as counterpoise to a compact metal
support. Fragility has weight. The main reason why Poids appeals to me, just as other
works of Louise Bourgeois do, is its capability to touch a string — not the kind of
instinctive feelings like happiness, fear, anger, sadness... but much more subtle emotions
that speak to one’s soul. Fragility and delicate balance emerge as the two major musical
ideas in this work. There are occasional sections in which the instruments are made to
play different tempi, creating a space where time seems to remain static. This is what
| actually felt as | stood musing on the huge exhibit of Poids.

Daniel Lo

Christian Wolff — Small Orchestra Piece (2019)

Christian Wolff (1934) studoval klavir u Grety Sultan a kratce skladbu u Johna Cage.
V kompozici je viceméné samouk, dilezitd pro néj byla dila Johna Cage, Mortona
Feldmana, Davida Tudora a Earle Browna, a také dlouhodoba spoluprace s Corneliem
Cardewem a Fredericem Rzewskim. Ve svych skladbach se zaméruje predevsim na to, jak
poskytnout interpretiim (profesiondlnim i amatérskym) pfi provadéni skladby rizné
stupné svobody. Pocinaje rokem 1953 byla fada jeho kompozic vyuzZita nebo zadavana
Mercem Cunninghamem. Wolff je také aktivni jako klavirista a improvizator (napr.
s Takehisou Kosugim, Larry Polanskym ad.). Vyucoval na Harvardu a rovnéz na Dartmouth
College, obdrzel fadu cen a grantd od American Academy of Arts and Letters Ci
Deutschen Akademischen Austauschdienstes (DAAD) Berlin. Ostravskych dnu se jako
lektor i interpret Ucastni pravidelné od roku 2001.

Small Orchestra Piece — Adjektivum ,small” je zde pouzito ve smyslu ,, drobny“ jako
v oznaceni ,drobné predehry” ¢i ve smyslu prostd, pfimocard hudba. Partitura skladby je
oteviena a mlzZe byt upravena pro 9 az 29 hraca s tim, Ze mezi nastroji musi figurovat
(jakékoliv) dva drevéné dechové nastroje, (jakékoliv) dva Zestové nastroje a pét
smyccovych nastrojl (v€etné alespon dvou violoncell a jednoho kontrabasu). Rovnéz je
zde volitelny part pro perkuse. Partitura vétsSinou urcuje, kdy hraje jaky typ nastroj(,
a zda je dany radek hran pouze jednim, nebo vice nastroji. Rovnéz znaci tutti useky, kdy
hraji vSichni. Ve skladbé se nachazi jak dirigované pasaze, tak casti, které dirigenta
nevyzaduji. Jakmile je stanoveno nastrojové slozeni pro dané provedeni, urci dirigent,
skladatel, potazmo jind vhodnd osoba (véetné ¢lenl orchestru), co kdo bude hrat. VSichni
hraci maji jako svij , part” k dispozici kopii partitury, kterd je notovana ,,normalnim“
zpUsobem a zaroven je v mnoha ohledech oteviend, napt. ve volnych koordinacich
a prekryvech materidlu; v pouziti oteviené rytmické notace, kterd zahrnuje koordinaci na



zakladé toho, co hrac¢ v danou chvili slysi; v tom, Ze jednotlivi interpreti hraji nezavisle na
sobé. A opét zde misty Cerpam z jiz existujictho hudebniho materialu, napf. z Bacha i
lidovych pisni.

Christian Wolff

Christian Wolff — Small Orchestra Piece (2019)

Christian Wolff (1934) studied piano with Grete Sultan and composition, briefly, with
John Cage. Though he is mostly self-taught as a composer, the works of John Cage,
Morton Feldman, David Tudor, and Earle Brown have been important to him, along with
long associations with Cornelius Cardew and Frederic Rzewski. His work has been
especially concerned with allowing performers (both professional and amateur) various
degrees of freedom in the performance process. A number of pieces, from 1953 on, have
been used or commissioned by Merce Cunningham. Wolff is also active as a performer
and improviser (collaborating with, among others, Takehisa Kosugi and Larry Polansky).
He has taught at Harvard and at Dartmouth College and received awards and grants from
the American Academy of Arts and Letters and Deutschen Akademischen
Austauschdienstes (DAAD) Berlin. Christian Wolff has been involved with Ostrava Days
since 2001, both as a lecturer and as a musician.

Small Orchestra Piece — “Small” as in “small preludes” or plain, fairly direct music.
The score is open, available to arrangements for from 9 to 29 players, which must include
(any) two winds, (any) two brass, and five strings (including at least two cellos and one
bass). There is also an optional percussion part. Mostly the score specifies what category
plays and if a line is played by just one instrument or more. It also indicates tutti
passages, everyone playing. There are both passages that require conducting and others
that don’t. For any given performance, once the available instruments are determined,
the instrumentation, who plays what, is determined by the conductor and, if available,
the composer, and possibly any other suitable people including the orchestra members.
All players have a copy of the score as their “part”. The music is both “normally” notated
and open in various ways, e.g. free coordinations and overlay of material; open rhythmic
notation involving coordination through what a player hears; individual players each
playing independently. And, again, | sometimes draw on pre-existing material, e.g. Bach,
folk song.

Christian Wolff

Isabel Mundry — Endless Sediments (2018)

Isabel Mundry se narodila v roce 1963 a vyrlstala v Berliné. Své kompozi¢ni
dovednosti zdokonalovala pod vedenim Franka Michaela Beyera, Gosty Neuwirtha, Hanse
Zendera ad. Tuto prapravu doplnila studiem muzikologie, historie uméni, filozofie a dale
také kurzem informatiky a skladby v pafizském IRCAMu. Poté, co na sebe v 90. letech



upozornila svym komornim dilem ¢i ansdmblovymi a orchestralnimi skladbami,
zaznamenala vyrazny Uspéch téz v oblasti hudebniho divadla. V poslednich letech zaznély
ve svétové premiére mnohd jeji dila, ktera zahrnuji nejriznéjsi zanry a vychazi z
rozliénych inspiracnich zdrojl, napft.: ve skladbé Sounds, Archeologies (2018) pro
basetovy roh, violoncello a klavir autorka posuzuje problematiku blizkosti/odlehlosti
historickych objekt( a kulturnich identit. A ve vokalni (a cappella) kompozici Mouhanad
(2018), inspirované rozhovorem se syrskym uprchlikem, prozkoumava kulturni rezonance
a nové akustické oblasti. Mundry je ¢lenkou Akademie uméni v Berliné a Mnichové,

a dale téz Akademie véd a literatury v Mohuci. Od roku 1998 se pravidelné ucastni
Darmstadskych prazdninovych kurzU. Poté, co v roce 1996 ziskala profesuru na Univerzité
hudby a performativnich uméni ve Frankfurtu, vyucuje od roku 2004 hudebni kompozici
na Univerzité uméni v Curychu a od roku 2011 na Univerzité hudby a performativnich
umeéni v Mnichové.

Skladba Endless Sediments (Nekoneéné sedimenty) je o stopach ¢asové i prostorové
vzdalené hudby. Je o jejich zablescich a vrstveni ¢i pfeskupovani v aktudlnich formach
mnou vytvorenych zvukovych struktur. Tyto stopy nejsou citacemi, ale formami
a metodami — hudba se vynofuje pomoci pamétovych technik, které chapu jako protiklad
k psani, tj. z interpretace — poslechu — vzpominani — interpretace — atd... Prvni ¢ast
odkazuje k pétivrstvému polymetrickému patternu (vzorci), s podobnymi hudebnimi
Utvary se mGzeme setkat u mimoevropskych kultur. Pattern je pfilis slozZity na to, aby bylo
mozné jej plné pochopit. Hudebni proud akcentuje nékteré vrstvy a jiné jsou jakoby
rozostrené, k tomuto procesu dochazi neustale pomoci novych zplsob(. Vysledné nové
formy nevyhnutelné vyvolavaji dalsi zkresleni. Druha ¢ast odviji narativ monofonni
melodie, ktera se misty za¢ne rozristat, ale hudebni struktura se vzdy navrati zpét
k monodii. Uritym vzorem pro mé byly formy, jez miZzeme nalézt v gregoridnském
chordlu. A konecné treti ¢ast je vénovana aklamaci, tj. odezvé zvuki a jejich fluktuaci
a rovnéz transformaci — tak, jak se s tim mazeme setkat ve vSech kulturach.

Isabel Mundry

Isabel Mundry — Endless Sediments (2018)

Born in Hesse in 1963 and raised in Berlin, Isabel Mundry honed her composition
skills under Frank Michael Beyer, Gosta Neuwirth and Hans Zender, among others. This
training was complemented by studies in musicology, art history and philosophy, as well
as a course in computer science and composition at the Paris IRCAM. After gaining
attention in the 90s for her chamber music compositions and ensemble and orchestral
works, her first music theater work was a resounding success. Among the world
premieres of recent years are works of various genres with diverse sources of inspiration,
e.g.: In Sounds, Archeologies (2018) for basset horn, violoncello and piano, she questions
the proximity and distance of historical objects and cultural identities; and in the
a cappella choral piece Mouhanad, based on an interview with a Syrian refugee, cultural



resonances and new acoustic neighborhoods are examined. Mundry is a member of the
Academy of the Arts in Berlin and Munich as well as the Academy of Sciences and
Literature in Mainz. Since 1998 she has often been a lecturer at the Darmstadt Summer
Courses. After holding a professorship at the Frankfurt University of Music and
Performing Arts from 1996, she has been a professor of composition at the Zurich
University of the Arts since 2004 and, since 2011, a professor at the University of Music
and Performing Arts Munich.

Endless Sediments — The composition is about traces of temporally or spatially
distant music. It is about their flashing and their layering and regrouping in the present
form of my sound shapes. These traces are not quotations, but forms and methods, as
the music emerges from memo techniques as opposed to writing, i.e. from performing —
listening — remembering — etc... The first part refers to a five-layered polymetric pattern,
as we know it from non-European cultures. It is too complex to be fully understood. In
ever new ways, the music focuses some layers and blurs others. The resulting new forms
inevitably provoke further distortions. The second part unfolds the narration of
a monophonic melody that occasionally fans out, but always returns to the monodic. My
inner model for it were forms as they emerged in the Gregorian chant. Finally, the third
part is devoted to the acclamation, i.e. the response of sounds and their fluctuations,
as well as transformation, as was or is to be found in all cultures.

Isabel Mundry
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