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Gyorgy Ligeti — Lux Aeterna (1966)

Gyorgy Ligeti ve svych kompozicich z konce 50. a 60. let odkryl zcela unikatni
skladatel Zil do roku 1956 v Madarsku, které bylo soucasti vychodniho bloku, a byl tak
prakticky odfiznut od aktualniho hudebniho déni v zapadni Evropé. Nedlouho po
brutalnim potlaceni Madarského povstani sovétskymi vojsky Ligeti uprchl do Vidné
a nasledné presidlil do Kolina nad Rynem, kde se podrobnéji seznamil s novymi
kompozi¢nimi sméry a vtamnim rozhlasovém studiu se zacal vénovat tvorbé
elektronickych skladeb. Ligeti nakonec dokoncil pouze dvé elektronické kompozice (treti
zUstala rozpracovand), nicméné zkusSenost s elektronickou hudbou zasadné obohatila
jeho hudebni predstavivost. Zjednodusené bychom mohli fici, Ze se Ligeti v dalSich letech
pokusil do svych instrumentalnich dél prenést nékteré postupy z elektronické hudby
a samostatné pracovat s témbrovou slozkou a hudebni fakturou. Naznaceny pfistup se
odrazi napf. v orchestralnich skladbach Apparitions (1958-1959) ¢i v Atmospheres (1961).
V téchto kompozicich (v rlizné mite) Ligeti vyuziva tzv. mikropolyfonii — hudebni struktura
sestava z mnoha samostatné vedenych hlasu, které vytvareji rytmicky komplexni
a spletitou fakturu, jez se paradoxné projevuje spise jako ,,nehybna“, jednolitd a znenahla
se proménujici barevna plocha. Ve vokalni skladbé Lux Aeterna (1966) pro 16¢lenny
smiSeny sbor je tento zpUsob vystavby hudebni struktury rovnéz dominantni. Celd
kompozice nadto probiha v nizké dynamice a nastupy jednotlivych hlasud jsou skoro
nepostiehnutelné; dilo plsobi nebyvale kiehce a azZ krystalicky Cisté. Absence pravidelné
pulzace pak dotvafi dojem, jako kdyby skladba byla ,,zmrazena v ¢ase”. Skladatel
nedlouho pred zapocenim prace na Lux Aeterna dokoncil rozsahlé vokalné-instrumentalni
Requiem (1963-1965); z textu této mse zhudebnil Introitus, Kyrie, Dies Irae a Lacrimosa.



Textova slozka Lux Aeterna pochazi z ¢asti Communio, kterou autor ve svém Requiem jiz
nevyuzil — kompozici bychom tak mohli rovnéz chapat jako autortv smitlivy ,doslov k
této dramatické a vypjaté skladbé.

Petr Zvéfina

Gyorgy Ligeti — Lux Aeterna (1966)

In his compositions from the late 50s and 60s, Gyorgy Ligeti unveiled an absolutely
unique sound universe, which has been mesmerizing listeners to this day. This is
remarkable if we consider that until 1956, the composer lived in Hungary, which was part
of the Eastern Bloc and was therefore effectively cut off from current music
developments in Western Europe. Not long after the brutal suppression of the Hungarian
Uprising by the Soviet troops, Ligeti fled to Vienna and subsequently relocated to
Cologne, where he acquainted himself with new compositional movements in more
detail and began to pursue the creation of electronic compositions at the local radio’s
electronic music studio. In the end, Ligeti managed to finish only two electronic
compositions (the third was left unfinished); however, this experience with electronic
music enriched his musical imagination. In a simplified way, we could say that in the
following years, Ligeti tried to introduce certain techniques from electronic music in his
instrumental works, working independently with the timbral components and musical
textures. This approach is reflected in orchestral pieces such as Apparitions (1958-1959)
and Atmospheres (1961). In these compositions (to a varying degree), Ligeti made use of
micropolyphony —a compositional technique in which the musical structure, consisting of
many independent voices, engenders a rhythmically complex and intricate texture, which
paradoxically manifests itself as a “static”, monolithic and randomly transforming
surface. This method of developing musical structure also dominates the vocal
composition Lux Aeterna (1966) for a mixed choir of 16 singers. The entire composition
proceeds in low dynamics, and the entries of individual voices are barely noticeable. The
work comes across as unprecedentedly fragile and crystal clean, as if the composition
was “frozen in time”. Not long before he began work on Lux Aeterna, Ligeti finished his
vocal-instrumental work Requiem (1963—-1965), setting the text from the mass to music
in four parts: Introitus, Kyrie, Dies Irae and Lacrimosa. The textual element of Lux Aeterna
comes from Communio, which the author eventually decided not to include in Requiem —
the composition can therefore be viewed as the reconciliatory “epilogue” to this
dramatic and emotionally charged composition.

Petr Zvéfina

Peter Graham - Fantazie pro 6 violoncell (1974)

Peter Graham (1952) je hudebni skladatel a improvizator. Pod jménem Jaroslav
Stastny uéi na Janackové akademii muzickych uméni v Brné. V kontextu ¢eské hudby
predstavuje spiSe neakademicky typ se zajmem o nekonvencéni pfistupy ke kompozici.
V 70. letech byl jednim z nemnoha ¢eskych skladatel(i vytvarejicich grafické partitury



a konceptudlni skladby. V letech 1993-2009 byl dramaturgem brnénského festivalu
Expozice nové hudby. V roce 2010 se podilel na ¢eském prekladu knihy Johna Cage
Silence a v roce 2018 na prekladu jeho Vybranych dopist. Grahamovy skladby hrali napft.
Arditti Quartet, English Chamber Orchestra, ensemble recherche, Kammersveit
Reykjavikur, Ostravska banda, flétnistka Ashildur Haraldsdéttir & pianisté Jonathan
Powell a Daan Vandewalle ad. Jako klavirista-improvizator vystupuje v duu Palagrachio
(s Ivanem Palackym — amplifikovany pletaci stroj a home-made electronics), s Divergent
Connections Orchestra, freejazzovym seskupenim Next Phase, hraje v projektech Pavla
Zlamala Heterofdn a Briinnwerk a vede vlastni Peter Graham Trio. Pomérné obsahla je
také jeho literdrni a vytvarna cinnost.

Fantazie pro 6 violoncell z roku 1974 se vyhyba jakémukoliv jednoticimu systému
hudebni organizace a pomérné velkoryse odnima dulezitost zakladnim hudebnim
parametrdm (tj. tdnovym vyskam a rytmickym hodnotam) — ty zde hraji docela
podradnou roli. Uréujici jsou tzv. ,,vedlejsi parametry”, tedy zvukova barva, dynamika a
zpUsob hry: rytmus vznika z obtizi proveditelnosti pozadavk( partitury, tonové vysky jsou
vysledkem spontannich hmatd, intervaly jsou dany individudInimi rozméry ruky. Ostatné
notace je spiSe ndznakova, sugerujici charakter rozdilnych zvukovych ploch, které se
ovsem prolinaji, nebot kazda dvojice hracl je realizuje po svém. Tempo zmén je
promeénlivé, kazda zvukova udalost trva tak dlouho, kolik kdo potrebuje k jejimu
provedeni. Nejsou zde specifické pozadavky na souhru, je celkem jedno, kdo za¢ne, ale v
zavéru se Cteni zapisu zpomaluje, takZe koncit maji vSichni viceméné stejné.

Peter Graham

Peter Graham — Fantasy for Six Violoncellos (1974)

Peter Graham (1952) is a composer and improviser. As Jaroslav Stastny, he teaches
at the Janacek Academy of Performing Arts in Brno. In the context of Czech music,
Graham is a representative of a non-academic compositional style, with an interest in
unconventional approaches to composition. In the 70s, he was one of the few Czech
composers creating graphic scores and conceptual compositions. From 1993 to 2009, he
was the Artistic Director of the Exposition of New Music Festival. In 2010, he participated
in the Czech translation of John Cage’s book Silence, and in 2018, in the translation of
Cage’s Selected Letters. Graham’s compositions have been performed by Arditti Quartet,
English Chamber Orchestra, ensemble recherche, Kammersveit Reykjavikur, Ostravska
banda, flutist Ashildur Haraldsdoéttir, and pianists Jonathan Powell and Daan Vandewalle,
among others. As a pianist-improviser he performs with the duo Palagrachio (with Ivan
Palacky on amplified knitting machine and home-made electronics), Divergent
Connections Orchestra, the freejazz group Next Phase, and is a member of the projects of
Pavel Zlamal Heterofén and Brinnwerk. He also fronts his Peter Graham Trio. No less
extensive is Graham’s literary and visual art output.



Fantasy for Six Violoncellos, from 1974, evades any unifying system of musical
organization, and in a quite bold way divests the basic music parameters of their
importance (i.e. pitches and rhythmical values). These play a rather subservient role here.
What matters here are the “secondary parameters”, i.e. the timbre, dynamics, and
playing style: the rhythm arises from the difficulties putting the requirements of the
score into practice; the pitches result from spontaneous grips; the intervals are
determined by the individual dimensions of the performers’ hands. After all, the notation
is rather suggestive, evoking the character of different sonic planes, which permeate
each other as each two players render it in their own way. The tempo of the changes
fluctuates. Each sonic event lasts as long as required. There are no specific requirements
regarding coordination, and it does not really matter who will begin, but in the end, the
reading speed of the score slows down, and everyone stops playing more or less at the
same time.

Peter Graham

Judith Berkson — Partial Memories, Part 11l (2019)

Judith Berkson je skladatelka-interpretka Zijici v New Yorku. Spolupracovala s Kronos
Quartet, City Operou Ci Laurie Anderson a premiérovala vokalni dila Chayi Czernowin,
Enna Poppeho, Micka Barra, Joea Maneriho, Ricka Burkhardta, Julie Werntz a Aleksandry
Vrebalov. Je rovnéz kantorkou a spolupracovala na jidisské lidové hudbé s Theodorem
Bikelem. Jeji sélové album Oylam vydal label ECM Records a tato deska propojuje
autorciny zkuSenosti z nové hudby, jazzu, némeckych lieder a improvizace. Ve své
soucasné tvorbé se zaméruje na mikrotonalni hudbu pro akustické hudebni nastroje

a zpév.

Partial Memories, Part 11l (Caste¢né vzpominky, ¢ast 1) spadd do rozsahlejsi série
ansamblovych skladeb. Kompozice prozkoumdva souzvuky, které existovaly, existuji a
budou existovat v nasem realném i metafyzickém svété.

Judith Berkson

Judith Berkson — Partial Memories, Part Il (2019)

Judith Berkson is a composer-performer living in New York. She has collaborated
with the Kronos Quartet, City Opera and Laurie Anderson and has premiered vocal works
by Enno Poppe, Mick Barr, Joe Maneri, Rick Burkhardt, Julia Werntz, Chaya Czernowin
and Aleksandra Vrebalov. Her solo album Oylam was released on ECM Records and fuses
a background in new music, jazz, German lieder and improvisation. She is also a cantor
and has collaborated on Yiddish music with Theodore Bikel. Her current work focuses on
microtonal writing for acoustic instruments and voice.



Partial Memories Part Il is part of a larger group of work for ensemble exploring
harmonies which have existed, exist, and will be existing in our physical and metaphysical
worlds.

Judith Berkson

Anna Heflin — My Voice (2019)

V Brooklynu usazend umélkyné Anna Helflin (1993) se nofi do hudby z pozice
skladatelky a interpretky. Jeji smyccovy kvartet Included/Excluded byl v roce 2019 vybran
do projektu Emerging Composers Workshop, ktery poradal S.E.M. Ensemble, a byl timto
souborem proveden v ramci koncertu Ostrava: Initiatives & Influences v kvétnu v sdle
Ceské narodni budovy v New Yorku. Helfin se jako violistka pfedstavila v New Yorku
s télesy American Ballet Theatre, American Symphony Orchestra, Curiosity Cabinet,
Contemporaneous, Linked Dance Theatre, ensemble mise-en atd. V roce 2017
absolvovala magisterské studium v oboru hra na violu na San Francisco Conservatory of
Music. V soucasné dobé studuje soukromé skladbu u Erica Wubbelse.

Skladba My Voice pro sbor si klade otdzku, jak jako jedinci poslouchame sami sebe
v ramci velkych skupin ¢i svych osobnich vztah(. Po vétsinu dila je tempo kazdého
zpévaka urcovano jeho pulzem. To, co slySime, je propojeni kazdého individualniho
poslechu sebe sama s vlastnim télem v danou chvili na daném misté. Dilo sestava z
raznych usekd, pricemz tempo kazdého z nich se mirné odliSuje v zavislosti na aktualnim
rozhodnuti dirigenta. Kazdé vystoupeni je tak jedine¢nym projevem setkani jedinc,
jejichz téla se nachdzeji v témze prostoru a ¢ase, a toho, jak na sebe reaguji v pfitomnosti
publika. Skladba byla napsdna pro sbor Canticum Ostrava a Ostravské dny 2019. Text je
adaptaci basné Oscara Wilda My Voice.

Anna Heflin

Anna Heflin — My Voice (2019)

Brooklyn-based artist, Anna Heflin (1993), looks deep into the music as a composer
and performer. Her string quartet Included/Excluded was selected for S.E.M. Ensemble’s
2019 Emerging Composers Workshop and was performed on their Ostrava: Initiatives &
Influences concert at the Bohemian National Hall in May. Heflin has performed on viola in
NYC with the American Ballet Theatre, American Symphony Orchestra, Curiosity Cabinet,
Contemporaneous, Linked Dance Theatre, ensemble mise-en and more. She graduated
with her MM in viola performance from the San Francisco Conservatory of Music in 2017.
Heflin currently studies composition privately with Eric Wubbels.

My Voice for choir asks how we as individuals can listen to ourselves within large
groups and in our personal relationships. Throughout the majority of the work, the



tempo for each singer is determined by their pulse. What is heard is the coming together
of each individual listening to their own body as they are here and now. The piece is
section based with slight time variations for each section determined by the conductor in
the moment. Each performance is a unique expression of individuals coming together as
their bodies are in this space and time, noticing and seeing each other with the presence
of the audience. This work was written for Canticum Ostrava choir, Ostrava Days 2019.
The text is adapted from Oscar Wilde’s poem My Voice.

Georgina Bowden — The Fainting Sun (2018)

Skladatelka Georgina Bowden pochazi z prostredi vizualniho uméni. Jesté pred tim,
nez dokoncila studium hudby (magistersky titul s vyznamenanim a Cena reditele za
vyjimecny skladatelsky pocin), byla aktivni v mnoha dalSich uméleckych disciplinach —
véetneé architektury, grafického designu, ilustrace i portrétni kresby. Prvky z téchto
umeéleckych oblasti pfenasi do své hudby — napfr. v divadelné-tanecnim dile Revelations
(Albany Theatre, 2018), ve skladbé Soru Cevap zaloZené na antifonnich akustickych
efektech (St John’s Smith Square a Blackheath Halls, 2019) anebo v opefe Radium
vyuzivajici luminiscenéni prvky (King’s Place, 2018). Georgina je dirigentka, ktera se
vénuje predevsim praci se sbory; studovala u Alexe Walkera, Jonathana Tilbrooka, Alice
Farnham, Petera Hanekeho a Paula Spicera. Jako sborova zpévacka vystupovala v mnoha
katedralach a opatstvich ve Spojeném kralovstvi. V soucasnosti prohlubuje své hudebni
dovednosti v rdmci studia u Dereka Avisse.

Dilo The Fainting Sun vyuziva dva texty popisujici konec dne. Z tepla slunce a chvéjici
se energie Zivota prirody (,tfesouci se na svém stonku ... zvuky a viné se otaci v no¢nim
vzduchu®), vSe zpomaluje a pfechazi do stinu (,samotné slunce tuhne ve srazeninach
krve“) a nasledné do slabnouciho denniho svétla a nehybnosti soumraku (,,den je daleko
... hoc nds jesté nezavolala®).

Georgina Bowden

Georgina Bowden — The Fainting Sun (2018)

Composer Georgina Bowden came from a visual arts background and has worked in
many artistic disciplines, including architecture, graphic design, illustration and
portraiture, before completing a Master’s of Music with Distinction in 2018 with the
Director’s Prize for Excellence in Composition. She brings these other arts into her music,
such as her spatial, theatrical dance work Revelations (Albany Theatre, 2018), antiphonal
acoustic effects piece Soru Cevap (St John’s Smith Square and Blackheath Halls, 2019) and
her glow-in-the-dark opera, Radium (King’s Place, 2018). Georgina is a conductor,
particularly interested in working with choirs, and has studied with Alex Walker, Jonathan
Tilbrook, Alice Farnham, Peter Hanke, and Paul Spicer. As a choral singer she has sung in
many UK Cathedrals and Abbeys. She is currently studying musicianship with Derek Aviss.



The Fainting Sun sets two texts describing the end of the day. From the sun’s
warmth and the tremulous energy of natural life (“trembling on its stem ... sounds and
smells turn in the night air”), slowing down and moving into shade (“the sun curdles
itself in clotting blood”) to the fading light of day, and the stillness of dusk (“day is far
away ... night has not yet called us”).

Georgina Bowden

Vojtéch Sembera — Noéni zvukomalba (2016)

Vojtéch Sembera je skladatel, barytonista a performer pochazejici z Karlovych Vard.
Na Janackové akademii muzickych uméni v Brné vystudoval obory kompozice a zpév. Je
laureatem Mezinarodni pévecké soutéze Antonina Dvoraka a Duskovy pévecké soutéze.
Pravidelné spolupracuje s pfednimi ¢eskymi symfonickymi orchestry a je vyhledavanym
interpretem soudobé hudby. V lonském roce ztvarnil na festivalu Dny nové opery Ostrava
postavy Krista a Pismaka ve svétové premiére opery Aloise Haby Prijd’ krdlovstvi Tvé a
postavu Muze v opefe A Woman Such as Myself Daniela Lo. Je také frekventovanym
hostem mezinarodniho hudebniho festivalu Setkdvani nové hudby Plus.

Skladba Nocni zvukomalba (pro nespecifikované ndstrojové obsazeni) je grafickou
partiturou plivodné zkomponovanou pro soubor VENI Academy. Jedna se vlastné o obraz
nocni krajiny — mapu, podle které kazdy ¢len ansamblu putuje od zemé k nebi. Skladba je
zcela zavisla na zodpovédné pripravé kazdého z interpretq, jelikoz sami hraci si musi
dikladné pripravit svij vlastni hudebni materidl a predem urcit, jakou cestu si zvoli. Neni
zde tedy Zadny prostor pro improvizaci. Skladba je symbolickym vyjadrenim cesty celého
spolecenstvi lidi Zivotem, na nizZ je ovSem kazdy jeden clovék zcela svobodny.

Vojtéch Sembera

Vojtéch Sembera — Night Soundscape (2016)

Vojtéch Sembera is a composer, baritone and performer hailing from Karlovy Vary.
He completed his studies in composition and singing at the Janac¢ek Academy of
Performing Arts in Brno and is the laureate of Antonin Dvordk’s International Singing
Competition and of Dusek’s Singing Competition. He regularly collaborates with leading
Czech symphonic orchestras and is a highly sought-after performer of contemporary
music. At last year’s New Opera Days Ostrava festival, he played the parts of Christ and
Lay Preacher in the world premiere of Alois Hdba’s opera Thy Kingdom Come and the part
of Man in Daniel Lo’s opera A Woman Such as Myself.

The composition Night Soundscape (for unspecified instruments) is a graphic score
originally composed for the ensemble VENI Academy. It is essentially an image of a



nocturnal landscape —a map, on which each member of the ensemble travels from the
ground towards the sky. Due to the fact that the musicians have to thoroughly prepare
their musical material and choose their path in advance, the outcome of the composition
is entirely dependent on the personal responsibility with which each of the performers
tackles the quest. For these reasons, there is no space for improvisation. The composition
is a symbolic rendering of the live path of the entire human community, in which every
single human is completely free.

Vojtéch Sembera

Klaus Lang — die bartige frau. sterne im gesicht (2010)

Rakousky skladatel Klaus Lang (1971) nechdpe hudbu jako médium, které by mélo
vyjadrovat jakykoliv mimohudebni obsah (politické i filozofické myslenky, spolecenské
zmény atd.). Namisto toho ji pojima jako nezdvisly a sobéstacny akusticky objekt.
Vnimany a prozivany zvuk se stava ¢asovym fenoménem — ,slySitelnym c¢asem®. Pro
Klause Langa (, klanga“) predstavuje Cas, ktery se vyjevuje ve znéjicim zvuku, samotnou
podstatu hudby. KdyzZ jsme v kontaktu s uméleckym dilem, je mozné zpomalit nebo
dokonce pozastavit nas hekticky svét a preménit tak pravé probihajici okamzik ve vécnost
a nekonecno. Védomi toho, Ze jsou nase Zivoty casové ohranic¢eny, umocnuje nasi touhu
po pocitu ,bezcasovosti“, ktery Ize zakusit pfi poslechu hudby — v jeji kontinuité ¢i
prekvapivém vyvoji. Klaus Lang vystudoval kompozici na Univerzité hudebnich a
dramatickych uméni ve Styrském Hradci a rovnéz absolvoval studium hry na varhany,
které se dodnes aktivné vénuje jako interpret a improvizator. Od roku 2006 je
profesorem na vyse zminéné univerzité ve Styrském Hradci.

Lenka Nota

KdyZz pozorujeme nezmérnost hvézd a galaxii na nocni obloze, jsme ohromeni
rozlehlosti vesmiru. Stejny pocit nekonecna zazivame, kdyz se podivame skrze mikroskop
a nahlizime do mikrokosmu nanosveéta. | ta nejmensi ¢astice hvézdy predstavuje vesmir
sam o sobé. Ve skladbé die bdrtige frau. sterne im gesicht pro varhany a orchestr je
publikum obklopeno zvukovymi vyjevy, jez osciluji mezi dvéma extrémnimi dynamickymi
polohami a zvukovymi kvalitami. Kfehké stavy extrémné tichych zvuk, které se pohybuji
na pomezi hlukd a ténovych vysek, se stfidaji s velmi hlasitymi a zaplnénymi
harmonickymi poli.

Klaus Lang

Klaus Lang — die bartige frau. sterne im gesicht (2010)

Klaus Lang (1971) does not treat music as a vessel for extra-musical content like
politics, philosophy, social change, etc. Instead, he sees it as an independent, self-
sufficient acoustic object. Sound, explored through aural experience, becomes a
temporal phenomenon — “audible time”. That is to say that for Klaus Lang (“klang”), time



manifesting itself in sound is the very substance of music. When we commune with a
work of art, it is possible to slow our hectic world down or suspend its movement
altogether, transforming it into eternity and infinity. The knowledge that our lives must
come to an end amplifies our yearning for timelessness that can be found in music —in its
continuity and its surprising turns. Klaus Lang holds a degree in composition from the
University of Music and Performing Arts in Graz; he also trained as an organist and
remains an active organ player and improviser. In 2006 Lang was appointed as professor
of composition at the above mentioned university in Graz.

Lenka Nota

When we see the immensity of the stars and the galaxies in the nightskies we are
awestruck by the vastness of the universe. We experience the same endlessness when
we look through a microscope into the microcosms of the nanoworld. The smallest
particle of a star is a universe itself. In die bdrtige frau. sterne im gesicht for organ and
orchestra the audience is surrounded by tableaus of sound that oscillate between two
extremes of dynamic and of sound quality. Fragile states of extremely soft sounds
between noise and pitch alternate with very loud and full harmonic fields.

Klaus Lang
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Yves Klein — Monotone-Silence Symphony (1947-1961)

Vétsina lidi si pod jménem Yves Klein (1928-1962) vybavi pronikavou a sytou
ultramarinovou modrou barvu, kterou tento vytvarnik a konceptudlni umélec ¢asto
vyuzival ve svych monochromnich obrazech. Uvedenad barva je s nim natolik spojena, ze
byla dokonce pojmenovana jako International Klein Blue (IKB). V Kleinové tvorbé
nalezneme samoziejmé i jiné barvy (dulezita pro néj byla napf. rlizova ¢i zlatd), presto
vSak IKB patrné nejlépe spliovala autorovu touhu po tom, aby obraz do svého okoli
vyzaroval urcitou energii a vtahoval pozorovatele. Ackoliv nebyla autorova umélecka
kariéra pfilis dlouha (nejaktivnéjsi byl v letech 1954-1962; pfedcasné zemrel v pouhych
34 letech), presto zdsadnim zplsobem ovlivnil nasledujici umélecka hnuti (napf. minimal
art Ci pop art) a svou tvorbou zasahl téz do hudebni oblasti. Kleinovu konceptudlni
kompozici Monotone—Silence Symphony bychom mohli chapat jako zvukovou paralelu
k jeho jednobarevnym obrazim. Skladba trvd 40 minut a je rozdélena na dvé stejné
rozsahlé ¢asti. V prvni poloviné dila zni po celou dobu pouze akord D dur. Ve druhé
poloviné pak nastane ,ticho“, jez je vSak v ndvaznosti na predchozi jednolitou zvukovou
plochu nebyvale tizivé. Kompozice se tak stava pozoruhodnou, skoro az existencialni
zkusenosti, kterou Ize naplno proZzit jenom pfi koncertnim provedeni. Klein se v



Monotone—-Silence Symphony vibec neohlizi na hudebni tradici a v podstaté mu jde
predevsim o to, aby presné realizoval svou uméleckou vizi; ve své tvorbé usiloval o to,
aby se uméni stavalo ,ne-hmotnym*“ a osvobozovalo ducha. V jeho dile se tato myslenka
projevuje rozliénymi zplsoby. Velmi zndma je napt. autorova fotograficka performance
Leap into the Void z roku 1960. Na tomto snimku m{zZeme vidét, jak Klein ,vzléta“ po
svém skoku z okraje vysoké zdi. Jedna se samoziejmeé o fotomontdz a pod umélcem bylo
nékolik muzl se zachrannou plachtou, nicméné diskutovana fotografie presvédcivé
demostruje jeho fascinaci osvobozenim ducha od materialu. Pfi poslechu Monotone—
Silence Symphony bychom se tedy podobné jako Klein neméli bat ,skocit do prazdna“
(resp. ,,do ticha”) — vZdycky totiz existuje Sance, Ze se mizeme ,vznést"“.

Petr Zvéfina

Yves Klein — Monotone-Silence Symphony (1947-1961)

The first thing that comes to mind for most people when they hear the name Yves
Klein is the piercing and deep ultramarine blue, which this painter and conceptual artist
often employed in his monochromatic paintings. The colour is so deeply connected to
him that it was even given its own name, International Klein Blue (IKB). We can, of
course, find different colours in Klein’s works as well (pink and gold were important to
him too); nevertheless, IKB probably best fulfilled the author’s desire for his paintings to
emit a certain energy and draw the viewer in. Even though his career did not last long
(the peak of his creativity was from 1954-1962 and he died prematurely at the age of
34), Klein was a deep influence on the art movements to come (such as pop art and
minimal art) and his creative output even left its mark on music. Klein’s conceptual
composition Monotone—Silence Symphony could be perceived as a kind of sound analogy
to his monochromatic paintings. The composition is 40 minutes long and it is divided into
two parts of the same duration. In the first half, we hear only a D Major chord. In the
second half, “silence” sets in, which feel, after the previous outstretched sound field,
almost tangible and gloomy. Klein’s composition thereby becomes a remarkable, nearly
existential experience, which can be grasped in full only in a concert performance. In
Monotone—-Silence Symphony Klein completely disregards musical tradition, and is
essentially concerned with implementing his artistic vision as precisely as possible; what
he strived for in his work was for art to become “immaterial,” to free the soul. This idea
manifests itself in diverse ways in his works. For instance, of noticeable importance is
Klein’s photographic performance Leap into the Void from 1960. In this image we can see
Klein “fly upwards” after his leap from a high wall. It is of course a photomontage and
there were several men standing with a safety tarpaulin below the artist. Nevertheless
the photography persuasively demonstrates his fascination with freeing the soul from its
material constraints. Hence, while listening to Monotone—Silence Symphony we should
not be scared of “leaping into the void” (or “silence”) like Klein, as there is always the
chance that we will not fall, but “rise”.

Petr Zvéfina
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