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Ne vse nové je revolucni,
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Partitura maze byt starg,
ale hudba zni tady a ted.

‘ Not everything new is revolutionary,
nor is all revolutionary new.

The score might be old,
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Evoluce je pfirozeny, soustavny, dlouhodoby a samovolny proces, v je-
hoz prabéhu se Zivot ddle rozviji a diverzifikuje. Revoluce je naopak
pfeména ndhld, kdy v jejim prabéhu dochdzi k zborceni predchozi-
ho fadu a vytvorfeni nového. Propojime-li oba terminy, pak mazeme
sledovat proces, ktery byl plvodné revoluéni, ale ¢asem je povazo-
vdan za evoluéni. Novd invence je tak dlouho opakovana, az se stane
normou, kterd vyvold konflikty, a ty poté plodi dalsi invence a tak to
jde porad dokola. Modernistické chdpdni pokroku vsak jiz neexistu-
je, nové neni jiz lepsi nez to starsi, nez to autentické. Vstupujeme do
soukoli ,ustavi¢ného vytvareni”, , brikoldze”, neboli utvareni nového
z nahodile vybranych ¢i prevzatych soucdasti starého, kdy invence je
¢asto nahrazena objevovanim objeveného a rebelie ¢i dokonce revo-
luce se stdvd vyhodnym obchodnim artiklem.

Slovo dramaturga

Jubilejni tficdty roénik Expozice nové hudby nabizi neotfeld a svo-
bodna dila, kterd, i kdyz tfeba nejsou zrovna nejnové;jsi datem svého
vzniku, rozhodné neztratila nic ze své revoluénosti, ackolivse mnohd
z nich jiz stala soucdsti evoluce hudby.

Partitura muaze byt stard, ale hudba zni tady a ted. Stard i nova
dila se potkavaji na stejnych pédiich a u stejnych posluchacd vyvola-
vaji stejné rozpaky, pocity blaha i uspokojeni. Vracime se k poédtkam
festivalu, kdy prvni ro¢niky byly souc¢dsti Mezindrodniho hudebniho
festivalu Brno, dnes pojmenovaného Moravsky podzim. V symbidze
i ponékud rebelantsky interagujeme na standardni festivalové déni
a otevirame prostor pro mnohdy nepravem opomijené formy, zanry
i média hudebniho vyjddreni. Brouzddme od absolutni interpretacni
svobody k strojovému prednesu, od instalace pres hudebni interven-
ce a improvizace k osobité, autorské kompozici.

SLOVO DRAMATURGA

Evolution is a natural, continuous, long-term and spontaneous pro-
cess, during which life develops and ever diversifies. Revolution, by
contrast, is a sudden reversal during which the status quo collapses
and is replaced by a new order. If we join the two concepts together,
we can observe a process that was originally revolutionary but, over
time, has come to be considered evolutionary. A new invention is re-
peated for so long that it becomes the norm, which elicits conflicts
that then produce further inventions and so on, time and time again.
And yet, a modernist understanding of progress no longer exists; the
new is no longer better than the old, or the “authentic”. We enter into
a process of “incessant creation”, “bricolage”, or the creation of the
new out of randomly chosen or adapted parts of the old, where inven-
tion is often replaced by a rediscovery of the discovered and of rebel-
lion, or where even revolution itself becomes a profitable commodity.

A Word from the Programmer

The 30t year of the Exposition of New Music offers innovative works im-
bued with free spirit. Though they might not necessarily be the most re-
cent, they have certainly lost none of their revolutionary potential, even
if some of them have already become embedded in music’s evolution.

The score might be old, but the music is heard here and now.
Old and new works meet at the same venues, creating in the same
audiences the same feelings of discomposure, but also satisfaction
and bliss. We return to the beginnings of the festival: its first years
were part of the Brno International Music Festival, now called Mora-
vian Autumn. Acting in harmony with -yet also somewhat in rebelli-
on against-the main Moravian Autumn programme, we provide spa-
ce for forms, genres and media of musical expression, some of which
are often unjustly neglected. The events range from those offering
absolute freedom of interpretation to those featuring machine-like
performances; from installation to musical intervention and impro-
visation to idiosyncratic compositions bearing the hallmarks of their
creators.

translated by Stépan Kana

AWORD FROM THE PROGRAMMER



SOBOTA/SAT

30/9/2017

rida Kpt. Jarose

t




JOHN CAGE

Improvisation IV

AVA kolektiv:

AVA

>>> Snediggen Snurssla

Matéj Kotoucek /Marek Salamon / Cuba Rysavka
Making noise since 2009

>>> nearly three years of our

adventurous music radio show AVAntyry

>>> music blog & podcasts

>>> booking

>>> DJ sessions

>>> Love

AVAVAVANTYRY

30. zdafi 2017 se pro kulturni obec otevie jeden
z brnénskych bulvard, tfida Kpt. Jarose. Pfimo
v jejim stfedu provede sdruzeni AVAVAVAntyry
poctu kompozici pro tfi skupiny kazetdkd Impro-
visation IV od amerického skladatele Johna Cage
(1912-1992), ktery by se 5. zdaFi dozil sto péti let.

Improvizace IV pro tfi hrdée na kazetové prehravace (1980, rev.1980,
premiéra 30. ¢ervna 1980) JOHNA CAGE (1912-1992) byla pavodné
pouzita jako hudba k taneéni choreografii Merce Cunninghama na-
zvané Fielding Sixes, s rekvizitami a kostymy Moniky Fullemannové
(pozdéji, od roku 1983 Marka Lancastera a od roku 1986 Williama
Anastasiho). Ve skladbé hraji 3 sady 12 stejnych kazet obsahujicich
tradiéni irskou hudbu, kterou provozuji Matt Molloy na flétnu a Pad-
dy Glackin na housle. Vyuzit vSak muze byt i jiny materidl. V pfipadé
provedeni bez Cunninghamova tance se interpreti domluvi na celko-
vé délce. Zmény rychlosti pfehravani béhem provedeni jsou povoleny.

On 30 September 2017, one of Brno’s boule-
vards, tfida Kapitdna Jarose, will welcome lo-
vers of culture. In the street itself the group
AVAVAVAnNtyry will perform a tribute to John
Cage’s (1912-1992) Improvisation IV for three
sets of cassette players. The American com-
poser would have been 105 on 5 September.

Improvisation IV forthree cassette players (1980, rev.1982, premiered
in London, June 30, 1980) by JOHN CAGE (1912-1992) was originally
used as music for the choreographed piece by Merce Cunningham
entitled Fielding Sixes, with stage decors and costume design by
Monika Fullemann (from 1983, Mark Lancaster; from 1986, William
Anastasi). In this work, there are 3 sets of 12 identical cassettes in
play, all containing traditional Irish music played by Matt Molloy on
flute and Paddy Glackin on fiddle. Other material may be used. If
performed as a work independent of the Cunningham dance, the
performers agree on an overall time length. During the performance,
one change of playback speed is allowed.
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AMM - aresponse to Treatise

CORNELIUS CARDEW
Treatise (1963-1967)

AMM:

Edwin Prévost bici ndstroje a perkuse
drums and percussion

Keith Rowe kytara, radio, elektronika
guitar, radio, electronics

Z davodu onemocnéni klaviristy Johna Tilburyho bude hrat soubor AMM
pouze jako duo. Dnesni provedeni Cardewovy skladby se tak bude odlisovat

od poddni tria, coz vyjadfuje i nazev koncertu: AMM - a response to Treatise.

As the pianist, John Tilbury, has been taken ill, the ensemble AMM will
perform in a duo. Tonight’s performance of Cardew’s piece will therefore
be different from the version for trio, as reflected in the title of the concert:
AMM -a response to Treatise.

AMM - A RESPONSE TO TREATISE

CORNELIUS CARDEW se narodil v roce 1936 ve

Winchcombe, anglickém hrabstvi Gloucestershire.

Hudebni vzdélani ziskal jako sborista Canterbur-

ské katedrdly (1943-1950) a pozdéji na Kralov-

ské hudebni akademii (Royal Academy of Music

-RAM; 1953-1957), kde studoval kompozici (u Ho-
warda Fergusona), klavir (u Percy Wallera) a violoncello. Stipendium
RAM mu umoznilo studovat elektronickou hudbu v Koliné nad Ry-
nem (1957-1958) a asistovat Karlheinzi Stockhausenovi (1958-1960)
pfi praci na kompozici Carré pro ctyri sbory a orchestry. Po navratu
do Londyna v roce 1961 absolvoval kurz grafického designu a az do
roku 1970 se s prestavkami Zivil jako vytvarnik. V roce 1964 ziskal sti-
pendium italské vlady, diky némuz mohl studovat kompozici v Rimé
u Goffreda Petrassiho.

V letech 1966-1971 byl Cardew ¢lenem seskupeni volné improvi-
zace AMM. V roce 1966 se stal asistentem na RAM a o rok pozdéji tam
byl jmenovan profesorem skladby. V letech 1966-1967 spolupracoval
s Centrem kreativnich a muzickych uméni pri State University of New
York v Buffalo, NY, kde pracoval na grafické partiture Treatise (Trak-
tdat). V roce 1968 zacal vést kurz experimentdlni hudby na Morley
College v Londyné. Spoluprdce s taméjsimi experimentujicimi hudeb-
niky a zejména prdace na skladbé The Great Learning (Velké uceni)
ho v roce 1969 pfimély k zalozeni velkého experimentdlniho seskupeni
Scratch Orchestra. Znepokojeni ze svétového déni a snaha tvofit hudbu
vzdorujici komerci a elitdfstvi ho nakonec v roce 1971 pfivedly k idejim
marxismu-leninismu. Cardew podrobil disledné kritice negativni as-
pekty svého drivéjsiho dila (véetné The Great Learning) i dila Stockhau-
senova a Cageova a kritika posléze vyustila v knihu Stockhausen Serves
Imperialism (Stockhausen slouzi imperialismu, 1974).

Vroce 1973 Cardew obdrzel grant mésta Zapadni Berlin, jenz mu
umoznil rok zit a pracovat v Berliné. Po ndvratu do Londyna se podilel
na zalozZeni revolu¢ni rockové skupiny People’s Liberation Music a na
Goldsmiths College vedl workshop Songs for Our Society (1975-1977).
V té dobé hodné koncertoval a predndsel. V roce 1974 napsal Thdl-
mannovu sondtu, prvni ze série rozsdhlych klavirnich dél. V roce 1975
sehrdl vedouci ulohu v procesu sjednoceni demokratickych umélcd
do Progresivni kulturni asociace. Stal se z néj zaniceny revolucionar
a komunisticky bojovnik za potfeby lidu. V roce 1979 stal u zalozeni
Revolu¢ni komunistické strany Britanie (marxisticko-leninské) a byl
¢élenem jejiho Ustfedniho vyboru. Militantné se podilel na demokra-
tickém zdpasu lidu. V roce 1980 byl uvéznén za Gcast na demonstraci
opozi¢ni Ndrodni fronty v Camberwellu a o rok pozdéji byl zvolen ge-
nerdlnim tajemnikem Lidové demokratické fronty na jeji zakladaji-
ci konferenci. Vystupoval na mnoha festivalech populdarni kultury po
celém svété.V zari1981zahdjil své magisterské studium hudebni ana-
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lyzy na King’s College v Londyné. V prosinci 1981 byl Cardew nedaleko
svého domu v Leytonu ve vychodnim Londyné zabit fidicem automo-
bilu, ktery z mista ¢inu ujel a nikdy nebyl dopaden a potrestdan. John
Tilbury, blizky Cardew(v pfitel, o ném publikoval v roce 2008 obsdh-
lou biografii Cornelius Cardew (1936-1981): Nedokonceny Zivot (Co-
pula/Matchless, Matching Tye, Harlow, Essex); Tilbury je rovnéz au-
torem této kratké biografie, uvefejnéné zde v mirné pozménéné verzi.

Cornelius Cardew vytvofil rozsdhlou, nekonvencéné notovanou kom-

pozici Treatise v letech 1963-1967 ve snaze uniknout pred perfor-
macni strnulosti seridlni hudby a povzbudit avantgardni hudebniky

AMM - A RESPONSE TO TREATISE

k improvizaci. Partitura dila, jehoZz ndzev pfimo odkazuje k Logic-
ko-filozofickému traktatu Ludwiga Wittgensteina, ¢itd 193 stran a
obsahuje vesmés nehudebni znaky - rdzné grafické konfigurace a
geometrické tvary bez blizSich specifikaci pro konkrétnéjsi hudeb-
ni interpretaci. Neni to tudiz popisnd ani instruktivni partitura, ale
spise inspira¢ni ¢i stimulaéni grafické schéma pro imaginaci empa-
tickych hudebnikd. Jako celek je Treatise vyzvou pro nové podoby
muzicirovani, jez do rejstfiku vyjadfovacich zplsobu velkoryse zahr-
nuly improvizaci jako pfirozeny princip zZivota i umélecké kreativity.
K partiture Ize pfistoupit konvenénéji, tj. hledanim podobnosti a ko-
relaci mezi jejimi grafickymi znaky na jedné strané a symboly tradi¢-

AMM - A RESPONSE TO TREATISE
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niho hudebniho zdpisu na strané druhé, i experimentalnéji, tj. pfizpa-
sobenim hracskych technik a styld jejim znakdm. Soubor AMM, jehoz
hudebni mysleni mélo na vzniku Treatise nemalou zdsluhu, ma s in-
terpretaci této partitury letité zkusenosti a snazi se ve své pronikavé
hfe oba jmenované pfistupy spojit.

Jozef Cseres

Treatise svévolné kombinuje obrazy promén, k nimz dochdazi ve
skutecném svété: obrazy matematickych nebo logickych trans-
formaci (mnozeni prvkd, vztahy mezi dvojicemi odlisnych prv-
kd, pfitomnost a absence prvkud) a obrazy fyzickych transforma-
ci (zpusobenych fragmentaci, rozpindnim, stlaéenim, ohybdanim,
michdanim, vzajemnym pronikdnim apod.).Vedle viech téchto vi-
zudlnich abstrakei z reality je pouzita spousta vytvarnych znd-
zornéni k upoutdni ¢tendrovy pozornosti: trojrozmérné a obra-
zové efekty, ndznaky konkrétnich objektd (stromu, oblakd atd.)
a zahadné hudebni symboly.

Na koncerté se partitura Treatise stavda vlastné prekazkou
mezi hudebniky a posluchaci. Hudebniciimprovizuji za touto pre-
kazkou, avsak misto toho, aby improvizovali na bazi objektivni
reality a néco z ni sdélovali obecenstvu, jsou zaujati onim roz-
poruplnym artefaktem - partiturou Treatise. Treatise tudiz ne-
jenze ztélesnuje nepodstatné a dokonce i nesprdavné ideje, ale
téz efektivné zabranuje ustanoveni komunikace mezi hudebniky
a posluchadi.

Cornelius Cardew

Treatise ztélesfiuje odliSnou mnozinu vztahl: nejdllezitéjsi je, ze
je to negace egocentrismu, ktery je podstatou zdpadni umélec-
ké ortodoxie. Treatise nepatfi Uplné Cardewovi nebo tém, které
Zivi a inspiruje; nabizi se a je sdilen bezpodminec¢né, nezavazné
na jakychkoli pravidlech nebo zakonech hudebniho komponova-
ni ¢i jinych ,vyplodech muzikologické predstavivosti” (Cardew).
John Tilbury

Cardewdv Treatise nds pritahuje svou velikosti. Kazdy, kdo je pfi-
praveny dostate¢né se oddat projektu, musi byt naprosto vazny
nebo posedly. Je to dilo nesmirné Sife, s nes¢etnymi vlastnostmi:
spletitymi fekami, strmymi Stity a propadlymi roklemi. Lze v ném
najit i cetné pohledy na futuristické industridalni komplexy. Mné
osobné evokuje jakysi sci-fi atlas. Diky velké rozmanitosti rysa
tise klice k jeho vyznamu a umistnéni. Tusi vyznam uvnitf iluzor-
nich repeti¢nich témat.

Edwin Prévost

AMM - A RESPONSE TO TREATISE

Kdyz ¢lovék otevie partituru Cardewova Treatise, md na néj uklid-
nujici uc¢inek. Mda pred sebou skute¢né nadherné dilo a zaroven
vyzvu ,Jak to mdm hrat?, Co muzu délat?”, zkombinovanou
s ohromujicimi vlastnostmi prostoru, v némz to ma hrat. Spo-
lu s klidem dal$ich hrdéd a vyzvou, co stoji na strdnce pred te-
bou, vS§echno sméruje ke vskutku promyslenému provedeni. Na
workshopech vétsinou zaddvam ukol hrdt pouze jediny ton, zvuk,
¢i uddlost. Instrukce muze tfeba byt: ,Pét minut hraj pouze je-
den tén (zvuk nebo uddlost). Sedni si a soustred’ se na pohlceni
prostoru, a kdyz nastane ta spravna chvile, vylud jediny vyteény
ton. Tento tdn by mél pfistat v prostoru, szit se s nim a dokona-
le mu vyhovét.” Moje zkusenost je, Ze vSichni dokazeme zahrat
deset, dvacet nebo sto ténd, ale jenom néktefi dokdzou zahrat
jeden tén a vypustit ho dokonale do prostoru. Souvisi to samo-
zfejmé s ideji ovladnuti chvile.

Keith Rowe

Britsky hudebni kolektiv AMM plsobi na scéné vol
uz déle nez pulstoleti. Jeho zaloZeni pfedcha
seskupeni a ad hoc sessions, kde se potkali
bubenik Edwin Prévost, kytarista Keith
talista Lawrence Sheaff. V roce 1965 s
ni bazi pro AMM, k niz se o rok poz
hledajici vhodné interprety pro svoj
Poté, co soubor vydal své prvni al
Sheaff z néj odesel. V letech 196
doéasnych ¢lent éi pFilezitostny:
topher Hobbs, John Tilbury qj.),
odchodu Cardewa - ustdlilo jeho
a Tilbury. V roce 2004 po teoreti
opustil Rowe, od roku 2015 s nim
Svoji nekompromisni poetikou a
ce, teoreticky podeprenou Prévost
se soubor AMM navzdy zapsal do dé
ba je zdokumentovdna na desitkdch n
dal Prévost ve svém vydavatelstvi Matc

AMM - A RESPONSE TO TREATISE 19
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CORNELIUS CARDEW was born in 1936 in Winchcombe, Gloucester-
shire. He was educated musically as a chorister at Canterbury Ca-
thedral (1943-1950), and at the Royal Academy of Music (RAM; 1953-
1957) where he studied composition (with Howard Ferguson), piano
(with Percy Waller) and cello. He received a RAM Scholarship to stu-
dy electronic music in Cologne (1957-1958), and worked as assistant
to Karlheinz Stockhausen (1958-1960), collaborating with him in the
composition of Carré for Four Choruses and Orchestras. In 1961 he re-
turned to London, took a course in graphic design, and until 1970 wor-
ked intermittently as a graphic artist.In1964 he received an Italian Go-
vernment bursary to study in Rome with composer Goffredo Petrassi.

KOMORN/[ KONCERT

From 1966 to 1971 Cardew was a member of the free improvisati-
on group AMM. He was elected Fellow at the RAM in 1966, and was
appointed Professor of Composition there in 1967. From 1966 to 1967
he was associate at the Centre for Creative and Performing Arts at
the State University of New York in Buffalo, NY, working on the gra-
phic score Treatise (1963-1967). In 1968 he began teaching an expe-
rimental music class at Morley College, London. His work there with
other experimental musicians, and in particular work on section of
The Great Learning, led to the formation in 1969 of the Scratch Or-
chestra, a large experimental group. His concern to get to grips with
what was really happening in the world, and his work to develop mu-

KOMORN/ KONCERT
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sic in opposition to both commercialism and elitism, led him in 1971
to begin to take up Marxist-Leninist ideas. He subjected the nega-
tive aspects of his earlier work (including The Great Learning), and
that of Stockhausen and Cage, to serious criticism, resulting later in
the book Stockhausen Serves Imperialism (1974).

In1973 he received a grant from the City of West Berlin to live and
work there for a year. Returning to London, he was active in the for-
mation of People’s Liberation Music, a revolutionary rock band, and
ran a workshop-class at Goldsmiths College entitled Songs for Our
Society (1975-1977). He toured and lectured extensively and in 1974
produces the Thdlmann Sonata, the first in a series of major piano
works. In 1975 he played a leading role in uniting democratic artists
in the formation of the Progressive Cultural Association. He develo-
ped as a revolutionary Communist fighter for the people’s cause, and
in 1979 he was a founding member and member of the Central Co-
mmittee of the Revolutionary Communist Party of Britain (Marxist-
-Leninist). He participated militantly in the democratic struggles of
the people, was imprisoned in 1980 for his part in opposing National
Front Demonstration in Camberwell, and was elected as the Gene-
ral Secretary of the People’s Democratic Front at its founding Con-
ference in 1981. He participated in many festivals of popular culture
worldwide. In September 1981 he began a Master’s Degree in Musical
Analysis at King’s College, London. In December 1981, he was killed,
near to his home in Leyton, East London, by a hit-and-run driver; the
driver was never found. In 2008, John Tilbury, a close friend of Car-
dew, published his large biography titled Cornelius Cardew (1936-
1981): A Life Unfinished, and he also wrote this short biography, pu-
blished here in slightly modified version.

Cornelius Cardew conceived his large, unconventionally scored com-
position Treatise in 1963-1967 in an attempt to escape from the per-
formance rigidities of serial music and encourage improvisation
amongst avant-garde musicians. Score of the piece whose title di-
rectly refers to the Ludwig Wittgenstein’s Logical-Philosophical Tre-
atise comprises 193 pages and it consists of altogether non-musical
signs - various graphic configurations and geometrical shapes wit-
hout closer specifications for more concrete musical interpretation.
Therefore it is neither representational nor instructive score, rather it
is an inspirational or stimulation graphic scheme for imagination of
empathic musicians. Treatise as a whole is a challenge for new ways
of the live music making that generously included improvisation, as
a natural principle of life as well as of art creativity, into its range of
means of expression. The score is approachable either more conven-
tionally, i.e. searching the similarities and correlations between its
graphic signs on one hand, and symbols of traditional music notati-

AMM - A RESPONSE TO TREATISE

on on the other, or more experimentally, i.e. trying to adapt the play-
ing techniques and styles to its graphic signs. AMM group, whose mu-
sical thought considerably contributed to the formation of Treatise,
has long-time experiences with its interpretation, trying to combine
both mentioned approaches to the score in profound performance.
Jozef Cseres

Treatise arbitrarily combines images of transformations that
occur in the real world:images of mathematical or logical trans-
formations (multiplication of elements, relations between pairs
of dissimilar elements, presence and absence of elements), and
of physical transformations (by fragmentation, exploding, squa-
shing, bending, melting, interpenetrating, etc.). And in amongst
all these visual abstractions from reality a host of devices are
used to keep the reader amused: 3dimensional effects, pictorial
effects, hints at concrete objects (trees, clouds, etc.) and enig-
matic musical symbols.

In performance, the score of Treatise is in fact an obstacle
between the musicians and the audience. Behind that obstacle
the musicians improvise, but instead of improvising on the basis
of objective reality and communicating something of this to the
audience, they preoccupy themselves with that contradictory
artefact: the score of Treatise. So not only is Treatise an embo-
diment of (not only irrelevant but also) incorrect ideas, it also
effectively prevents the establishment of communication be-
tween the musicians and the audience.

Cornelius Cardew

Treatise embodies a different set of relations: most important-
ly, it is a negation of the egocentricity that lies at the heart of
Western artistic orthodoxy. Because Treatise does not wholly be-
long, either to Cardew or to those whose lives it nourishes and
inspires; it is offered and shared unconditionally, untethered to
any rules or laws of musical composition or any other “figments
of the musicological imagination” (Cardew).

John Tilbury

It is the magnitude of Cardew’s Treatise that commands our
attention. Anyone prepared to give so much commitment to
a project is intensely serious or obsessional. The work has enor-
mous scale, with its multitudinous features: labyrinthine rivers,
craggy peaks and cavernous gorges. It can also be read as being
overlaid with vistas of futuristic industrial complexes. For me, it
evokes a science fictional atlas. Such is the diversity of the fea-
tures and characteristics inhabiting this world that its most de-
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voted readers search for clues about its meaning and location.
They intuit meaning within illusive repetitive themes.
Edwin Prévost

When one opens up Cardew’s score Treatise, it has a calming
effect. We are faced with a really beautiful piece of work, as well
as the challenge of “How do | play this?, What can | do?” com-
bined with the overwhelming nature of the space we are to per-
form in. Along with the calm of the other performers and the
challenge of what is on the page before you, everything leads
to a performance that has been highly considered. In workshops
I mainly work with the task of playing just a single note, sound,
or event. The instruction might be: “Within the duration of five
minutes, play just one note (sound or event). Sit and concentra-
te on absorbing the space, and when the moment is right, pro-
duce a single exquisite note. This note should land in the space,
feel a part and fit perfectly in it.” My reckoning is that we all are
able to play ten notes, twenty notes, a hundred notes, but few
are able to play just one note and drop it in the space perfectly.
This, of course, is linked with the idea of occupying the moment.
Keith Rowe

Britishimusicieallective AMM performs at the free improvisation
Scenemore thanfility years. Prior to its formation there were va-
riousyazzensembles@hd ad hoc sessions in which saxophonist Lou
Garepdrummenandiperéussionist Edwin Prévost, guitarist Keith
Roweandmultifinstrimentalist Lawrence Sheaff have met. In 1965
they formediapersonalbaseaf what was to become AMM. In 1966,
Cornelius Cardewasearehingfor suitable musicians to perform his
graphic scorenireatisewasiinttoduced to AMM members and he
JoinedthegroupsATteRthereleate of their first AMMMUSIC album
(Elektra9672) P Sheaffleft thelénsemble. Between 1968 and 1980
Severaltemporanymembersiopoecasional guests (Christian Wolff,
ChristopherHobBSRIGARNIBURY C nd others) played with the band
butfinallyraftertherensembleibroke with Cardew, its cast stabi-
lizéd totrio PrévostiRowesandN ilbury. In 2004, after the theore-
ticalquarre WIth PréVostRROWe left the group, but after 2015 he
occasionally perform with it again.

T hanKS totheReomMPIomising poetics and non-orthodox phi-
I0SOphy o R imPpProviSationystpported theoretically by Prévost'’s pro-
foundWHtIngSPAMMYFOrEver entered the history of modern music.
IESmusicisidocumented on tens of recordings, most of them pub-
lIShed BYARFEVOSEon his label Matchless Recordings.
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Miroslav Ponc: Kompozice melodické linie barevné (cca 1925)
Coloured Melody Line Composition (cca.1925)
Galerie hlavniho mésta Prahy /Prague City Gallery

PATEK/FRI
13/10/2017
20/10/2017

19:00/7:00pm

Mistogalerie
na Sklenéné louce




PATEK/FRI13/10/2017

POUNDING PONC — LIVE .

Pounding Ponc
vernisdz vystavy / opening of the exhibition
uvodni fe¢ /opening speech: Jozef Cseres

PETR KOFRON -AGON ORCHESTRA

Barevnd hudba Miroslava Ponce
(nahravka /recording)

TOMAS VTIPIL

Zivé vystoupeni / live performance

ALESSANDRO BOSETTI
Colour Music 1925 (nahrdvka / recording)

FRANTISEK CHALOUPKA
Barevna hudba (nahrdvka / recording)

TIZIANA BERTONCINI-THOMAS LEHN

Zivé vystoupeni /live performance

PATEK/FRI 20/10/2017

POUNDING PONC — LIVE Il

AHAD - EN

MICHAEL DELIA

PETER GRAHAM - PAVEL ZLAMAL
HANS W. KOCH

Ziva vystoupeni / live performances

Obé akce jsou organizovdny ve spoluprdci
se Sdruzenim Sklenénd louka, z.s.
Both events are organized in collaboration

with the Sklenénd louka Association.

POUNDING PONC - LIVE

Neni pochyb, Ze déjiny uméni jsou predevsim déji-

namiinterpretaci.l samotné uméni se maze zmé-

nit na zdludnou interpretaéni hru, kdyz se umélec

rozhodne kédovat své dilovkédech, které pfijem-

ce neznd, nebo které si umélec sdm vytvoril bez

ohledu na dobové recepéni konvence. Graficka
hudba je vyjimeény Zanr, jenz tuto nejednoznaénost absolutné po-
tvrzuje. NejenZe odhaluje uskali a omezenost tradi¢niho notopi-
su, jeho neschopnost vizudlné reprezentovat zvuky kazdé, zejména
soudobé hudby, ale ukazuje téZ komplementdrni spjatost koncep-
tudlnich symbolickych forem a posouvad hudbu i vytvarné sdéleni
k ¢asoprostorovym intermediim. Jozef Cseres, Viktor Panticek

Projekt Pounding Ponc (Buseni do Ponce) vznikl v roce 2015 jako do-
provodnd akce k vystavé Brnénsky Devétsil: multimedidlni presahy
umélecké avantgardy v Moravské galerii (kurdtor Petr Ingerle), na
niz byly vystaveny Uzasné kresby barevné hudby ¢eského skladatele
MIROSLAVA PONCE (1902-1976) z poloviny 20. let minulého stoleti.
Na dvou koncertech (13.10. a 20.10. 2017) zazni v Zivém autorském
provedeni kompozice, jez pfed dvéma lety jejich tvarci vytvorili podle
pavodnich Poncovych hudebnich kreseb. Nad¢asovy modernisticky
koncept oziva v myslich a pod rukama erudovanych hudebnikd, kte-
fi naklddaji s predlohou jako s dynamickym impulzem pro vzrusujici
transformace, pfi¢emz respektuji jeji inherentni kolorismus. Vysled-
kem jsou akustické i elektronicky generované zvukomalebné krajiny,
jez volné naprojektovala bytostné intermedidlni imaginace umélce,
ktery pfedbéhl svou dobu. Zivéd autorskd vystoupeni Tomdse Vtipila,
Michaela Delii, hanse w. kocha a dui Tiziana Bertoncini - Thomas
Lehn, Ahad -én, Peter Graham - Pavel Zlamal doplni na prvnim ve-
Ceru prehrdvky ,poncovskych” kompozic Petra Kofroné, Alessandra
Bosettiho a Frantiska Chaloupky. Kromé realizaci Poncovych kreseb
se pfizvani hudebnici kratce predstavi téz vlastni aktudini hudbou.

Barevnd hudba Miroslava Ponce (1902-1976) je pfikladem par ex-
cellence. V poloviné 20. let minulého stoleti, béhem svého pobytu
v Berling, kde studoval u Aloise Haby (kompozici), Victora Hollaendra
(dirigovani) a Walthera Fischera (varhany), vytvofil mlady Ponc kro-
mé hudebnich skladeb také fadu barevnych kreseb, skic, koldzi a gra-
fickych navrhd, v nichz experimentoval s korespondencemi mezi ba-
revnymi odstiny a hudebnimi tény a s moznostmi jejich vzajemného
prevodu.Zaintenzivnim zdjmem o vztahy mezivizudlnimi a akusticky-
mi (resp. hudebnimi) formami stala Poncova bytostné intermedidlni
povaha, kterd po ¢etnych setkanich s prominenty berlinské umélecké
avantgardy z okruhu seskupeni Der Sturm (Ldszlé Moholy-Nagy, Her-
warth Walden, Otto Nebel qj.), jehoz se Ponc v roce 1925 stal ¢lenem,
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ziskala zcela nové motivaéni impulsy. K exaktnéjsimu usouvztazné-
ni ¢tyfiadvaceti barev a odstind spektra s dvandcti tony chromatické
stupnice a ¢tyfiadvaceti tony ¢tvrttonové (bichromatické) stupnice
véak Ponce nasméroval zejména véhlasny Die Farbenfibel (Slabikar
barev; 1917) némeckého chemika Wilhelma Ostwalda. Prestoze tyto
experimenty ustrnuly na pdlcesté k audiovizudalnimu projevu, ztéles-
néné ve statickém vytvarnickém médiu, otevrely prostor pro dila, kte-
rd jiz nepatfila jednotlivym uméleckym druhdm, jejichz artefaktudl-
ni zobrazeni zdstalo na bdzi konceptu, ndvodu, spoluprdce. Pozice
autorstvi se v nich presunula do roviny interpretacni ¢i posluchac-
ské. Jinymi slovy, z kresby se stala partitura, navod k mozné realizaci.
Po ndvratu z Berlina zaéal Ponc spolupracovat s Brnénskym De-
vétsilem-umeéleckym uskupenim, jez povysilo intermedidlni a multi-
medidlni vyjadfeni na legitimni poeticky princip. Diky své otevrenosti
byly Poncovy kresby-partitury panddnem nerealizovanych filmovych
poetistickych scéndrl a libret, s jakymi v té dobé pfichdzeli jeho ko-
legové z Devétsilu (Artus Cernik, Ctibor Haluza, Jifi Mahen). Ctyfi-
cet let pred Fluxem, konceptudlnim uménim &i Ecovym textem Ope-
ra aperta se i v ¢eskych zemich objevil nazor, Ze spiSe nez uzavienym
a koherentnim celkem muze byt umélecké dilo otevienou strukturou,
prostorem ¢i procesem s potencidlem generovat aktualnivyznam do-
datecnou interpretaci (nebo re-interpretaci) a nemusi byt nutné va-
zdno na puvodni autorské provedeni.
Jozef Cseres, Viktor Pantiéek

It could be argued that the history of art is lar-
gely a story of interpretation. Sometimes, even
art itself becomes a tricky game of interpretati-
on, in which the artist uses codes that the audi-
ence may not understand, or devises a symbolic
language which disregards the prevailing artistic
conventions. Confirming the existence of such ambiguities, graphi-
cally-notated music is an extraordinary genre. It reveals the limi-
tations of traditional notation in visually representing the sounds
of every type of music (and, in particular, of contemporary music),

and also demonstrates the complementary connections between
conceptual symbolic forms, shifting music and visual expression
towards spatio-temporal intermedia. Jozef Cseres, Viktor Panticek

The Pounding Ponc project arose in 2015 as an additional event to
the Brno Devétsil: Multimedia Overlaps of the Artistic Avant-Garde
exhibition in the Moravian Gallery, Brno (curated by Petr Ingerle),
where the astonishing drawings of colourful music by Czech com-

POUNDING PONC - LIVE

poser MIROSLAV PONC (1902-1976) from the 1920s were displayed.
Now, at two concert evenings (October 13t and October 20t 2017)
the compositions created after the Ponc’s original music drawings
two years ago will be performed live by their authors. Supertemporal
modernist concept is resuscitated in the minds and with the hands
of erudite musicians who treat the original drawing as a dynamic
impulse for exciting transformations, respecting its inherent colou-
rism. The result are the acoustic as well as electronically generated
soundscapes, freely projected by naturally intermedia imagination
of the artist who went ahead his times. In addition to the live per-
formances by Tomds Vtipil, Michael Delia, hans w. koch, and the
Tiziana Bertoncini-Thomas Lehn, Ahad-én, Peter Graham -Pavel
Zlamal duos the “Poncian” compositions by Petr Kofron, Alessand-
ro Bosetti and Frantisek Chaloupka will be played during the first
evening, too. Besides the interpretations of Ponc’s drawings, the in-
vited musicians will perform also their own actual music.

The colourful music of Miroslav Ponc (1902-1976) is example par
excellence. In the mid-1920s, during his stay in Berlin, where he
studied with Alois Haba (composition), Victor Hollaender (con-
ducting) and Walther Fischer (organ), young Ponc in addition to
compositions, also created a series of coloured drawings, sketches,
collages and graphic designs, which experimented with the corre-
spondence between colour tones and music tones and the possi-
bilities of their mutual transference. Behind Ponc'’s intense inte-
rest in the relationship between visual and acoustic (respectively
musical) forms stood his essentially intermediate nature. In nu-
merous meetings with the Berlin avant-garde prominent artists
from the group Der Sturm (Ldszlé Moholy-Nagy, Herwarth Wal-
den, Otto Nebel, etc.), of which Ponc became a member in 1925,
he gained new motivational impulses. Toward the exact considera-
tion of a spectrum of twenty-four colours and shades with twelve
tones of the chromatic scale and twenty-four quarter-tones (bi-
chromatic) Ponc was directed particularly by renowned Die Far-
benfibel (The Colour Primer;1917) by German chemist Wilhelm Ost-
wald. Although these experiments only went half-way toward an
audio-visual expression, embodied in a static artistic medium, it
opened up a space for works that are no longer fell under indivi-
dual artistic genres; their artifactual image remained on the basis
of the concept, instructions cooperation. The position of author-
ship in them moved into the plane of interpretation or listening.
In other words, the drawings became scores, instructions for po-
ssible implementation.

After returning from Berlin Ponc began to cooperate with Br-
no’s Devétsil —an artistic collective that elevated the intermedia and

POUNDING PONC - LIVE
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osetti: Pripravnad skice ke kompozici Colour Music 1925 (2015)
'sketch to the composition Colour Music 1925 (2015)
tora/propriety of the author

multimedia expression to a legitimate poetic principle. Due to their
openness Ponc’s drawings-scores were a counterpart to the unreali-
zed poetistic film scripts and librettos coming from his Devétsil co-
lleagues (Artus Cernik, Ctibor Haluza, Jifi Mahen). Forty years before
Fluxus, conceptual art or Eco’s Opera aperta arose the opinion in the
Czech lands that, rather than a closed and coherent whole, a work
of art can be an open structure, space, or process with the potential
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to generate additional current significant interpretations (or re-in-
terpretations ), and needn’t be linked to the author’s original author
execution.

Jozef Cseres, Viktor PantGéek

POUNDING PONC - LIVE
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NEDELE/SUN
15/10/2017
18:00/6:00pm

Trznice Brno




Divergent Connections Orchestra

Juraj Valenéik kontrabas / double bass
Petr Ptacek, Vaclav Pdlka bici / percussion
Martin Konvicka klavir, klavesy /piano, keyboard
Jan Navratil el. kytara /electric guitar
Simon Pavlik trombon / trombone

Jozef Zimka trubka /trumpet

Mikulds Koska lesni roh / French horn

Ivan Koubek tuba /tube

Jana Zmeskalova fagot /bassoon

Radek Zapadlo altsaxofon /alto saxophone
Edgar Mojdl okarina, flétny/ ocarina, flutes
Michal Indrdk syntetizér / synthesizer

umeélecky vedouci a dirigent / artistic director and conductor
Pavel Zldmal saxofon, klarinet / saxophone, clarinet

Koncert se kond ve spoluprdci s Trznici Brno.

This concert is held in cooperation with Trznice Brno (Brno Market).

DIVERGENT CONNECTIONS ORCHESTRA

Divergent Connections Orchestra je dal$iz po&ind

Pavla Zlamala, skrze ktery tento osobity saxo-

fonista a klarinetista uplatfuje a zkoumad prin-

cipy improvizace - tvofeni na misté. Tentokrat

se orientuje na improvizaci fizenou. Pavel Zla-

mal zde zejména jako dirigent vede ansambl
velikosti malého orchestru, do néjz prizval zkusené jazzmany,
virtuosy z oboru klasické hudby i hudebni experimentatory -
vesmés hrdce, s nimiz se setkal v rdznych odvétvich svého profe-
siondlniho Gu¢inkovani (Narodnidivadlo Brno, Brno Contempora-
ry Orchestra, brnénskad jazzovai alternativni scéna apod.).Spo-
leénym jmenovatelem vétsiny ziéastnénych hrdcu je téz sepéti
s Janackovou akademii muzickych uméni, at uz se jednd o sou-
€asné studenty ¢i absolventy této umélecké instituce.

Systém netradicnich dirigentskych gest pouzivda Pavel Zlamal ja-
ko prostfedek k aktivizaci a motivaci ostatnich hraéd. Hudba neni
predepsand, je vytvarena v redlném case a je produktem reakci
na gesta dirigenta. Funkce dirigenta se v tomto pfipadé vyznam-
né prolind s roli skladatele - ne vSak v pravém smyslu tohoto slo-
va; jde spisSe o inicidtora, ktery si neosobuje Uplnou kontrolu nad
vznikajici hudbou. Sdm je totiz v pfimém prenosu ovliviiovan hra-
¢i a jejich reakcemi. Pfesnd podoba takto vznikajici hudby je tedy
dilem pfitomného okamziku —improvizaci na individudlni i skupi-
nové urovni, interakci mezi hraci a dirigentem. Obsazeni ansam-
blu, hudebni dovednosti hracd i myslenkovy pfistup umoznuji kro-
mé nekompromisnich zvukovych experimentl také vyuziti rdznych
stylovych klisé ve svézich, neokoralych souvislostech. Neohroze-
né balancovdni na hrané nejistoty a prfekvapeni nechdva vzpome-
nout legendarni jména jako napf. Frank Zappa, Barry Guy, Wal-
ter Thomson, John Zorn, Butch Morris, Evan Parker, Sun Ra Ar-
kestra a dalsi.

Divergent Connections Orchestra rozsifuje skdlu improvizac-
né objevitelskych projektl Pavla Zldmala, ke kterym patfi pfed-
chozi projekty Next Phase ¢i Brno Improvising Unit.

The Divergent Connections Orchestrais Pavel Zla-
mal’s latest endeavour. With the orchestra’s
backing, the distinctive saxophone and clari-
net player focuses on aspects of improvisati-
on, i.e. ad hoc music-making. This time he will
concentrate on conducted improvisation. Zla-
mal will lead an ensemble the size of a small



orchestra, for which he has invited experienced jazzmen, clas-
sical virtuosos and musical experimenters — predominately pla-
yers he has encountered in his professional life at the National
Theatre Brno, Brno Contemporary Orchestra and the city’s jazz

and alternative music scenes. What most of the musicians have
in common is a link to the Jandéek Academy of Music and Per-
forming Arts: some are students, others graduates.

Zldmal uses his own unconventional system of conductor’s gestu-
res to energise and motivate his players. The music is not written
down, but created in real time and in response to the conductor’s
gestures. The role of the conductor is thus combined with that of
the composer, though not a composer in the strict sense of the
word. Rather, Zldmal acts as an initiator without seeking total
control over the music that is created. Indeed, he himself is in-
fluenced by the players and their responses. The exact nature of
the music that is created is, therefore, the work of the moment -
it is the product of individual and group improvisation, an inter-
action between the musicians and the conductor.

The ensemble’s instrumental combinations, its musicians’
skills and their intellectual approach allow for rigorous experi-
mentation and result in fresh and distinctive work in areas that
are often stylistic clichés. Their daring balancing act between un-

certainty and surprise reminds audiences of some of the musical
legends, including Frank Zappa, Barry Guy, Walter Thomson, John
Zorn, Butch Morris, Evan Parker and Sun Ra Arkestra. The Diver-
gent Connections Orchestra also draws on previous Zldmal'’s pro-
jects such as Next Phase and the Brno Improvising Unit.
translated by Stépdn Karia
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ISHA trio

komorni koncert

STREDA/WED
25/10/2017
19:00/7:00pm

Besedni dim
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HENRY COWELL

Vocalise pro klavir, flétnu a sopran
for piano, flute and soprano

TORU TAKEMITSU

Voice pro flétnu /for flute

LUCIANO BERIO

Sequenza lll pro sopran / for soprano

FREDERIC RZEWSKI

De profundis, oratorium pro mluviciho klaviristu
oratorio for speaking pianist

IAN CLARKE
The Great Train Race pro flétnu / for flute

HELMUT LACHENMANN

Guero pro klavir / for piano

GEORGES APERGHIS

Récitations pro soprdn / for soprano
vybér /selections

VO MEDEK

New Ancient Stories pro flétnu, klavir a soprdn
for flute, piano and soprano

ISHA trio:

Lucie Rozsnyé soprdan / soprano
Kristina Vaculova flétna / flute
Sdra Medkovad klavir / piano

Lukds Medek video

KOMORN/ KONCERT

Dramaturgie koncertu ISHA tria je postavena
na prezentaci raznych, mnohdy hrani¢nich po-
loh komponovani a interpretovdni na tradiénich
ndstrojich. Na prevazné jiz klasickych kompozi-
cich vSak chceme dolozit, Ze se nejednd o zadné
experimentovdni, provokaci ¢i rebelii, ale mnohdy
o velmi virtudzni a krasné skladby.

Hleddme-li pocdtky novych a dobové netradi¢nich technik hrani na
ndstroj, je pravdépodobné, Ze se nutné dopdtrame tvorby americké-
ho skladatele HENRYHO COWELLA (1897-1965) - reformdtora pre-
devsim klavirni hry, osobitého tvuarce i interpreta, horlivého zastdnce
vseho nového, moderniho a progresivniho. Jeho kompozice Vocalise
pro sopran, flétnu a klavir z roku 1964 vsak ukazuje skladatele nikoliv
coby predstavitele avantgardy, ale jako soucdst tradice hudby dru-
hé poloviny 20. stoleti. Jednd se o pomérné zvlastni, veskrze tradi¢né
koncipovanou kompozici, jejiz originalita jiz vychazi z jinych predpo-
kladd nez bytostné experimentalnich.

Skladba Voice pro sélovou flétnu od japonského skladatele TORU
TAKEMITSU (1930-1996) byla zkomponovdna v roce 1971 v Tokiu pro
vynikajici flétnistku Auréle Nicoletovou. Autora inspiroval uryvek ze
sbirky Handmade proverbs japonského bdsnika Shuzo Takiguchiho:

Qui va la? Qui que tu sois, parle, transparence! ...

Who goes there? Speak, transparence, whoever you are!

(Kdo jste tam? Mluvte, jasné, at jste kdokoliv.)
Amplifikovand flétna je rozezvucovdana poklepdavdnim prstd, at jiz
je, ¢i neni hrano dechem. Flétnistka do flétny i bez flétny Septd, zpi-

vd, mluvi jednotlivé souhldasky i slova v angli¢tiné a francouzstiné

z vySe uvedeného textu. Netradi¢ni partitura, vychdzejici ze zapisu
elektronické hudby, jak ji utvofil Bruno Bartolozzi, obsahuje mnozstvi
instrukci a agogickych pozndamek. Je to skute¢né povidani, mluveni
flétnistky skrze jeji ndastroj.

Italsky skladatel LUCIANO BERIO (1925-2003) zkomponoval sklad-
bu Sequenza lll pro svoji manzelku, vynikajici zpévacku a interpretku
soudobé hudby Cathy Berberianovou v roce 1966. Sequenza Il pro
virtuézni zpivajici herecku je vytvorena s presvédcenim, ze zpév je
pouze jednim z bezpoctu moznosti projevu lidského hlasu. Berio ve
své kompozici predepisuje pomoci symbold 15 technik (napfiklad:
salvy smichu, Zvatlat zuby, trylek jazykem o horni ret apod.).V par-
titufe je poté predepsdno 44 agogickych instrukci, jako napfiklad:
daleko, snivé, velmi intenzivné, do zmizeni... Skladba je unikatnim
hudebnim monodramatem.
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De profundis, oratorium pro mluviciho klaviristu z pera FREDERICA
RZEWSKEHO (*1938), ¢lena legenddrniho experimentdlniho soubo-
ru Musica Elettronica Viva, je dilem, které zapojenim mluveného slo-
va a scénické akce klade na interpreta mimoradné ndroky a posky-
tuje mu moznost uplatnit v pIné Sifi jeho interpretacni schopnosti
a zivelnost. Skladba vznikla v roce 1992 na objedndvku Evropského
centra pro vyzkum hudby (Centre européen pour la recherche musi-
cale) jako vysledek skladatelova letitého zajmu o dilo Oscara Wilda.
Ndvstéva predstaveni v roce 1984, v némz Luke Theodore, Rzewského
pritel z Living Theatre, zpracoval Wildovy texty, a predstava filmare
Larryho Brose o skladbé pro klaviristu Anthonyho de Mare, kterd by
mohla slouzit jako podklad pro budouci film, to byly dva dalezité sti-
muly, které stdly na pocatku geneze skladby.

Oscar Wilde napsal De profundis v prvni tfetiné roku 1897 ve vé-
zeni Reading Prison v Berkshire poté, co byl na dva roky uvrzen do za-
|are za sexudlni obscénnost (gross indecency); je to viastné ,milostny
dopis” Wildovu milenci, lordu Alfrédu Douglasovi, a zarover pozoru-
hodnd vypovéd umeélce, ktery, vystaven tvdri v tvar zoufalé Zivotni si-
tuaci, deklaruje svij umélecky postoj a vztah k uméni. Rzewski, kte-
ry se ve své tvorbé casto inspiruje socialné-historickymi a politickymi
tématy, reaguje ve své skladbé na politickou aktivizaci problému se-
xuality (zejména boje gayl a lesbi¢ek za jejich prava), ktery se tak
pocdatkem 90. let po témér sto letech protnul s Wildovym textem, na
jehoz pozadi je otdzka spisovatelova sexudlniho zaméreni stale - byt
latentné - pfitomna.

Sdara Medkovd provedla Rzewského De profundis na pédiich v Ev-
ropé, Cin&, USA, loni dilo také nahrdla na své profilové stejnojmen-
né CD a DVD; skladbu provozuje ve specifické podobé-s paralelné se
odvijejicim videem, jehoZ autorem je ¢esky umélec a designér poci-
tacovych her Lukds Medek.

The Great Train Race (1993) britského skladatele a flétnisty IANA
CLARKA (*1964) patfi k oblibenym dilkim publika i fiétnistd. Efekt-
ni zvukomalebnost skladby skute¢né velmi redlné evokuje jeji na-
zev. Pfesto se rozhodné nejednd o povrchni pfidavkovou perli¢ku, ale
o kompozi¢néiinterpreta¢né propracované dilo. Pomérné pfisnd par-
titura obsahuje presné agogické predpisy, rozpisy multifonikiinstruk-
ce pro prdci s dechem ¢i prsty. ,Legrace” je to spi$ pro posluchace
nez pro interpreta.

Skladba Guero (1969), kterou napsal enfant terrible svétové hudeb-
ni kultury, némecky autor HELMUT LACHENMANN (*1935), je uni-
katnim virtuéznim dilem, ackoliv skute¢né nenaplriuje nic z toho, co
bychom od koncertantni klavirni skladby ocekdvali. Guero je africky
perkusivni ndstroj, ob¢as nazyvany ,Skrabadlo”, tedy nic, co by od-
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povidalo predstavé koncertniho kfidla jako nositele silnych konotaci
o tradici a hodnoté hudby. V celé skladbé nezazni ani jedna nota, kla-
virista ani jednou nezmackne klapku. Nejprve hraje nehty po okrajich
bilych klapek, poté cernych klapek a poté ve strunach, porad viak je-
nom ,Skrdbe”. Je v tom obrovsky kus hleddani, objevovani, ale prede-
v$im nalezeni toho, co bychom praveé tady nikdy nehledali.

Ctrnactidilny cyklus Récitations feckého skladatele GEORGESE
APERGHISE (*1945) vznikl v letech 1977-1988. Jednd se o velmi na-
ro¢né vokalni dilo, sloZzené ze zpévu, mluveného slova, vykfikd, Sepotd
a vsech moznych dalSich vokdlnich projeva. Velky prostor je vénovdan
zpévacce, kterd vytvari vlastni charaktery predevsim v propojovani
slov a zvukd. Aperghis vytvari unikatni svét, alchymii nového jazyka,
prostoru, zvukového svéta - novou poezii.

IVO MEDEK (*1956), skladatel, pedagog, teoretik a improvizdtor,
v soucasnosti rektor Jandckovy akademie muzickych uméni v Brné,
napsal v roce 1999 pro americkou zpévacku Jacqueline Bobakovou
a ceského perkusionistu Dana Dlouhého skladbu Ancient Stories
(Davné pribéhy), kterou doprovodil komentarem:
,Kazdému z nds se pfihodilo, Zze praveé prozity pribéh jsme uz
nékdy zazili. Kazdy z nds ma ,své’ hluboko ulozené a tézko
rekonstruovatelné ,prastaré’ vzpominky, které se mu vynorfuji
v rdznych souvislostech. Proto jsou Ancient Stories beze slov,
aby si kazdy mohl vlozit ten svdj vliastni pribéh.”
Vroce 2010 autor skladbu upravil pro zpéy, flétnu a preparovany klavir
na objednavku ISHA tria a o ¢tyfi roky pozdéji pro tyz soubor vytvoril
novy kus New Ancient Stories (Nové davné pfibéhy), ktery volné na-
vazuje na Ancient Stories a je postaven na stejném principu - kazdy
si mGze do jednotlivych ¢dsti vlozit své vlastni pfibéhy.

ISHA trio bylo zaloZeno v roce 2007 na pudé Jand
mie muzickych uméni v Brné. Repertodr tri
od baroka az po soudobou hudbu, na kt
lizuje. Clenky tria ziskaly ocenéni na
v sélové i komorni hie a jako sdlistky s
kymiizahrani¢nimiorchestry. ISHA
nich hudebnich festivalech Moravs
Smetanovské dny, Setkdvani nové
Californialnstitute of the Arts Lo
tional Music Festival, Jandéek Br
Leos Jandaéek: Life, Work, & Cont
by, Schrattenbach Olomouc gj.
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dal dvé CD (Ancient Stories, 2011, Love Stories, 2015)
ych - pfevdzné soudobych - autorid. Sou¢asnou sestavu
tvofi zpévacka Lucie Rozsnyd, flétnistka Kristina Vacu-
laviristka Sara Medkova.

HENRY COWELL'S (1897-1965) lone contribution, Vocalise, owes
a great deal to his explorations of Oriental music. It is essentially
acharming, pretty virtuoso piece for coloratura soprano in the tradi-
tion of famous antecedents like the Bell Song from Lakmé.

Written in 1971 in Tokyo and dedicated to Aurele Nicolet, Voice for
solo flute by TORU TAKEMITSU (1930-1996) was inspired by an ex-
cerpt from Shuzo Takiguchi’s Handmade Proverbs:

“Qui va la? Qui que tu sois, parle, transparence! ...

Who goes there? Speak, transparence, whoever you are!”
The flute is amplified by both a contact microphone and a standard
airmicrophone, the amplified level mixed just slightly above the nor-
mal acoustic sound of the flute in the performing space.Thisenables
very tiny, non-projected sounds to be heard, and also effects which
are initiated by small levels of air pressure to be played.
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ISHA trio,

P:
marzenka.olbrzymek
@gmail.com

LUCIANO BERIO (1925-2003) wrote Sequenza Il for a virtuoso sin-
ging actress—-such as Cathy Berberian, his wife and the work’s dedi-
catee. Singing is only one of the many expressive modes the human
voice has, and Berio makes use of a number of them. His explanati-
on of the symbols used in the score lists 15 techniques, among them
“salvoes of laughter,” “teeth-chattering,” “tongue-trill against the
upper lip,” as well as 44 agogic markings such as “far away,” “dre-
amy,” “ecstatic,” “extremely intense” and “fading away.” Thus Se-
quenza lll is a unique challenge, an incomparable piece of musical
theatre for a singer.

"o

"o

De Profundis (1992), oratorio for speaking pianist, is one of the most
startlingly original works of the 1990s. FREDERIC RZEWSKI (b.1938)
describes the piece as a “melodramatic oratorio, in which eight secti-
ons with text are preceded by eight instrumental preludes.” The text,
by Oscar Wilde, is from a long essay written to his lover Lord Alfred
Douglas during Wilde’s imprisonment in Reading Gaol (1897), where
he was sentenced to two years of hard labor for homosexual offen-
ces. The piece requires audacity, laying bare the performer’s soul by
having the pianist recite an often wrenching text in notated rhythm,
as well as singing, humming, whistling, hitting the body and the pi-
ano, using a Harpo horn, all while playing a score of considerable va-
riety, drama and expressive detail.

CHAMBER CONCERT

47



48

Sdra Medkovda has performed De Profundis on stages in Europe,
China and USA in a specific manner - with a simultaneously unwin-
ding video, created by the Czech artist and computer games designer
Lukdas Medek. In 2016, Sdra Medkovd recorded this piece on her epo-
nymous profile CD and DVD.

The Great Train Race (1993) for solo flute by IAN CLARKE (b.1964) is
a highly entertaining extended technique showpiece that sounds like
its title. Subtitled The Flute As You Don’t Usually Hear It! it has pro-
ved extremely popular with audiences and players alike. Techniques
include: residual/breathy fast tonguing, multiphonics, singing & pla-
ying, lip bending, explosive harmonics and an optional circular bre-
athing section. A forward with explanations of the techniques is given
along with fingerings in the score for easy reference. The multipho-
nics used are of the more friendly variety; seven from only four diffe-
rent fingerings. It has had countless international performances to
diverse smiling audiences from music colleges, schools, recital halls
to performances in children’s orchestral concerts in Barbican Sym-
phony Hall and Birmingham Symphony.

The first punchline of HELMUT LACHENMANN'S (b.1935) infamous
1969 score Guero is that it’s a piece for one instrument named af-
ter another: a work which tries -- and largely succeeds -- to make
a concert grand piano sound like a small, wooden instrument from
South America known in English as a ,scraper.” The second punch-
line of Guero is also quickly dispatched: it's a piano-piece in which
not one note is actually played, nor a single key entirely depressed.
In effect, the intended modes of sound-production for this art-music
warhorse are entirely avoided, withheld, deprived, or, to use a phrase
ambivalently adopted by Lachenmann himself, precisely “rejected”.

GEORGES APERGHIS (b. 1945) about Récitations (1977-1988): The
basic idea of 14 Récitations is to work with syllables and phonemes as
if they were notes or pitches. Instead of only using pitches to create
melodies | work with syllables and phonemes, the building blocks of
our language. This principle is comparable to Anton Webern's “Klan-
gfarbenmelodie”: A melody made of colours, of values of sounds with
all their richness. Although the syllable material is derived mainly
fromthe French language | think that the mental midget stories crea-
ted in Récitations are also accessible for people who do not under-
stand French.

When | composed the 14 pieces of Récitations | faced the cha-
llenge to preserve as many different stories and sound articulations
as possible while staying simple in order to enable the listeners to en-
ter this microcosm of imaginative stories and to keep the permutati-
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on processes of the syllables observable and perceivable. The Récita-
tions was the first work in which | managed to combine complexity
and simplicity in that way. Somehow the audience wrote the piece in
company with me, the listeners were present in my mind during the
composition process. That’s why | am convinced that the audience
can participate in the experience of these pieces.

IVO MEDEK (b.1956) is a composer, university teacher, theorist and
improviser, currently the rector of the Janacek Academy of Music
and Performing Arts in Brno. His New Ancient Stories (2014) were
composed directly for the ISHA Trio. The piece is based on the same
principles as Medek’s composition of Ancient Stories (1999) —everyo-
ne can incorporate their own individual stories within the different
parts of the composition.

ISHATrio was founded in 2007 at the Janacek Acade
Performing Arts in Brno (JAMU). Their repertoi
ber works ranging from the baroque, but
temporary music. The members of the t
ber of prizes at manyinternational co
as well as a chamber ensemble. As
table Czech orchestras. The memb,
Rozsnyé - soprano, Kristina Vacul
no. The trio has performed in va
Republic, in Europe and in the Un
two CDs with music by Czech
Love Stories, 2015).
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Masinerie
Mehinery

Multimedialni 3 SEF;E?OA/Q(’)\QED
hudebni projekt - Z = 21:00/9:00pm
MUItlmedlq, — Besedni ddm

Music Project



VLADIMIR DESEVOV

Kolejnice/Rails op.16
(elektroakustickad verze / electroacoustic version: Alexander Chubéjev)

NIKOLAJ POPOV

Interferometer pro soubor, elektroniku, light design a video
for ensemble, electronics, light and video

VLADIMIR GORLINSKIJ

Accent Sequence pro klavir a relé / for piano and relay

SERGEJ PROKOFJEV

Tovdrna z baletu Ocelovy skok op. 41

L’Usine from ballet Le Pas d’Acier, Op. 41

(elektroakustickd verze/electroacoustic version: Nikolaj Popov)

ALEXANDER CHUBEJEV

Cryptocalypse pro violoncello, elektroniku a video
for cello, electronics and video

ALEXANDER MOSOLOV

Slévarna/ Iron Foundry op.19
(elektroakustickd verze / electroacoustic version: Nikolaj Popov)

ALEXANDER CERNYSKOV

Rather pro dva krokové motory, dvé vysokonapétova relé
a instrumentdlni soubor /for two stepper motors, two high voltage
relays and instrumental ensemble

Moskevsky soubor pro soudobou hudbu
Moscow Contemporary Music Ensemble (MCME):

Ivan Busujev fiétna / flute

Oleg Tancov klarinet / clarinet

Michail Dubov klavir, klavesy/piano, keyboard
Dmitrij Vlasik bici ndstroje / percussion

Gleb Chochlov housle/ violin

Ilja Rubinstejn violoncello

Koncert se kond s podporou Ministerstva kultury Ruské federace.

With support from Ministry of Culture of Russian Federation.

MASINERIE

Projekt Masinérie je zamyslen jako obraz stroje

a jeho promény z tovdrniho ndéini do poéitaco-

vého ¢&ipu v konfrontaci ruské avantgardni hud-

by 20. let 20. stoleti s dily souéasnych autord.

Stroj 20. stoleti je okdzaly fantasticky mechani-

smus; stroj 21. stoleti je miniaturni a tiché zafi-
zeni. Prvni typ inspiroval vznik Slévdarny Alexandra Mosolova, Ocelo-
vého skoku Sergeje Prokofjeva ¢i Kolejnic Vladimira DéSevova. Druhy
typ stroje poskytl hudebni tvorbé nové technologie. Program kon-
certu nazvaného Masinérie sestdavd ze skladeb, které vznikly s po-
moci stroja riznych obdobi. Zahrnuje dila Vladimira Gorlinského,
Alexandra Chubéjeva, Nikolaje Popova a Alexandra Cernyskova,
z nichz nékterd byla napsdna pfimo pro tento projekt, a ddle nové
elektroakustické verze nesmrtelnych skladeb Sergeje Prokofjeva,
Alexandra Mosolova a Vladimira Désevova.

Drobnd skladba Kolejnice (Relsy, 1927) VLADIMIRA DESEVOVA (1889
az 1955) pochdzi z hudby ke stejnojmenné hre. Na kratké plose pfi-
ndsi sled netdprosné mechanickych rytma, usticich skrz repetované
eskalace do zdvére¢né pohromy. Jde o ndzorny priklad urbanismem
ovlivnéné hudby, odrdzejici zvuk dvacdatych let obdobnym zplsobem
jako Honeggertv Pacific 231 nebo Mosolovova Slévarna.

NIKOLAJ POPOV (*1986, Belebej, Baskortostdn) je rusky sklada-
tel, pedagog a badatel. Vystudoval elektroakustickou kompozici na
moskevské konzervatofi, kde v soucasné dobé pusobi v Centru elek-
troakustické hudby (CEAMMC). Vyucuje na katedre hudebni historie
a teorie Ruské univerzity divadelniho uméni (GITIS). Je ¢lenem Svazu
ruskych skladatelt a Tvaréiho svazu ruskych umélcl, autorem fady
komornich, symfonickych, elektroakustickych a multimedidlnich dél
a hudby pro divadlo a film. Uzce spolupracuje s tvarci videi, jako jsou
Andrew Quinn (ltdlie), Todor Pozarev (Srbsko), David Ru, Irina Mati-
nan (Rusko) ad. Za svou tvorbu byl ocenén v Ceské republice, USA,
Rusku ¢i na Ukrajiné.

,Interferometr je méfici pfistroj, jehoz princip je zaloZzen na obou-
stranném rozsifovdni a stahovdni amplitud nékolika vin navrstve-
nych pres sebe. Tato metoda zachdzeni s pfenosem digitdlni infor-
mace (svétla, zvuku a videa) je presné to, co mé zajimalo pfi realizaci
skladby Interferometer za prostorového rozdéleni této informace do
mnoha procesd. Moderni technologie umoziuji vyuZiti jednoduché-
ho materidlu (Cisla) k praci se zvukem, svétlem a videem a vzdjem-
né modifikovani téchto procesd.” (Nikolaj Popov)

Skladatel, improvizator a organizdtor prostorovych hudebnich her
VLADIMIR GORLINSKIJ (*1984) je autorem nékolika zvukovych per-




formanci (her), jako jsou Resonance #2. The Finger of God (2011) pro
8 performer( situovanych vné koncertniho sdlu, Paramusic #2 (2012)
a She-Wolf (2013), realizované v prostoru pevnosti Liefkenshoek
v belgickém mésté Kallo, The Book of Games (2013) —uvedeni hudeb-
nich fragmentd na festivalu Transit v Lovani. Pripravil také prosto-
rové performance pro moskevskd centra sou¢asného uméni Manéz
(2013), Vinzavod (2014) a Jesté neotevreny prostor (2015). V letech
2014-2015 se podilel na dvou divadelnich predstavenich Momenty
v Mejercholdové centru-poprvé jako skladatel, podruhé ve spolupra-
ci s Olgou Cvetkovou jako performer (pohyb, zvuk). V kvétnu 2016
usporadal laboratof Dreamtory - hudebni vyzkum lidského vnimani
¢asu a otazky mnohahodinové improvizace s moznostmi hrdat a upa-
dat do spanku béhem hry.

Jeho skladby byly provedeny v Evropé, Asii a Australii v poddni té-
les, soubor( a sélistl jako Rusky ndrodni orchestr, Klangforum Wien,
KNM, Nikel, Nadar, Vertixe Sonora, KontraTrio, Insomnio, Ereprijs, Sey-
anapésahl, Nostri Temporis, eNsemble, NoName, Moskevsky soubor
pro soudobou hudbu, Studio pro novou hudbu, trumpetista Marko
Blaauw, zpévdci Javier Hagen a Natalja Pseni¢nikova, dirigenti Enno
Poppe, Teodor Currentzis ad. na festivalech jako Wittenské dny nové
komorni hudby, Darmstadtské letni kurzy, Acht Bricken, pgnm, Be-
ndatské biendle, Gaudeamus Muziekweek, Wien Modern, 2D2N, Mos-
kevské forum, Moskevsky podzim, Rostrum, ISCM World Music Days
(Hongkong, Viden) atd. Je ¢lenem dua MAY (Mfau, spolu se Sasou Je-
linovou) a skupiny Chtonické ztrata (s Kirilem Sirokovem).

Skladba Accent Sequence pro klavir a relé je zalozena na my-
Slence vytvoreni homogenniho prostredi, ve kterém interpret spolu
s elektronikou tvofi jeden jediny biomechanicky apardat. Cinnosti in-
terpreta jsou zautomatizované pohyby propojené s vibracemi elek-
tronickych relé na strundch klaviru.” (Vladimir Gorlinskij)

SERGEJ PROKOFJEV (1891-1953) a vytvarnik Georgij Jakulov vytvo-
fili na objednavku Sergeje Dagileva balet Ocelovy skok (Pas d'Acier),
ktery premiéroval Rusky balet roku 1927 v Pafizi v choreografii Léo-
nida Massina. Dilo zahrnuje dvé scény, v nichz jednotlivé postavy vy-
jadfuji své socidlni postaveni: ndmornici, podomni prodavaci, mlada
délnice, miliciondfri, zlodéji a drobni obchodnici. Prokofjev pracoval na
hudbé v letech 1925-1926. Jakulov pro 9. a 10. scénu - L’Usine (Tovar-
na) a Les Marteaux (Kladiva) - navrhnul mobilni zafizeni sestavajici
z zebfikd, plosin, otdcejicich se kol, svételnych tabuli a kladiv rdzné
velikosti. V Tovdrné se hluky vyddvané timto zafizenim misily se zvu-
kem orchestru, zatimco na pédiu se odehrdval tane¢né-pantomimic-
ky duet mladé délnice s ndmornikem.

ALEXANDER CHUBEJEV (*1986 v Permu) vystudoval skladbu u Juri-
je Kasparova a elektronickou skladbu u Igora Kefalidise na moskev-
ské konzervatofi, kde poté roku 2014 absolvoval i postgradudini stu-
dium. Od roku 2014 pusobi jako koordindtor Mezindrodni akademie
mladych skladatelt v Cajkovském. Ziskal ocenéni v Argenting, Ita-
lii, Rusku, USA a na Ukrajiné. V roce 2014 obdrzel stipendium Darm-
stadtskych letnich kurzl, roku 2015 mu byla v Nizozemsku udélena
cena Gaudeamus. Jeho hudba zaznéla ve vice nez 20 zemich Evro-
py, Asie, Severni a Jizni Ameriky na festivalech jako Benatské biendle,
Darmstadtské letni kurzy, Gaudeamus Muziekweek, MATA, Quanten-
spriinge, Ultima, Transit, Mixtur, Moskevské férum, Moskevsky podzim
atd. v poddni soubortd jako Nadar, Slagwerk Den Haag, Black Page
Orchestra, L'Arsenale, Insomnio, Uusinta, dissonArt, Vortex, Aleph,
ExNovo, Vertixe Sonora, IEMA, lllinois Modern Ensemble, Moskevsky
soubor pro soudobou hudbu, Studio pro novou hudbu, Soubor bicich
nastrojd Marka Pekarského, GAMEnsemble, eNsemble ¢&i Cantando.
Jeho skladby uvedly rozhlasové stanice France Musique, Deutschland-
funk Kultur, Concertzender (Nizozemsko), RTP (Portugalsko), ARTx-
FM (USA), Radio Rossiji, Orfeus (Rusko) aj.V roce 2011 byl rezidenc-
nim skladatelem GAMEnsemble. Je ¢lenem Svazu ruskych skladateld.
Skladba Cryptocalypse byla napsdna pod vlivem zazitku z insta-
lace Dmitrije Kavargy Kavarga. Konec svéta. 21. 12. V anotaci k této
instalaci se pravi:
4Vystava Kavarga. Konec svéta. 21. 12 sestavd z tuctu rozmér-
nych soch tvoficich ucelenou instalaci a vyjadfuje vytvarnikav
ddvny sen o konci svéta. Tyto sochy jsou stejné tak metaforic-
ké jako konkrétni. (...) Je to filozoficky pohled na ¢lovéka coby
drobnou soucdst pfirody, neoddélitelnou od zemé ajejich zdroju.”
~Skladba Cryptocalypse se zaobird tymiz myslenkami, ovSem z jiné
perspektivy: zevnitf tohoto snu, z pohledu jednoho z lidi, ktefi se na-
chazeji na vrcholcich 12 soch. Zaroven je - tak jako jakékoli sdéleni
vychdzejici ze snu-nejasnou a jakoby zasSifrovanou zprdvou, jakymsi
kryptogramem. Ndzev spojuje dva klicové pojmy vztahujici se k této
skladbé: kryptogram a apokalypsa.” (Alexander Chubéjev)

ALEXANDER MOSOLOV (1900-1973) byl rusky avantgardni sklada-
tel, ktery inklinoval k dobové pfiznaénym konstruktivistickym
a ,masinistickym” tendencim v hudbé. V roce 1927 zkomponoval
své nejproslulejsi dilo, symfonickou epizodu Slévdrna, kterd byla
soucdsti baletu Ocel a oslavovala éru industrializace, v niz stroj
symbolizoval silu a skutecnost, jejich krasu, objektivni a neodola-
telnou pfitazlivost véci. Novinkou v této skladbé bylo zaclenéni
partu kovového pldtu, ktery vyjadfoval hluk a rachot tovarnich
stroji a dodal tak skladbé , barbarsky styl”. Slévdrna byla prove-
dena na rdznych mistech svéta (Berlin, Lutych, Viden, USA, Pafiz).



Jeji uspéch kontrastoval s hofkym osudem Mosolovovych délv Rusku
po roce 1927, ktery fidila Asociace proletarskych hudebnik(. Moso-

lovova hudba byla oznac¢ena za ,,naturalistickou” a ,dekadentni”.

Skladatel, performer, improvizator, kytarista v riznych rockovych a ja-
zzovych sestavach ALEXANDER CERNYSKOV (*1983) se narodil v rus-
kém Omsku, avsak vyrastal vitalské Veroné. Studoval klasickou kytaru
a skladbu na veronské konzervatori, v roce 2014 absolvoval na Univer-
sitdt fr Musik und darstellende Kunst ve Vidni a na Kunstuniversitat
ve Styrském Hradci. Zu&astnil se nékolika workshop a kurza (Darm-
stadt, Tel Aviy, Cujkovskij). Jeho tvorbu ovlivnila setkdni se skladate-
li jako Pierluigi Billone, Georges Aperghis, Sergej Névskij, Dmitrij Kur-
ljandskij ¢i Steven Kazuo Takasugi. Jeho skladby objednaly a uvedly
festivaly jako Wien Modern, Donaueschingenské hudebni dny (v ram-
ci doprovodného programu), Gaudeamus (Utrecht), Bendtské biend-
le, Musica, NEW_Air, Unsafe Sounds (Viden), Tzlil Meudcan (Tel Aviv),
Izlog (Zahteb), Ztraceno v prekladu (Moskva), Pythijské hry (Petro-
hrad) atd. Spolupracoval se soubory jako musikFabrik, Nikel, PHA-
CE, Moskevsky soubor pro soudobou hudbu, Platypus, ProArte, Nos-
tri Temporis a s hudebniky jako Natalja PSeni¢nikova, Vincent Daoud,
CarlRosman, Marina Poleuchina, Marijvan Gorkom, Sara Perez ¢i Gina
Mattiello. V roce 2014 byla partitura jeho skladby Almatiki daechta
predstavena navystavdach Grafika zvukuv Petrohradé a SchriftvTbilisi.

Od roku 2011 je velmi aktivni jako improvizdtor spolupracujici s hu-
debniky jako Dario Fariello, Alexej Borisov, Marina Poleuchina,
Alexej Sysojev, Hannes Dufek ¢i Vladimir Gorlinskij a vystupujici na
festivalech volné improvizace. Pise hudbu pro divadlo (Garage X, Me-
jercholdovo divadlo). V roce 2016 uvedlo jeho operu Trascizione di un
errore Benatské biendle. Jeho Ziva zvukovd instalace drafo byla pred-
stavena v moskevském Vinzavodu (2012) a videriském Esslové muzeu
(2013). Cernyskov experimentuje na poli vytvareni novych akustic-
kych a mechanickych ndstrojd, s pomoci dlouhych trub proméruje
dechové ndstroje, popf. vyuzivd motord, relé a elektromagnetu jako
vibraénich zdroja.

»Skladba Rather pro dvé mechanickd vysokonapétovda relé, dva
krokové motory, klarinety a klavir zkouma rychlost a €as. Cilem neni
tvofit nové zvuky, ale spiSe vytvaret nové vztahy pfi vyuziti zndmého
a bézného materidlu (jako napf. motord a klarinetd). Je to jako po-
lévka, kdy zndme vsechny ingredience, ale konecny vysledek je pres-
to vzdy nepredvidatelny a novy.

Ve skladbé neni pouzita Zadnd reprodukovand elektronika, pou-
ze mechanické objekty. Krokové motory jsou pfipevnény k drevéné-
mu povrchu uvnitf klaviru a vytvareji tep a vibrace mezi1,3 Hz a 800
Hz. Dvé vysokonapétova relé se nachdzeji také uvnitf klaviru. Jejich
zvuk postupuje k 400 Hz. Na vSechny tyto ndstroje hudebnici hraji
s pomoci MIDI kontrolérd.” (Alexander Cerny§kov)



Lo
[0
i
Z
%)
<
>

58




Moskevsky soubor pro soudobou hudbu byl zalozen roku 1990
z iniciativy skladatele Jurije Kasparova pod patronatem Ediso-
na Denlsova Zaméfuje se na propagaci hudby 20. a 21. stoleti.
v qmnejﬂm ruskym takto orientovanym komornim sou-
z nejlepsich ruskych hudebnikd specializujicich

na edukaci, pficemz uzce spolupracuje
i kulturnimiinstitucemi.Kazdoroénéor-
inarodni akademii mladych skladateld
umoziiuje setkdni mladych autord
i tvarci pfi workshopech.

ly a zahrnuje premiéry kolem ti-
kych autorl 20. let (Nikolaj Ro-
60. let (Edison Dénisov, Alfred
lastni pozornost vénuje soubor
ladateldm, podili se na mezina-
né-divadelnich projektech. Sou-
kdch mést v Rusku a takrka ve
vété, vystoupil na prestiznich fes-
e souéasného uméni, Dagilevovsky
ankfurtFest, Maerz-Musik v Berliné,
arsSavskd jesen, Klangspuren (Rakous-
ubor spolupracoval s nékolika svétovymi
enakis, Gyérgy Kurtdag, Frederic Rzewski,
eat Furrer, Klaus Lang, Philippe Leroix, Mark
oppe. Natocil vice jak 50 CD pro vyznamné spo-
sti jako Olympia (Velkd Britdanie), Harmonia Mundi (Fran-
cie), Triton (Japonsko), Donemus (Nizozemsko) nebo Fancy Mu-
sic (Rusko).V kazdé sezoné vystupuje v priméru na 70 koncertech
v Rusku i zahranici. V roce 2009 mu byla udélena cena Action
a 2013 Zlatd maska.

The Machinery project considers the image of the
machine and its transformation from facto-
ry tool to computer chip with reference to the
Russian avant-garde music of the 1920° and the
works of our contemporaries. The concert pro-
gramme consists of compositions that were in-
spired by machines from different eras. The machines of the 20*
century struck the imagination by means of mechanism; tho-
se of the 21** century are digital, miniature and silent. The older
type inspired the creation of Iron Foundry by Alexander Mosolov,
Le Pas d'acier by Sergei Prokofiev and Rails by Vladimir Deshevoyv,
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works presented here in new electro-acoustic versions. The second
type of machine now provides composers with new technologies
and has resulted in works by Vladimir Gorlinsky, Alexander Khube-
ev, Nikolai Popov and Alexander Chernyshkov-some of which were
written specially for the Machinery project.

The short piece Rails (1927) by VLADIMIR DESHEVOV (1889-1955) ori-
ginated from music written for a play of the same name. A remorse-
less progression of mechanical rhythms, ending in a repeated esca-
lation into ultimate disaster, Rails is a classic example of urbanism
and evokes the sound of the 1920s in the same way as Honegger'’s
Pacific 231 or Mosolov’s Iron Foundry.

NIKOLAY POPOV (born 1986 in Belebey, Republic of Bashkortostan)
is a Russian composer, pedagogue and researcher. He graduated
in electroacoustic music composition from the Moscow Tchaikovsky
Conservatory and is currently associate researcher at the Center of
Electroacoustic Music (CEAMMC) of the Moscow Tchaikovsky Con-
servatory and lecturer at the Department of Music History and Theo-
ry in the Russian Academy of Theatre Arts (GITIS). He is a member
of the Union of Russian Composers and the Creative Union of Ru-
ssian Artists.

He is the author of a number of chamber, symphonic, electro-
acoustic, and multimedia compositions, as well as of music for the-
atre and cinema. He closely collaborates with video artists such as
Andrew Quinn (ltaly), Todor Pozarev (Serbia), David Ru (Russia) and
Irina Matinyan (Russia). He has won a number of composer compe-
titions in the Czech Republic, USA, Ukraine and Russia.

“An interferometer is a measuring device whose action is based
on the increase or decrease of the amplitudes of waves when
they are superimposed on each other. This method of working
with the transmission of digital information (light, sound and vi-
deo) is exactly what | wanted to implement in the piece Interfe-
rometer, spatially dividing this information into a large number
of processes. Modern technologies allow using a single materi-
al (number) for working with sound, light and video, modifying
these processes in each other.”

(Nikolay Popov)

VLADIMIR GORLINSKY (born 1984) is a Russian composer, impro-
viser and spatial music games organiser. He is the author of seve-
ral sound performances (games) such as: Resonance #2. The Finger
of God (2011) created for eight performers situated outside the con-
cert hall; Paramusic #2 (2012), and She-wolf (2013), performed wi-
thin the space of the fort of Liefkenshoek, Kallo City; and The Book
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Vladimir
Gorlinskij

Alexander
Cernyskov

of Games (2013), an exhibition of fragments of music at the festival
Transit, Leuven. He is also the author of spatial performances made
for the Moscow Manezh (2013), for the Winzavod (2014) and for the
Not yet opened space (2015).

In 2014-2015 he took part in the creation of two theatre pieces
The moments (the Meyerhold Center) -in the first one as composer,
and in the second as performer (motion, sound) in cooperation with
choreographer Olga Tsvetkova. In May 2016 he organised Dreamto-
ry—musical research into human perception of time. Hours-long im-
provisation provided possibilities to play and drift into sleep during
performances.

His works have been broadcast and performed in Europe, Asia
and Australia by ensembles and soloists such as Klangforum Wien
(Austria), KNM (Germany), Nikel (Israel), Nadar (Belgium), Verti-
xe Sonora (Spain), KontraTrio (Switzerland), Insomnio, Ereprijs (the
Netherlands), Seyanapésahl (Finland), Nostri Temporis (Ukraine),
eNsemble, NoName, MCME, Studio for New Music (Russia), trum-
peter Marko Blaauw (the Netherlands), singers Javier Hagen (Swi-
tzerland) and Natalia Pshenichnikova, conductors Enno Poppe, Teo-
dor Currentzis and also by the Russian National Orchestra. His music
is heard at Witten Days for New Chamber Music, Darmstadt Sum-
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Nikolaj
Popov

Alexander
Chubéjev

mer Courses for New Music, the Acht Briicken festival, the pgnm fes-
tival, Kasseler Musiktage, SWR and WDR concerts (Germany), the
Venice Biennale (ltaly), d’Avignion (France) festival, Gaudeamus Mu-
ziekweek (Netherlands), Wien Modern, Impuls (Austria), Fortissimo,
Transit (Belgium), Rostrum (Ireland), ISCM (Hong Kong, Vienna),
2D2N (Ukraine), Moscow Autumn and Moscow Forum (Russia). He
is a member of the duet MAY [meow] (with Sasha Yelina), and of the
group Chthonic Loss (with Kirill Shirokov).
“The piece Accent Sequence for piano and relays is based on
the idea of creating a homogeneous environment that joins
a performer and the electronics he or she uses in a single biome-
chanical apparatus.The performer’s actions are broughtinto au-
tomated movement and combined with oscillations of electro-
nic relays on piano strings.”
(Vladimir Gorlinsky)

SERGEI PROKOFIEV (1891-1953) and the painter Georgi Yakoulov col-
laborated on the ballet Le Pas d’acier (The Steel Step), a commissi-
on by Serge Diaghilev with choreography by Leonide Massine, which
was premiered in Paris by the Ballets Russes. The ballet comprises
two scenes, where the characters (dancers) express their social po-
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sition through physical attitudes and mime: sailors, peddlers, an ora-
tor, a young female worker, policemen, thieves and small shopkeep-
ers. Prokofievcomposed the music between1925 and 1926, and Georgi
Yakoulov designed the sets where, for numbers 9 and 10 of the score
called L’Usine (Factory) and Les Marteaux (The Hammers), he made
a constructivist mobile setting with ladders, platforms, turning whe-
els, luminous signs and hammers of different sizes. In the Factory,
the noises generated by the set mingled with those of the orchestra
while at the same time a duet was performed by the young female
worker and the sailor (who had become a worker when he met her)
consisting of a pantomime.

ALEXANDER KHUBEEV (born 1986 in Perm, Russia) graduated from
the Moscow Tchaikovsky Conservatory in 2011 (studying compositi-
on under Yuri Kasparov and electronic composition under Igor Kefa-
lidis). He took his post-graduate degree at the Moscow Tchaikovsky
Conservatory in 2014. Since 2014 he has been a coordinator of the
Young Composers Academy in Tchaikovsky City. He has won awards
in Argentina, Italy, Russia, Ukraine and the USA. In 2014 he received
ascholarship atthe Darmstadt Summer Courses and in 2015 he beca-
me Gaudeamus prize winner in the Netherlands. His music has been
played at concerts in more than 20 countries in Europe, Asia, South
and North America at such festivals as the Venice Biennale, Darm-
stadt Ferienkurse, Gaudeamus Muziekweek, MATA, Quantenspriinge,
Ultima, Transit Festival, Mixtur, Pharos International Contemporary
Music Festival, Moscow Forum, Diaghilev Festival, Moscow Autumn
and many others. His compositions have been played by such en-
sembles as Nadar, Slagwerk Den Haag, Black Page Orchestra, L'Ar-
senale, Insomnio, Uusinta, dissonArt, Vortex, Aleph, ExNovo, Vertixe
Sonora, IEMA, lllinois Modern Ensemble, the Moscow Contemporary
Music Ensemble, the Studio for New Music Ensemble, the Percussion
Ensemble of Mark Pekarsky, GAMEnsemble, eNsemble and the string
quartet Cantando. His music has been broadcast on radio France
Musique, Deutschlandradiokultur, Concertzender (the Netherlands),
RTP (Portugal), ARTxFM (USA), Radio of Russia, Orpheus (Russia) and
others. He was composer-in-residence of GAMEnsemble in 2011 and
is a member of the Russian Composers’ Union.
“The piece Cryptocalypse was written in response to Dmitri
Kavargi’s installation Kavarga. The End of the World. 21. 12. The
annotation forthisinstallation says: “The exhibition Kavarga.The
End of the World. 21. 12. consists of a dozen large-scale sculptu-
res brought together into a single installation and expresses the
artist’s recurring dream about the end of the world. These statu-
es are metaphorical as much as literal. [...] It presents a philo-
sophical view of man as the smallest part of nature, inseparab-
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le from the Earth and its resources.” Cryptocalypse deals with
the same ideas, but views them from a slightly different angle:
from within this dream, as viewed by one of the people who find
themselves on top of these 12 statues. At the same time - like
any dream - it is ambiguous, encrypted perhaps, a cryptogram
of sorts. The title brings together the two key concepts informing
the work: cryptogram and apocalypse.” (Alexander Khubeev)

ALEXANDER MOSOLOV (1900-1973), a Russian avant-garde com-
poser considered part of the constructivist and machinist music
movement. In 1927, he composed his most famous orchestral work
Iron Foundry (Zavod), a movement from the ballet Steel, which was
written to glorify the era of industrialisation in which the machine
symbolised power and reality: its beauty, the attraction of things ob-
jective and inexorable. What was new in this piece was the inclusi-
on of a part written for metal sheet to reflect the noise and cla-
tter of factory machines, lending the overall work a “barbaric style”.
It has been performed throughout the world (Berlin, Liége, Vienna,
the USA and Paris). This success abroad contrasts with the persecu-
tion Mosolov’s works suffered after 1927 at the hands of the Associ-
ation of Proletarian Musicians, representing Stalinism in music. His
works were considered “naturalistic” and “decadent”, his music con-
tributing to “public drunkenness”.

ALEXANDER CHERNYSHKOV is a composer, performer, improviser
and guitarist in different rock bands and jazz groups. Born in Russia
(1983), he grew up in Verona, ltaly and studied classical guitar and
composition at the Verona State Conservatory. In 2014 he graduated
at the Universitat fur Musik und darstellende Kunst Wien with Chaya
Czernowin and Karlheinz Essl, and at the Kunstuniversitat Graz with
Clemens Gadenstdatter. Chernyshkov participates in numerous aca-
demies and workshops such as Darmstadt Ferienkursen, Tzlil Meu-
dcan (Tel-Aviv) and the Tchaikovsky Summer Academy. Composers
who were influential to him include Pierluigi Billone, Georges Aper-
ghis, Sergej Newski, Dmitrij Kourljandskij and Steven Kazuo Takasu-
gi. His work has been commissioned and programmed in festivals
such as Wien Modern, Donaueschingen Musiktage (Off-Programm),
Gaudeamus (Utrecht), Biennale di Venezia, Musica, NEW_Air (Vie-
nna), Tzlil Meudcan (Tel-Aviv), Izlog Festival (Zagreb), Lost in Transla-
tion (Moscow), Unsafe sounds (Vienna), Pythian Games (St. Peters-
burg) and Monday Concerts at musikFabrik. He has worked with en-
sembles such as musikFabrik, Nikel, PHACE, Moscow Contemporary
Music Ensemble, Platypus, ProArte, Nostri Temporis and musicians
such as Natalia Pschenitschnikowa, Vincent Daoud, Carl Rosman,
Marina Poleukhina, Marij van Gorkom, Sara Perez and Gina Mattiello.
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In 2014 the score of his voice solo composition Almatiki daechta was
ashowpiece atthe graphical and poetry exhibitions Graphic of Sound
(St. Petersburg) and Schrift (Tiflis, Georgia). Since 2011 he has been
very active as an improviser. He collaborates with musicians such
as Dario Fariello, Alexei Borisov, Marina Poleukhina, Alexey Sysoev,
Hannes Dufek and Vladimir Gorlinsky. He is a frequent guest at nu-
merous free improvisation festivals. He works for Garage X music the-
atre and Meyerhold Theatre. His opera Trascizione di un errore was
performed at the Biennale di Venezia Musica 2016. The live sound in-
stallation drafo was built and performed at the Platforma Festival at
Vinzavod (Moscow 2012) and Essl Museum (Vienna 2013). He experi-
ments in building unique new instruments of strictly acoustical and
mechanical origin using long tubes to transform wind instruments or
motors, relays and electromagnets as vibrating sources.
“The piece Rather for two mechanical, high-voltage relays, two
stepper-motors, clarinets and piano is an investigation of speed
and time. The intention is not to make new sounds, but rather
create new relationships, using familiar materials (such as mo-
tors and clarinets). It's like a soup, where we know all the ingre-
dients, but still the end result is unpredictable and new.

There are no loudspeaker electronics in the piece, only me-
chanical objects. The stepper motors are fixed on to a wooden
surface inside the grand piano and they produce beatings and
vibrations between 1.3 and 800 Hz. The two high-voltage relays
are also inside the grand piano. Their sound goes up to 400 Hz.
All these instruments are played by the musicians through MIDI
controllers.” (Alexander Chernyshkov)

emporary Music Ensemble (MCME) was founded in
arov under the patronage of the famous Ru-
p Denisov. Promoting 20t*- and 21%*-century
oremost contemporary chamber ensem-
f the best Russian musicians speciali-

ional goals and works closely with
cultural foundations to bring con-
nge of audiences. As part of this
al fortnight International Young
sky City, Ural) to bring young
ationally recognised composers

5 extensive and has included the
erent works. In particular, MCME
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champions the music of Russian composers of the 1920s, such
as Nikolai Roslavets and Alexander Mosolov. In addii
regularly perform music by the “Shestidesyatniki
composers) and the composers Edison Deni
and Sofia Gubaidulina. MCME regularly
les across Russia (80 cities) and elsewh
ries). They have performed on the be
partin some of the biggest internatj
Biennale for Contemporary Art,
Radio-France presences (Paris), F
lin), Gaudeamus Muziekweek, t
Netherlands), Warsaw Autumn,
art (ltaly).

MCME has collaborated with
posers, including lannis Xenakis,
Louis Andriessen, Beat Furrer, Kl
Andre and Enno Poppe. MCME has
leading labels, including Olympia (
Triton (Japan), Donemus (Netherlan

Each season MCME gives around 7
road. Aspecial place in their repertoire is
young Russian and foreign composers. The e
active part in international multimedia and t
In 2009 MCME won the Action award in support of t
tiatives, and were awarded the Golden Mask in 2013.
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PRODEJ A REZERVACE VSTUPENEK
TICKET SALES AND RESERVATION

Prodej vstupenek

e on-line: www.filharmonie-brno.cz

e v predprodeji FB, Besedni ulice
PO a ST 9:00-14:00, UT, CT a PA13:00-18:00 h

e v pfedprodeji Domu pdnu z Lipé, nédm. Svobody 17, 602 00 Brno
PO-PA 8:00-20:00, SO, NE a svatky 10:00-16:00 h

e % hodiny pfed koncertem v misté jeho kondni

Tickets

e on-line at www.filharmonie-brno.cz

e atthe Brno Philharmonic Ticket Office, Besedni street, 602 00 Brno
Mon and Wed 9:00am to 2:00pm, Tue, Thu and Fri 1:00pm to 6:00pm

e at the Ticket Office at Dim pdana z Lipé, ndm. Svobody 17,
602 00 Brno: Mon to Fri 8:00am to 8:00pm, Sat, Sun and holidays
10:00am to 4:00pm

e % of an hour before the concert at the venue

Rezervace vstupenek

e on-line: www.filharmonie-brno.cz

e e-mail: predprodej@filharmonie-brno.cz
e ©+420 539 092 811

Ticket reservation

e on-line at www.filharmonie-brno.cz

e by e-mail: predprodej@filharmonie-brno.cz
e by phone: +420 539 092 811

Zména programu vyhrazena!
The programme is subject to change!

Zastitu prevzali

Under the auspices of
Daniel Herman,

ministr kultury

Minister of Culture

Petr Vokral,

primdtor statutdarniho mésta Brna
Mayor of the City of Brno
Martin Landa,

starosta méstské cdsti
Brno-stred

Mayor of the Central Brno
district

Mezindrodni hudebni festival
Brno je élenem Ceské asociace
festivald.

Brno International Music

Festival is a member of the
Czech Festivals Association.

CAF

Statutdarni mésto Brno
financéné podporuje
Filharmonii Brno.
Statutory City of Brno
financially supports the
Brno Philharmonic.
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