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Ladies and Gentlemen,

Warsaw Autumn director Jerzy Kornowicz, supported by
members of the Programme Committee, has enrolled on

an ambitious task in preparing this year’s Festival. There

have been programmes in the past where the narrative was
centred on a serious philosophical issue touching the essence
of music, but this year, it is a particularly challenging one.
“Music and language” is 2020 Warsaw Autumns’s leading

theme, with an extraordinarily wide spectrum of references

to philosophy and linguistics, musicology and music theory,
and many other disciplines of human thought. Scholars study
the relationships between music and language, examine

the role of language within music, search for analogies between
musical and linguistic structures. In the past, structuralists
considered musical to be a language proper, limiting its study to
the analysis of the musical work’ structure. Today, postmodern
musicology looks at the entire cultural context of the work’s
existence, and cultural interpretation of music is sometimes /7
embedded into the compositional act itself.

This is the intellectual background of the 63rd Warsaw Autumn
Festival in the year 2020, marred by the coronavirus pandemic.
This scourge impacted our Festival in the spring and we

were not sure then how things would unfold in the autumn.
The most spectacular events, involving large ensembles,

had to be reprofiled; overseas travel cancelled; but the worst
outcome, cancelling Warsaw Autumn, could be averted, so

we shall convene again in Warsaw’s hospitable concert halls.

I am confident we will treat you to a fascinating and intriguing
festival in the times of the pandemic, and that your satisfaction
will be both aesthetic and intellectual.

With my best wishes for good listening,

f’l;@czj(@u ME?MLE/Q/\

Mieczystaw Kominek
President of the Polish Composers’” Union



A word about the Festival’s programme
Music is a language, but language also carries its own music.

During this year’s Warsaw Autumn, these two elements

will intertwine in various ways. We will thus focus on
words embedded in music and music embedded in words;
on the language of music and the music of language; on

the common elements of music and language, the structural
affinities, the grammar of music and architecture of text.
We will also look at their similar functions: music and
language playing an informative and communicative role,
including in media; their “speech” from a social perspective.

We will contemplate the possibility of expressing
the most important issues through language and
music; their similar intentions and premises, proper
to musical and literary creation, starting from

the structural similarities and differences of those
genres, up to their voice in the public space;

their affirmation of reality or—sometimes—the changes they
postulate; the influence of music and language on reality.

There are many terms common between these two areas:
motif, sentence, phrase, prologue, movement, epilogue,
narrative, and form. Some terms in music and language are
corresponding pairs: phonem and note; word and motif
(sign); sentence and phrase; chapter and movement; book
and work. Some general aspects are similar: sense, message,
structure, and expression. Indeed, historically much music
was composed to text. But most intriguingly, language is

also present in textless music. Music refers to literary forms
for example in its titles. To quote just a few twentieth-

century examples: Catalogue doiseaux (Messiaen), Cahier
d’Epigrammes (Amy), Books of Studies, Treatise (Cardew),
Livre pour cordes (Boulez), Four Essays, Four Novellas,
Dramatic Story (Baird), Poems (Szabelski), Livre pour orchestre
and Novelette (Lutostawski). Musical works with titles
referring to a book were also written by Krenek, Schnittke,
Gubaidulina, Riley, Adams, Dillon, Richard Boulanger, Monk,
Nilsson, and Torke.



And so we have musical catalogues, booklets, epigrams,
treatises, essays, novellas, stories, poems, and very many
books. Current relations between music and language

are complex both on the level of the matter and message

of the music. There are also differences: the duration of

the utterance or perception in time of a musical work versus
a written text.

In the programme of this year’s Warsaw Autumn, we

shall show the relationship between music and language
notably through the words of Frangois Sarhan’s new opera;

the advertisement texts of Georges Aperghis’s Pubs-Reklamen;
the verbal-musical performance of Agata Zubel and Cezary
Duchnowski’s ElettroVoce duo; the matrix of language

in the music of Francois-Bernard Méche, whose research

on languages and music is very thorough and specific;

the fusion of textual samples and transgeneric music in Juliana
Hodkinson’s; the common phrases of recorded text and piano
sounds in Peter Ablinger’s Voices and Piano; the sonorism

of signs in Mark Andre’s cycle riss 1-3; the sound gestures

in Kuba Krzewinski’s Contre no. 2; references to reportage

in Pstrokonska-Nawratil's The Nightingale and the Stone;

the speech of sign language in Mark Applebaum’s Aphasia;
and finally, language and music in relation to reality in

the Femin.ine Forms concert, featuring works by Monika /9
Szpyrka, Zaneta Rydzewska, Martyna Kosecka, Anna Sowa,
and Nina Fukuoka. This year’s Warsaw Autumn will be framed
by two great choral-instrumental forms with text, serving

as deeply significant keys. Our inaugural concert will feature
the first Polish performance of Mauricio Kagel's Vox humana?
The final concert will include Miroslav Srnka’s Speed of Truth.
Warsaw Autumn will speak much more about the relations
between music and language, but will also include many
compositions where that relation is absent. Indeed, today’s
music cannot be simplified to one issue—even if fundamental.

The coronavirus pandemic has influenced this year’s

Warsaw Autumn in many ways. The President of the Polish
Composers’ Union Mieczystaw Kominek has touched upon
those issues on the preceding pages. The influence has been
both negative and, perhaps surprisingly, positive. The former
includes the lack of large ensemble compositions and musical
shows that would require proximity between performers and
audiences; the cancellation of events where performers would
need to travel over long distances; the reduced opportunity
for our audiences to meet during festival events, resulting
from the public gatherings limitations and necessary sanitary
procedures. All the events we had to cancel because of these
restrictions will be reprogrammed in future editions of

the Warsaw Autumn Festival.



And now to the positive impact: we have overcome

the temptation of postponing the Festival by a year,

or organising Warsaw Autumn online only, with some forms
of home concerts and/or recorded music (although the latter
will be featured in the Warsaw Autumn — Contexts series).

We have judged the organisation of Warsaw Autumn
to be an important task at this time: important for our
public, our performers and composers. We must

not leave them alone.

Hence the formula of this year’s Festival: “reality plus” Live
events will be available for a limited audience in the concert
venue but will also be streamed online. Warsaw Autumn takes
place in Warsaw, but for the first time will also be followed at
homes throughout the world. This year’s Festival also differs in
its repertoire, which emphasises chamber—intimate—music.
We can still be together, perhaps more than in the past.

Indeed, the pandemic is a time to verify what unites us
through new music. Hence our thread of art using various
media: the radio, video, and internet; genres such as radio
feature, film, and broadcast. This is a time for new expressive
formulas, emerging from the need to stay in touch. We will
recall the history of the different media that connect us: for
the 95th anniversary of the Polish Radio, we will reminisce
on the relationship between radio and new music, including
Warsaw Autumn. Even those with the Polish Radio are too
extensive to discuss in detail: our Festival would not exist
without the institution and the people of the Polish Radio.
Likewise, there would be no Polish Radio—with its cultural
ethos, legacy, and present reality—without Warsaw Autumn
and without new music, created, recorded, disseminated,
and archived by this institution.

Our programme this year includes concerts, musical shows,
performances, indoor and outdoor activities, intermedia,
improvisations, radio and internet genres, meetings, composer
workshops, and radio features—nearly 50 events in total. We
shall show you the striking new generation of Polish composers,
and feature individual composers such as Peter Ablinger, Mark
Andre, Francois-Bernard Mache, Juliana Hodkinson, Grazyna
Pstrokonska-Nawratil, and Francois Sarhan. We shall present
the works of fifty composers, with twenty-three making their
Warsaw Autumn debuts. We shall present twenty-three world
premieres, including twelve Warsaw Autumn commissions,
performed by five orchestras, two choirs, nine ensembles, and
soloists. The Festival will take place in thirteen Warsaw venues.
One special presence is the concert of the Musica Polonica Nova
festival, originally scheduled in the spring but postponed due



to the pandemic. We have joined forces to present this valuable
concert to our audiences.

Our performers this year include the Warsaw Philharmonic
Choir and Orchestra, Polish National Radio Symphony
Orchestra of Katowice, New Music Orchestra, European
Workshop for Contemporary Music Orchestra, Chopin
University Big Band, NFM Leopoldinum Orchestra, NFM
Leopoldinum String Trio, Ensemble Vortex, Ensemble Nikel,
Ensemble Garage, ProModern, Kwadrofonik, ElettroVoce,
Electric Primitivo, and the 19/91 ensemble. Our soloists
include sopranos Agata Zubel and Pia Davila, clarinettist Jorg
Widmann, electric guitarist Tom Pauwels, violinist Adam
Baldych, and performer Leszek Lorent.

As usual, our programme will include the main Festival thread,
Warsaw Autumn Hits the Club, Little Warsaw Autumn, Warsaw
Autumn - Contexts, as well as fringe events and features of

the Festival’'s Internet Radio.

The 63rd Warsaw Autumn is the first Festival without

Krzysztof Penderecki. His works, from Strophes, with which

he made his debut in 1959, made the history of Warsaw

Autumn for over half a century, just as they made the history

of new music as a whole. Over the forthcoming years, we will /11
understand more deeply what Penderecki meant for new music

and ourselves, its enthusiasts and servants. This year we shall

remember Penderecki with his enigmatic—in sound and
words—Eclogue VIII.

Despite the unfortunate circumstances, let us remain
together at the 63rd Warsaw Autumn Festival!

% Gy

Jerzy Kornowicz
Director of the Festival



Calendar of events

Friday/ 18 September - Sunday/ 27 September
e B
Warsaw Autumn - Contexts LIVE /p. 20
Broadcasts of the concert recordings and the new radio features

Friday/ 18 September - Sunday/ 27 September

/17:00 BI) /p. 26
Festival Web Radio

Friday/ 18 September

/19:30 Q /p.30
Warsaw Philharmonic / Concert Hall

Zubel / ElettroVoce / Pauwels / proMODERN / Lukawski / POLISH
RADIO CHOIR / Piotrowska-Bogalecka / NATIONAL POLISH
RADIO SYMPHONY ORCHESTRA IN KATOWICE / Wolinska /
Okon-Makowska / Guziolek-Tubelewicz / Koniuch

Georges Aperghis Pubs-Reklamen 1

Francois-Bernard Mache Synergies

ElettroVoce Whims for semantoabsorbing phonotyser

Juliana Hodkinson ...can modify completely / in this case /

not that it will make any difference...

Krzysztof Penderecki Eclogue VI

Aleksandra Kaca rilievo

ElettroVoce Whims for desemantric verbaphone

Mauricio Kagel Vox humana?

SJUAAD JO Jepuale)
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Saturday/ 19 September

/12:00 B /p. 68
Austrian Cultural Forum
Meet the composer: Juliana Hodkinson

/15:00 /p.70
Austrian Cultural Forum

Composition workshop

Lecturer: Juliana Hodkinson

/19:30 % /p. 72
Witold Lutostawski Polish Radio Concert Studio

NEW MUSIC ORCHESTRA (ORKIESTRA MUZYKI NOWE]J) /
Bywalec

Mark Andre riss 1, riss 2, riss 3



Sunday/ 20 September

/12:00 /p. 90
Austrian Cultural Forum
Meet the composer: Mark Andre

/15:00 /p.92
Austrian Cultural Forum

Composition workshop

Lecturer: Mark Andre

/19:30 E;? /p. 9%
ATM Studio

KWADROFONIK / Keska

Peter Ablinger Voices and Piano no. 3: Lech Watesa

Sam Pluta Seven Systems

Peter Ablinger Voices and Piano no. 5: Hanna Schygulla 8
Kuba Krzewinski Contre no. 2 Y
Peter Ablinger Voices and Piano no. 17: Ezra Pound 3

Grazyna Pstrokonska-Nawratil Stowik i kamien o
(The Nightingale and the Stone) S,

Peter Ablinger Voices and Piano no. 19: Pier Paolo Pasolini 2

()

=

Monday/ 21 September 7y
/10:00 B /p. 106 /13

Austrian Cultural Forum
Meet the composer: Peter Ablinger

/12:00 M /p. 108
Austrian Cultural Forum
Meet the composer: Grazyna Pstrokonska-Nawratil

/15:00 /p.110
Austrian Cultural Forum

Composition workshop

Lecturer: Grazyna Pstrokonska-Nawratil

/19:30 Q /p. 112
Witold Lutostawski Polish Radio Concert Studio

ENSEMBLE VORTEX / Straszak / Kaliski

Daniel Zea Swallow!

Arturo Corrales Tulpa

Fernando Garnero Limae labor

Francisco Huguet La flor mas rara

Rafat Zapata Daremno$¢ (Futility)
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Tuesday / 22 September

/19:30 E;? /p. 124
Witold Lutostawski Polish Radio Concert Studio

Musica Polonica Nova at Warsaw Autumn: A special Presence
Baldych / NFM LEOPOLDINUM STRING TRIO / NFM
LEOPOLDINUM ORCHESTRA / Danowicz / Hendrich

Pawet Hendrich Prismiris

Tomasz Skweres Concertino

Przemystaw Scheller Dziewczynka z zapatkami

(The Little Match Girl)

Ewa Trebacz Metanoia

/22:30 E;? /p.136
ATM Studio

19/91 / ELECTRIC PRIMITIVO / Kunda

Aleksandra Kaca, Teoniki Rozynek, Zaneta Rydzewska
Ultimate errors compilation

Emilio Guim Lies the Snake

Arturo Corrales Riff

19/91 & ELECTRIC PRIMITIVO improvisation

Wednesday/ 23 September

/19:30 E;? /p. 146
Witold Lutostawski Polish Radio Concert Studio

Davila/ EUROPEAN WORKSHOP FOR CONTEMPORARY
MUSIC / Bohn

Oliver Schneller Diastema

Francois-Bernard Mache Le son d'une voix

Teoniki Rozynek Float

José Sanchez-Verdu Paraiso cerrado Il

/22:30 E;? /p. 160
ATM Studio

Feminine Forms

Mglej / Wos-Gucik / Zakrzewska / Golaj / Budzinakova-Palus /
Kunda

Monika Szpyrka Zoom in/dolly out

Zaneta Rydzewska don't look

Martyna Kosecka Isorropia. In Search of Balance

Anna Sowa Message for the Year of the Metal Rat |l

Nina Fukuoka Sugar, Spice & All Things Nice



Thursday/ 24 September

/19:30 ﬂ' /p. 176
Warsaw Philharmonic / Chamber Hall

ENSEMBLE NIKEL

Enno Poppe Fleisch

Hugues Dufourt L'Atelier rouge d'apres Matisse

Clara lannotta Outer Space

Matthew Shlomowitz Graveyard Slot (with guest appearance)

Friday/ 25 September

/19:30 E;? /p.192
ATM Studio

Sarhan / ENSEMBLE GARAGE / Philippe / Keska

Francois Sarhan The Right Ear

[
)
Saturday/ 26 September =
>
a
/12:00 /p. 210 o
Austrian Cultural Forum o,
Meet the composer: Frangois Sarhan 2
D
=3
/15:00 /p. 212 T
Austrian Cultural Forum
Composition workshop /15

Lecturer: Frangois Sarhan

/19:30 E;? /p. 214
Warsaw Philharmonic / Concert Hall

Lorent / Widmann / CHOPIN UNIVERSITY BIG BAND / Kostrzewa
/ WARSAW PHILHARMONIC CHOIR / Michalowski / WARSAW
PHILHARMONIC ORCHESTRA / Boreyko / Tomasiewicz /
Okon-Makowska / Guziolek-Tubelewicz / Koniuch / Bereza

Mark Applebaum Aphasia

Christian Winther Christensen Concerto for a Movie Loop
Mikotaj Laskowski Infectious (Feel t®)

Joanna Wozny canti in/versi

Miroslav Srnka Speed of Truth



Little Warsaw Autumn

for children aged 4-12

Friday/ 18 September - Sunday/ 27 September

/10:00-18:00 /p.22
Sculpture Park in Krélikarnia

Michat Silski Trambambula

sound installation

Saturday / 19 September

/11:00 and 16:00 B3 /p. 64

Sculpture Park in Krolikarnia

g KWARTLUDIUM / Niedzwiedz

™ KWARTLUDIUM Olimpiada muzyczna (Musical Olympics)

5 music performance

=

§ Sunday / 20 September

>

c /11:00 and 16:00 B /p. 86

c Museum of Warsaw

g Smoluk-Moczydlowska / Harz / Romanczuk / Gawlikowski /
Kuziela / Oldakowski / Rodakowski / Nizinski / Oz6g / Niedzwiedz

16\ Pawet Romanczuk Eksponuty (Exhibitones)

concert/installation
Saturday/ 26 September

/11:00, 13:00 and 16:00 Cl / p. 200
Museum of Warsaw / Syrena Cinema

Aleksandra Cieslak, Edward Sielicki

Piwnice. Zagadki spod podtogi

(Basements. Mysteries from under the floor]

radio feature-opera

Sunday/ 27 September

/11:00, 13:00 and 16:00 Cl /p. 238
Museum of Warsaw / Syrena Cinema

Aleksandra Cieslak, Edward Sielicki

Piwnice. Zagadki spod podtogi

(Basements. Mysteries from under the floor]

radio feature-opera



Warsaw Autumn Hits the Club

Saturday/ 19 September

/22:30 g /p.80
Pardon, To Tu

Lundén / Zemler / Ptak

Ida Lundén Han

Hubert Zemler Prady telluryczne (Telluric Currents)

Thursday / 24 September

/22:30 g /p.186
Pardon, To Tu

Jacaszek / Kurek / Ptak

Michat Jacaszek savannah speaking

Piotr Kurek Let's Run Around in Circles. | Know We Can

qn]9 @Y} SHH UWNINY MBSIBAN

/17



Fringe events
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Thursday / 17 September - Friday / 30 October

/ 9:00-17:00 [ p. 242
Austrian Cultural Forum

Karolina Breguta, Karl Salzmann After-sound

exhibition

Opening of the exhibition: Thursday / 17 September / 18:00
Organised by Austrian Cultural Forum

Saturday/ 20 September

/17:00 % / p. 244
Austrian Cultural Forum

Alfredo Ovalles - piano recital

Organised by Austrian Cultural Forum

/22:30 E /p. 246
SPATIF Club

Concert of the Youth Circle of the Polish Composers” Union
Organised by Polish Composers’ Union - Youth Circle

Monday / 21 September -
Wednesday / 30 September

/ 12:00-16:00 (Monday — Wednesday, Friday)

/ 14:00-18:00 (Thursday) /p. 248
XX1 Gallery

7th Performance for sounds - Andrzej Mitan

exhibition - objects, documentations

Organised by Fundacja Sztuk Krytycznych

Tuesday/ 22 September

/18:00 / p. 250
Mazovia Institute of Culture

7th Performance for sounds - Andrzej Mitan

Poza czasem i przestrzenia (Beyond Time and Space)

concert

Organised by Fundacja Sztuk Krytycznych

Wednesday/ 23 September

/17:00 / p. 252
Fryderyk Chopin University of Music / Henryk Melcer Hall

Polish Contemporary Music 3 - Chopin University Press
Organised by Fryderyk Chopin University of Music



Thursday / 24 September

/17:00 g / p. 254
PWM Edition

Concert of the Warsaw Branch of the Polish Composers’ Union,
from the cycle "Musical Seasons - Autumn”

Organised by Polish Composers’ Union — Warsaw Branch

Saturday/ 26 September

/18:00 % / p. 256
Warsaw Philharmonic / Chamber Hall

Concert and presentation of a new website dedicated

to Roman Maciejewski www.maciejewski.polmic.pl

Organised by Polish Music Information Centre POLMIC T
S
Sunday/ 27 September @
2
/16:00 / p. 258 g
Komuna Warszawa o
Cezary Duchnowski, Maciej Filipczuk
Diabelskie skrzypce (Devil's Fiddle) /19

staged concert
Organised by Fundacja Automatophone


http://www.maciejewski.polmic.pl

Friday / 18 September -
Sunday / 27 September

Cx CD

LIVE
/ Warsaw Autumn - Contexts

20\

Partners of the project: TVP KULTURA and Kapital Radio
m

KAPITAL
KULTURA



TV broadcasts of the concert recordings on TVP Kultura:

18 September / 22:30
Osvaldas Balakauskas La lointaine (The Distant One) (2002)

25 September / 22:30
Tavener, Harvey and Soulful Electronic Music (2004)

Radio broadcasts of the new radio features on Kapital Radio.

Details on festival's website: www.warsaw-autumn.art.pl
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http://www.warsaw-autumn.art.pl

Friday / 18 September -
Sunday / 27 September
/ 10:00-18:00

Sculpture Park in Krolikarnia

/ Little Warsaw Autumn

22\

Partners of the project: The Xawery Dunikowski Museum of Sculpture -
Division of the National Museum in Warsaw, Society of Authors ZAiKS

W / Krdlikarnia l ” ,. K ‘



Michat Silski
Trambambula (2020)**
sound installation

(Warsaw Autumn commission with the support by /23
Society of Authors ZAiKS)

Jaquwiardas £z / Aepung - Jaquwaydas g| / Aepli4

** first presentation
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Michat Silski

Born in 1965 in Santiago de Chile. He has built musical equip-
ment and written articles for Informatyka, Wiedza i Zycie, and
Bajtek periodicals, among others. In the late 1980s, he started
working as a sound engineer notably at the Centre for Contem-
porary Art. He has also cooperated with the Polish Radio Ex-
perimental Studio. As an IT expert, he crafted the first Radio
Zet transmitter, and has coorganised sound events with many
leading Polish artists. He has authored numerous installations:
the “interactive baton” sound device for the Szczecin Opera
(2016), the multimedia installation The Spirit of Time presented
at the Instytut 116 Gallery (2015), and Alice in the Saxon Garden
presented at the Zacheta National Gallery of Art (2013).

Trambambula
Trambambula appeared to me as striking alternative name for
the popular table football. But let us remember what Alfred
Korzybski said about the world image we construct in our
minds, believing it to be comprehensive and true. Compared to
the world’s enormity, complexity, and ever-changing character,
our knowledge of it, although it might reflect a personal voyage
through life, is by definition fragmentary, subjective, and hope-
lessly poor. So there must be masses of people familiar with tram-
bambula and I have been living in ignorance. No less striking is
the genial idea to play table football in a musical way. The temp-
tation to programme sound was enormous, though I have even-
tually abandoned it. During play, contact between the ball and
the players’ figures is translated into sound—but only to the ex-
tent that the figures knock. So let them start sounding! They will
follow the pattern of an ancient percussive instrument. In a sense,
it is a way of encoding an algorithm directly into matter. Likewise,
the clockmaker is a programmer—only he writes no code but
manufactures various pegs. We make use of the simplest instru-
ment that at the same time, is closest to children: the glockenspiel.
Tuned bars will replace football players on the pitch. They will
allow us to “programme” a palette of sounds specific for a given
player’s position. The visual reference to bells is a value, making
the double function of the play visible at first sight.
Finally, we need to decide which pitches to assign to players, or
what melodies will be playable through a given set of passes. But
I will leave this as a mystery to be disclosed during the game.
Because of the COVID-19 pandemic, we have additionally used
transparent screens between the players” area and the audience,
minimising the risk of infection.

Michat Silski






Friday / 18 September -
Sunday / 27 September

/ 17:00
oY

26\

Broadcasts from the Wlodzimierz Kotonski Electronic and Computer
Music Studio of the Fryderyk Chopin University of Music.

U M F C Uniwersytet Muzyczny
Fryderyka Chopina



Festival Web Radio

Monika Pasiecznik, Tomasz Biernacki
and invited guests talk about Warsaw Autumn Festival events

Live streaming and podcasts available on the festival’s website:

www.warsaw-autumn.art.pl.

Jaquwiardas £z / Aepung - Jaquwaydas g| / Aepli4
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Friday / 18 September
/19:30




Friday / 18 September / 19:30

Warsaw Philharmonic / Concert Hall

LIVE

Agata Zubel soprano

ElettroVoce:
Agata Zubel soprano
Cezary DuchnowskKi electronics, piano

Tom Pauwels electric guitar

proMODERN:

Marta Czarkowska soprano

Ewa Puchalska mezzo-soprano
Ewelina Rzezinska mezzo-soprano
Aleksander RewinskKi tenor
Krzysztof Chalimoniuk baritone
Piotr Pieron bass

30\ Grzegorz tukawski speaker

POLISH RADIO CHOIR
Maria Piotrowska-Bogalecka choirmaster

POLISH NATIONAL RADIO SYMPHONY
ORCHESTRA IN KATOWICE

Monika Wolinska conductor

Barbara Okon-Makowska,
Ewa Guziotek-Tubelewicz, Aleksandra Koniuch
sound projection

Partner of the concert: Society of Authors ZAiKS

ZAiKS



Georges Aperghis
Pubs-Reklamen (2000-2015]*
cycle for solo soprano

movement 1 Cornflakes

Francois-Bernard Mache
Synergies (1963)

for ensemble and tape

ElettroVoce

Whims for semantoabsorbing phonotyser (2020)**
for voice, electronics, piano and orchestra

(Warsaw Autumn commission with the support by

Society of Authors ZAiKS)

Juliana Hodkinson

...can modify completely / in this case / not that it
will make any difference... (2015)*

for electric guitar and orchestra

Krzysztof Penderecki

Eclogue VIII (1972)

for six male voices

version for three female and three male voices

Aleksandra Kaca

rilievo (2020)**

for orchestra and electronics

(Warsaw Autumn commission with the support by
Society of Authors ZAiKS)

ElettroVoce

Whims for desemantric verbaphone (2020)**
for voice, electronics, piano and orchestra

(Warsaw Autumn commission with the support by
Society of Authors ZAiKS)

Mauricio Kagel
Vox humana? (1978-1979)*

for solo loudspeaker, female voices and orchestra

** first performance
* first Polish performance
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Georges Aperghis

Born in Athens in 1945, he has lived and worked in Paris since
1963. His work is notably characterised by asking questions about
languages and meaning. His compositions, whether instrumental,
vocal or for the stage, explore the boundaries of the intelligible.
He likes to create twisted tracks, which allows him to keep the lis-
tener active: stories emerge but are suddenly refuted.

His music is not strictly linked to any dominant contemporary
musical aesthetics but follows his century through a dialogue
with other forms of art and an extreme openness to various in-
tellectual, scientific and social fields.

This otherness is combined with innovations when he includes
electronics, video, machines, and automata or robots in his per-
formances. He works closely with a group of performers who are
entirely part of the creative process: actors Edith Scob, Michael
Lonsdale, Valérie Dréville, Jos Houben; instrumentalists Jean-
-Pierre Drouet, Richard Dubelski, Genevieve Strosser, Nicolas
Hodges, Uli Fussenegger; vocalists Martine Viard, Donatienne
Michel-Dansac, and Lionel Peintre. Since the 1990s he has
formed new artistic collaborations with dancers Johanne Saunier,
Anne Teresa De Keersmaeker, and visual artists Daniel Lévy, Kurt
D’Haeseleer, and Hans Op de Beeck. Major European contempo-
rary music ensembles including Ictus, Klangforum Wien, Remix,
Musikfabrik, Ensemble Modern, Ensemble Intercontemporain,
Vocalsolisten, and the SWR Choir have developed a working re-
lationship with Aperghis through commissions that have become
part of their repertoires.

Georges Aperghis received the Mauricio Kagel Prize in 2011,
the Golden Lion for Lifetime Achievement at the Venice Music
Biennale in 2015, and the Frontiers of Knowledge BBVA Foun-
dation Award in 2016 for contemporary music.

His self-published music is available for free download from
the website aperghis.com (developed by Francine Lajournade /
Didascalia). His other pieces have been published by Editions
Durand (Universal Music Publishing Classical):
www.durand-salabert-eschig.com.

Selected works (since 2000): La nuit en téte for soprano and
instrumental sextet (2000), Machinations for four female voices,
electronics and video projection (2000), Le petit chaperon rouge
for children and six instruments, after Charles Perrault (2001),
Quatorze jactations for baritone (2001), Petrrohl for six voices
(2001), I X. for violin (2001-2), Print Music for piano (2002),
Dark Side, monodrama for mezzo-soprano and 18 musicians
based on Aeschylus’s Oresteia translated by Francois Regnault
(2002), Paysage sous surveillance for two actors, two clarinets,
two cellos and two synthesizers, to words by Heiner Miiller
(2002), Le reste du temps for cello, dulcimer and ensemble (2003),
Alter-Face for two pianos (2004), Avis de tempéte, opera to a li-
bretto by the composer after Peter Szendy, Melville, Kafka and


http://www.durand-salabert-eschig.com

Hugo (2004), Wolfli-Kantata for six soloists and mixed choir to
texts by Adolf Wolfli (2005), Contre temps for soprano and en-
semble (2006), Bloody Luna for cello and ensemble (2007), Happy
End for ensemble, electronics and animated film by Hans Op de
Beeck after Charles Perrault (2007), Teeter-Totter for ensemble
(2008), See Saw for ensemble (2008), Quartet Movement for quar-
tet (2009), PS. for saxophone (2010), Les Boulingrin, opera buffa
after Georges Courteline (2010), Luna Park, stage work for four
performers to a libretto by Georges Aperghis and Frangois Re-
gnault (2011) Etudes pour orchestre (2012-15), Le soldat inconnu
for baritone and ensemble (2013), Retrouvailles for two percus-
sion (2013), Wild Romance for soprano and ensemble (2013),
Pubs - Reklamen for soprano (2000-15), Concerto for accor-
dion (2015), Intermezzi for ensemble (2015-16), Passwords for
six singers (2016), Migrants for two female voices and ensemble
(2016-17), Thinking Things, show for four performers, robotic
extensions, video, lights, and electronics (2018), Obstinate for
double bass (2018), Der Lauf des Lebens for 23 musicians and six
singers (2018), The Messenger for zarb (2019).

Pubs - Reklamen
Movements:

1. Cornflakes

2. Detergent

3. Toothpaste

4. Soft Drinks

5. Hydrating Cream
6. Video Game

7. Shampoo

This is my first collection of seven advertisements. It is an obvious
fact that in our everyday lives, we are surrounded with images
and sounds, announcements that promise to fulfil our desires of
more happiness and comfort but also create desires that we do
not yet have.
Each advertisement focuses on a different product (toothpaste,
vitamins, drinks, shampoo, and so forth).
These works are an attempt at transposing the contents of each ad-
vertisement thanks to a specific vocal treatment that creates a ten-
sion between the advertising text and the musical language. They
are a pretext to allow me to continue exploring the human voice.
Georges Aperghis

/

Francois-Bernard Mache

Born in 1935 in Clermont-Ferrand, he studied music with Emile
Passani and Olivier Messiaen at the Paris Conservatoire, winning
a prize in music philosophy in 1960. He was a founder member of
Pierre Schaefter’s Groupe de Recherches Musicales (1958-63). He
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also studied at the Ecole Normale Supérieure in Paris (1955-59),
graduating in Greek archaeology (1957) and literature (1958). He
obtained a PhD in musicology in 1980.

Guest composer and teacher in numerous countries, he is also
the author of many theoretical articles and works including
Les mal entendus (La Revue Musicale, 1978), Music, Myth, and
Nature (Gordon & Breach, 1992), Varése, vingt ans aprés (La Re-
vue Musicale, 1985), Entre lobservatoire et latelier (Kimé, 1998).
His accolades include the Paris Biennale Award (1963), SACEM’s
Georges Enesco Award (1964), Prix Italia (1977), Prix Chartier
of the Académie des Beaux Arts (1984), Grand Prix National
de la Musique, and Commander of the Order of Arts and Letters
(1990).

Frangois-Bernard Méche has developed an individual theory and
method of composition, based on ideas of model and archetype,
ideas that he has applied to many of his 70+ works. He is Director
of Studies at the Ecole des Hautes Etudes en Sciences Sociales.

Selected works (since 1990): Trois chants sacrés: Muwatalli,
Rasna et Maponos for mezzo-soprano and electronics (1990),
LAnnonce faite @ Marie for tape (1990), Khnoum for sampler and
five percussionists (1990), Guntur Sari for organ (1990), Gun-
tur Madu for harpsichord (1990), Kengir. Cing chants damour
sumériens for mezzo-soprano and sampler (1991), Athanor for
ensemble (1991), LEstuaire du temps for sampler and orchestra
(1993), Hiérogamie for piccolo and percussion (1993), Planh.
In memoriam Witold Lutostawski for string orchestra (1994),
Moires for string quartet and synthetic sounds (1994), Braises for
amplified harpsichord and orchestra (1994), Ziggurat for harp-
sichord (1996), Ugarit for guitar (1998), Manuel de résurrection
for mezzo-soprano, two samplers and MIDI keyboards (1998),
Cassiopée II for mixed choir, narrator and two percussionists
(1998), Briilis for clarinet, cello and piano (1999), Portrait for
tape (2000), Vectigal libens for six percussionists (2001), Melanga
for female voice, sampler and slendro gamelan (2001), Les douze
Lunes du serpent for 12 percussionists and tape (2001), Kurunta
for mezzo-soprano, darbuka and tenor recorder (2001), Achéron
for piano and percussion (2002), La Terza Prattica. Trois inter-
ludes daprés Monteverdi for harpsichord (2003), Heol dall for
vocal ensemble and two pianos (2003), Canopée for two sam-
plers and string orchestra (2003), Chikop for soprano, ensem-
ble and recorded sounds (2004), Taranis for narrator, choir and
orchestra (2005), Medusa for piano (2005), Perseus for soprano,
harpsichord, percussion and string ensemble (2007), Manuel de
conversation for clarinet and electronics (2007), Les Arcadiennes.
Hommage a Couperin for piano (2007), Artémis for organ and
recorded sounds (2008), Thémis for harpsichord and recorded
sounds (2009), Séma, electroacoustic work (2009), Résurgence for
string ensemble (2009), Rdgamalika for piano and viola / cello
(2009), Le promeneur solitaire. Autoportrait électroacoustique,



electroacoustic work (2010), Largando for 12-24 mixed voices
and horn (2012), Le Partage des flots, electroacoustic work (2012),
Reflets for soprano, clarinet and electronics (2012), Pluie for one
or two pianos (2013), Qaraqorum, musical tale for male voice,
string quartet and electronics (2013).

Synergies
This work for orchestra (twenty-one instruments) and five mag-
netic tracks is drawn from the “Collective Concert” of the Groupe
de Recherches Musicales, which was performed at the Paris Con-
servatoire concert hall on 15 March 1963 under the direction of
Charles Bruck. The event was a gathering of musical proposals
(notated or on tape) with the aim of obtaining an entire concert
of nine proprietary works. Roughly one third of my composition
thus refers to proposals by several other composers such as Luc
Ferrari, Ivo Malec, and Michel Philippot, which have been rewrit-
ten or subjected to electronic manipulations.

Frangois-Bernard Mdche

ElettroVoce

The ElettroVoce Duo arose out of the collaboration of two com-
posers: Agata Zubel and Cezary Duchnowski. Both are charac-
terised by a unique approach to music: fascination with timbre,
expansion of performance resources, and eternal seeking. For
Zubel, who is also active as an avant-garde vocalist, it is a de-
sire to discover new means of vocal expression; for Duchnowski,
a search for new contexts for traditional instruments. This result-
ed in the use of the human voice and new possibilities afforded
by the computer.

ElettroVoce Duo has performed at numerous contemporary music
Festivals in Poland, Germany, Ireland, Italy, Belgium, the Nether-
lands, Switzerland, Ukraine, and Russia. Works in their rendition
(most often their own compositions) have been recorded on many
occasions by the Polish Radio, as well as presented by radio and
television broadcasters. In 2005 the artists received a special prize
for best ensemble with electronics at the prestigious Internation-
al Gaudeamus Interpreters Competition. In 2008, the Duo was
awarded the Wroclaw Music Prize for its record ElettroVoce.

/

Agata Zubel

Composer and singer, known for her unique vocal range and use
of techniques that challenge stereotypes, Agata Zubel gives con-
certs throughout the world and has premiered numerous new
works.

She is a champion of new music. She has cooperated with lead-
ing ensembles such as Klangforum Wien, Musikfabrik, Ensemble
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intercontemporain, Ictus, London Sinfonietta, Eighth Blackbird,
Seattle Chamber Players, San Francisco Contemporary Music
Players, Neue Vocalsolisten, Remix Ensemble, 2e2m Ensemble, as
well as the ORF Vienna Radio Symphony Orchestra, State Opera
in Hanover, Sinfonia Varsovia, Warsaw Philharmonic Sympho-
ny, National Polish Radio Symphony Orchestra in Katowice, and
many others.

As a singer and composer, Agata Zubel has cooperated with nu-
merous festivals, philharmonics, and opera companies as well as
leading ensembles such as the Walt Disney Concert Hall in Los
Angeles, Viennas Konzerthaus and Musikverein, Berlin's Kon-
zerthaus, Amsterdam’s Musikgebouw, Hamburg’s Elbphilharmo-
nie, the philharmonics of Berlin, Cologne, Luxembourg, Moscow,
Essen, London’s Royal Albert Hall and Royal Festival Hall, Porto’s
Casa da Musica, New York’s National Sawdust, Seattle Sympho-
ny, Chicago Symphony, Baltimore Symphony, LOpéra de Reims,
Warsaw Philharmonic, the philharmonics of Cracow, L6dz,
Szczecin, Gorzéw, Katowice, the National Polish Radio Sympho-
ny Orchestra, National Music Forum in Wroclaw, Grand Theatre
- National Opera in Warsaw, Cracow Opera, Wroctaw Opera,
and many others.

She has participated in leading festivals including the BBC Proms,
Wien Modern, Donaueschinger Musiktage, Festival Automne
in Paris, Warsaw Autumn, MaerzMusik, Summer Courses for
New Music in Darmstadt, Ultraschall in Berlin, Wittener Tage
fiir Neue Kammermusik, Huddersfield, Trans Art Festival, Avan-
ti! Festival in Porvoo, Other Minds Festival in San Francisco,
Beethoven Festival in Bonn, Musikprotokoll, Ankara Festival,
Klara Festival in Brussels, Festival of Electronic Music in Karls-
ruhe, Melos-FEthos Festival in Bratislava, Festival de Wallonie in
Mons, Wratislavia Cantans, Chopin and His Europe, Easter Lud-
wig van Beethoven Festival, Sacrum Profanum, Musica Poloni-
ca Nova, Musica Electronica Nova, Culture Nature in Katowice,
Chain, and many others.

She is a lecturer at the Music Academy in Wroctaw, where she
completed her postdoctoral studies in 2014. Her awards include
Merit for Polish Culture and Gloria Artis, as well as scholarships
from the Polish Ministry of Culture, Rockefeller Foundation,
Ernst von Siemens Foundation, and Kultur Kontakt in Austria.
She is a member of the Polish Composers’ Union.

Selected works (since 2005): Symphony no. 2 for 77 musicians
(2005), String Quartet no. 1 for four cellos and computer (2006),
Permissible Load for percussion and computer (2006), Cascan-
do for voice, flute, clarinet, violin and cello (2007), Of Songs for
voice, cello, choir and orchestra (2007), Between, opera / ballet
for voice, electronics and dancers (2008), Symphony no. 3 for
trumpet and symphony orchestra (2008-9), Not I for voice, cham-
ber ensemble and electronics, to words by Samuel Beckett (2010),
Oresteia, drama / opera for soloists, actors, choir, percussion and



electronics (2011), Suite for percussion trio (2011), Aphorisms on
Mitosz for soprano and ensemble, to words by Czestaw Milosz
(2011), The Streets of a Human City for ensemble (2011), Shades
of Ice for clarinet, cello and electronics (2011), Labyrinth for voice
and chamber ensemble, to words by Wistawa Szymborska (2011),
What is the Word for voice and chamber ensemble, to words by
Samuel Beckett (2012), Wounded Angel for double-bell trumpet
(2009-12), Percussion Store for percussion ensemble and or-
chestra (2012), Lullaby for mixed choir, to words by Shakespeare
(2013), In Between the Ebb of Thoughts and the Flow of Sleep for
voice, piano and string orchestra, to words by Tadeusz Dabrowski
(2013), IN for large symphony orchestra (2013), Cadenza for vi-
olin (2013), Where To for ensemble (2014), Violin Concerto for
violin and chamber orchestra (2014), Chapter 13 for soprano and
instrumental ensemble, to words by Antoine de Saint-Exupéry
(2015), Madrigals for five voices (2015), In the Shade of an Un-
shed Tear for orchestra (2016), Double Battery for instrumental
ensemble with optional augmented sound space (2016), The Al-
phabet of the Ars Brevis for two male voices (2016), Bildbeschrei-
bung, opera—form for two voices, instrumental ensemble and
electronics, to words by Heiner Miiller (2016), Cleopatra’s Songs
for voice and instrumental ensemble, to words by William Shake-
speare (2017), Mother Lode I-I1I, cycle of chamber works (2017),
Fireworks for large symphony orchestra (2018), Chamber Piano
Concerto for piano(s) and instrumental ensemble (2018), 3x3 for
instrumental ensemble (2019), Piano piano but not pianissimo for
piano(s) (2019), Friction for trumpet, trombone and tuba (2020),
Triptyque for instrumental ensemble (2020).

/

Cezary Duchnowski

Born in 1971 in Elblag, composer and pianist. He studied com-
position with Leszek Wistocki at the Karol Lipinski Academy of
Music in Wroctaw. He was one of the initiators of the Computer
Composition Studio at this Academy, where he currently teaches
computer music and composition.

He writes chamber and symphonic works, film and theatre music.
Since many years, he has focused on electroacoustic music. In
the ElettroVoce duo with Agata Zubel, he develops projects for
voice and electronics. As a great promoter of improvised mu-
sic, eagerly collaborating with jazz musicians and other artists
for whom live music-making is a life’s passion. With Pawel Hen-
drich and Stawomir Kupczak, he founded Phonos ek Mechanes,
an ensemble performing “human electronics,” a special type of
improvised electronic music in which computers are controlled
by acoustic instruments.

With Marcin Rupocinski, he has founded the Morphai group,
which undertakes interdisciplinary artistic initiatives.
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Selected works (since 2005): 10 1, 8 2, 6 3, 4 4 for string
quartet (2005), The Gate for symphony orchestra and computer
(2005), Beard for cello and computer (2005), Martha’s Garden,
chamber opera for female voice, actor, electronic media and in-
struments to a libretto by Piotr Jasek (2006), Sweater. Broadcast 3
for announcer and electronics (2008), Cello_net for cello octet
(2009), City Voices for symphony orchestra, choir and computer
(2009), Throw of Dice for three computers (2009), Stazione Termi-
ni, music for a Wroctaw Pantomime Theatre performance (2010),
151,242, 33 3 for violin, cello and electronics (2011), Cross-
fade for accordion, cello and electronics (2011), i for instrumen-
tal groups and electronics (2012), Fere vetus canticum for voice
and accordion (2012), The End of Poetry for voice, electric cello,
orchestra and electronics (2012), acc++ca for accordion and com-
puter (2012), Stone—River—Rhythm for four violas da gamba and
electronics (2013), Music of Spatial Forms for voice, cello, strings
and electronics (2013), Parallels for piano, MIDI keyboard, per-
cussion and cello (2014), Drone Music for instruments and elec-
tronics (2014), Symphony of Sets for instrumental groups and
electronics (2015), Sequenza I. Etude for Another Cymbal Strike
for cymbal and computer (2016), Ball of Spring Full Moon for
instruments and electronics (2017), cROSSFAJE 2 for accordion,
viola and electronics (2017), Upbeat (with Rafat Augustyn, 2018);
film and theatre music.

Whims for semantoabsorbing phonotyser
Whims for desemantric verbaphone
The ElettroVoce Duo has for nearly twenty years stayed on
the balance BETWEEN the oldest and the newest instruments.
Somewhere in BETWEEN, the human usually loses his/her voice
to give the machine a spirit. BETWEEN, there are often words, as
it makes sense for the voice. These words should be BETWEEN,
with some sense. Sense is where the listener is, listening in order
to lose sense and find it anew. Sense is the spirit of words, which
is hidden BETWEEN words. We shall play a question about
meaning and respond with sound, in order to hear the sense and
the spirit. If someone hears it, we see it in BETWEEN.

Agata Zubel and Cezary Duchnowski

/

Juliana Hodkinson

She studied musicology and philosophy at King’s College in Cam-
bridge, Japanese studies at the University of Sheffield, and holds
a PhD from the University of Copenhagen on the subject of si-
lence in music and sound art. She studied composition with Per
Norgard and Hans Abrahamsen, and resided for many years in
Denmark. She currently lives in Berlin.

Her work ranges from chamber music and intimate semi-staged
object pieces to large-scale electroacoustic orchestral works, and



often involves visual or theatrical elements. Installations, elec-
tronic performances, field recordings, samples, text, foley, and
soundtracks for fashion videos also figure in her recent work.
This set of interests has led her to develop collaborative practices
spanning ad-hoc freelance and large institutional frameworks, in-
cluding with the Danish ensemble Scenatet (formerly Ensemble
2000), Australian interdisciplinary arts group Aphids, and Kam-
merensemble Neue Musik, Berlin.

Her music has been commissioned by many ensembles, festivals
and arts organisations worldwide including Konzerthaus Berlin,
Interfilm Festival in Berlin, Chamber Made Opera in Melbourne,
Den Anden Opera and Operanord in Copenhagen, Spor Festival
in Aarhus, Berlin Festival, SWR, Odense Symphony Orchestra,
Orchestre Royal de Chambre de Mons, Scenatet, Zinc & Copper
Works, Lydenskab, Kammerensemble Neue Musik, BBC Scottish
Symphony Orchestra/Tectonics, Summer Courses for New Music
in Darmstadt, Louisiana Museum of Modern Art, Speak Percus-
sion, MaerzMusik, Borealis Festival, Esbjerg Ensemble/Klang-
spuren, Wittener Tage fiir Neue Kammermusik, Sonar Quartett
& Andreas Borregaard, Haus der Kulturen der Welt, Aber Dabei,
Phenix16, and Ars Nova.

She has held residencies in Japan (Daiwa Anglo-Japanese Foun-
dation) and Belgium (Pépinieres Européennes pour Jeunes Ar-
tistes), with the Odense Symphony Orchestra in Denmark, and
in April 2014, she was guest resident at the University of Boga-
zici, Istanbul. In 2015 she received the Carl Nielsen Award, one
of Denmark’s highest artistic accolades. She chaired the Dan-
ish Foundation for the Arts and was a member of the board of
the Danish Composers’ Union and the Initiative Neue Musik in
Berlin. Currently she is active at the Carl Nielsen Foundation.

Selected works (since 2005): Befall, preludes for four instru-
ments (2005), I Greet You a Thousand Times for orchestra and
video (2005), Ikke et hjem for baritone, guitar and playback (2007),
Wed Just Got Back from Outer Space, When There Was a Knock
at the Kitchen Door for two shengs, large orchestra and playback
(2008), Scrape for cello with metal plate (2009), When the Wind
Blows for piano and toys (2009), Transformation, soundtrack
(2010), Fish & Fowl, album and stage project (2010), Zeit Recht
Pflicht Bediirfnis Raum Freude und Sehnsucht for contrabass clar-
inet and electronics (2010), As We Know for speaker, percussion,
violin and cello (2010), Play for brass and electronics (2010),
Riickspiegel: eine Horsituation for baritone, chamber ensemble and
youth groups (2011), Versprengung for voice and instruments to
a film by Ulrich Polster (2011), All My Friends Really Are Superhe-
roes for horn and electronics (2011), Cozy Up, soundtrack (2011),
The Priest and the Shell for electronics (2012), Allerleirauh for elec-
tronics (2012), Prompt, immediate, now / very restrained and cau-
tious for clarinet, percussion, viola, cello and electronics (2013),
Ten Minutes Older for electronics (2013), Third-Millennium Heart
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for trumpet, electric guitar, toy piano, percussion and electronics
(2013), Turbulence, opera for soprano, actor and live electronics
(2013), Angel View for ensemble and electronics (2014), Is There
Something You Can Tell Us for string quartet (2014), Ring a Ring
for piano and pocket piano (2014), Paperweight Arcade, perfor-
mance with electronics (2014), ...can modify completely / in this
case / not that it will make any difference.... for electric guitar and
orchestra (2015), Lightness for percussion trio (2015), Mythology
Room, installation (2015), Stoneship, installation (2015), Play On
for horn, trombone, tuba and electronics (2015), Im gegenwirtigen
Tempo for trio and electronics (2015), Nothing Breaking the Loos-
ing, installation (2016), (something in capitals) for voices and in-
struments (2017), X & X (with Niels Rensholdt, 2017), Afgang
04.00, sound theatre (2017), And have now forgiven everything for
accordion and string quartet (2018), Thresh for three musicians
and video (2018), Pass for saxophone, accordion, double bass,
sound objects and audience (2018), Angel View: the Movie, film in-
stallation (2018), On/Off, electronic installation (2019), All Around
for surround orchestra and electronics (2019), Love, stage work for
voices, ensemble and electronics (2019), Recorded Delivery Video
Postcard 26, performance (2019), Grenzland for 12 voices (2020).

...can modify completely / in this case /

not that it will make any difference...

Written for Aart Strootman and the Danish National Cham-
ber Orchestra under conductor Henrik Vagn Christensen.
The world premiere took place on 27 November 2015 and marked
the presentation of the biannual Carl Nielsen and Anne Marie
Carl-Nielsen honorary prize. In 2016, Westdeutscher Rundfunk
commissioned an extension to the work, which was first per-
formed in the new version on 24 April 2016 at Wittener Tage fiir
Neue Kammermusik, with Aart Strootman and the WDR Sym-
phony Orchestra under Emilio Pomarico.

As in much of Juliana Hodkinson’s music, the piece explores
the traditional limits of music: everything, including the elec-
tric guitar, is being constantly modified. “The strings of the solo
electric guitar are re-rigged and massively detuned and retuned,
to achieve an extremely noisy and low bass register, as well as to
create meandering microtonal bends and slides. The music, and
even the instruments, are under modification the whole time,”
the composer writes. Embedded in the score are news headlines
from the months when the composer was working on the piece,
sonified in the music according to Morse code or converted
through other compositional devices. These initiatives “attempt to
create a relation between current events, their representations in
media and communications, and the material aspects of a musical
work,” or rather assume such relations while acknowledging that
they are hard to discern. The title comes from Hodkinson and
Troup’s chamber opera, Turbulence, where the words are spoken
by a pilot at the end of the opera.



...can modify completely / in this case / not that it will make
any difference... was broadcast live by the following radio sta-
tions: Danish Radio P2, BBC 3, Switzerland’s SRF 2 Kultur,
DeutschlandRadio Kultur, WDR3, and Iceland’s Ras 1.

/

Krzysztof Penderecki (1933-2020)

Born in 1933 in Debica, he studied philosophy, art history and
literature at the Jagiellonian University in Cracow. His first teach-
er of composition was Franciszek Skotyszewski. Between 1954
and 1958 he studied at the State High School of Music in Cra-
cow with Artur Malawski and, after Malawski’s death, Stanistaw
Wiechowicz. In 1959 three of his works: Strophes, Emanations,
and Psalms of David won the Polish Composers’ Union compe-
tition. In 1960 he captured the attention of Western critics with
Anaklasis, performed at the Donaueschingen Festival under
the direction of Hans Rosbaud. His international position was
consolidated in the 1960s with performances of works such as
Threnody to the Victims of Hiroshima (awarded at the UNESCO
International Rostrum of Composers in 1961), St Luke Passion
(Great Arts Award of the Land of North Rhine-Westphalia, 1966
and Prix Italia, 1967), and Dies irae (Prix Italia, 1968). In 1967 he
was also awarded the Sibelius Gold Medal.

Between 1966 and 1968, he taught at the Folkwang Hochschule
fir Musik in Essen while composing the opera The Devils of Lou-
dun (after Aldous Huxley), whose world premiere took place at
the Hamburg State Opera in 1969 (directed by Konrad Swinarski
and conducted by Henryk Czyz); it was later staged at theatres
throughout the world, and premiered in a new version in 2013 in
Copenhagen. His other highly acclaimed operas include Paradise
Lost (premiered in Chicago in 1978), The Black Mask (Salzburg
Festival, 1986), and Ubu Rex (Bavarian State Opera in Munich,
1991).

Penderecki served as Vice-Chancellor of the Academy of Mu-
sic in Cracow (1972-87). From 1973 to 1978 he lectured at Yale
University. Since 1973 he also pursued a highly successful career
as a conductor.

Penderecki’s long list of honours granted to him in Europe, Asia
and both Americas is too long to list them all here; it confirms
his position as one of history’s greatest composers (as he was
called in the comment to one of his awards). Accolades present-
ed to him in Poland include the Award of the Polish Compos-
ers’ Union (1970), Commander’s Cross with Star of the Order
of Polonia Restituta (1993), and the Order of the White Eagle,
Poland’s highest state decoration (2005). He has also received
state awards in Germany, Austria, France and Monaco, as well as
the Honegger (1977) and Sibelius (1983) Prizes, Premio Loren-
zo Il Magnifico (1985), Karl Wolftf Foundation Award in Israel
(1987), Grawemeyer Award (1992), Greatest Living Composer
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of the Year at the MIDEM in Cannes (2000), Romano Guardini
Award from the Catholic Academy in Bavaria (2002), European
Church Music Award during the Festival of European Church
Music in Schwibisch Gmiind (2003), State Award of the Land
of North Rhine-Westphalia (2002), and the 16th Preemium Im-
periale, bestowed by Prince Hitachi of Japan in Tokyo (2004).
In 1990 the Federal Republic of Germany honoured him with
the Great Cross of Merit, the only federal decoration of Ger-
many. From the same year, he has held the title of Chevalier de
Saint-Georges. In 2008 Krzysztof Penderecki (who was partly of
Armenian descent himself) was presented with the Gold Medal
of the Armenian Minister of Culture, and in 2009 with the Or-
der of Honour of Armenia (by the President of the Republic of
Armenia). The composer’s other honours include the honorary
citizenship of Strasbourg (1995); an honorary membership of
the American Academy of Arts and Letters (1998); the honor-
ary citizenship of his home city of Debica (2003); honorary doc-
torates or professorships from the Adam Mickiewicz University
in Poznan, Georgetown University in Washington, Tchaikovsky
Conservatoire in Moscow, Hong Kong Academy for Performing
Arts, Beijing Central Conservatory of Music, the universities of
Glasgow, Rochester, Bordeaux, Leuven, Belgrade, Madrid, Leip-
zig, Saint Petersburg, Yale, Seoul, and the Duquesne University
in Pittsburgh. He was a Fellow of the Royal Academy of Music
in London, member of the Accademia Nazionale di Santa Ce-
cilia in Rome, Royal College of Music in Stockholm, Akademie
der Kiinste in Berlin, and Academia Nacional de Bellas Artes in
Buenos Aires.

2013 saw the opening of the Krzysztof Penderecki European
Centre for Music in Lustawice, combined with the composer’s
80th birthday celebrations. In 2015 Krzysztof Penderecki was
granted the title of Honorary President of the Polish Composers’
Union.

Krzysztof Penderecki’s other passion was gardening. In the ar-
boretum that he established on his estate in Lustawice, he has
planted and cultivated several hundred varieties of trees. He died
on 29 March 2020 in Cracow.

Selected works (since 1990): Ubu Rex, opera buffa after Al-
fred Jarry (1990-91), String Trio (1990-91), Sinfonietta per archi
(1992), Symphony no. 5 (1992), Concerto for flute (or clarinet)
and chamber orchestra (1992), Clarinet Quintet (1993), Sin-
fonietta no. 2 for clarinet and strings (1994), Divertimento for
cello (1994), Symphony no. 3 (1988-95), Violin Concerto no. 2
Metamorphoses (1992-95), Clarinet Concerto (1992-95), Sym-
phony no. 7 Seven Gates of Jerusalem for soloists, speaker, three
mixed choirs and orchestra (1996), Serenade for string orchestra
(1996-97), Hymn to St Daniil for mixed choir and orchestra
(1997), Hymn to St Adalbert for mixed choir and orchestra (1997),
Credo for soloists, children’s choir, mixed choir and orchestra



(1998), Violin Sonata no. 2 (1999), Sextet for violin, viola, cello,
clarinet, horn and piano (2000), Concerto grosso for three cellos
and orchestra (2000-1), Piano Concerto Resurrection (2001-2),
Largo for cello and orchestra (2003), Concerto grosso no. 2 for
five clarinets and orchestra (2004), Symphony no. 8 Lieder der
Vergdnglichkeit for three voices, choir and orchestra (2004-5),
String Quartet no. 3 (2008), Three Chinese Songs for baritone and
orchestra, to words by Chinese poets translated by Hans Bethge
(2008), Concerto for horn and orchestra Winterreise (2007-9),
Kaddish for soprano, tenor, reciter, male choir and orchestra, to
words by Abraham Cytryn and the Bible (2009), “A Sea of Dreams
Did Breathe on Me...” - Songs of Reverie and Nostalgia for so-
prano, mezzo-soprano, baritone, choir and orchestra, to words
by Polish poets (2011), Concerto doppio for violin, viola and or-
chestra (2012), De natura sonoris no. 3 for orchestra (2012), Ada-
gio from Symphony no. 3 for string orchestra (2013), Quintetto
per archi for two violins, viola, cello and double bass (2013), Dies
illa for three soloists, three mixed choirs and orchestra (2014),
Concertino for trumpet and orchestra (2015), String Quintet
(2015), Polonaise for symphony orchestra (2015), Domine quid
multiplicati sunt for mixed unaccompanied choir (2015), String
Quartet no. 4 (2016), Symphony no. 6 Chinese Songs for baritone,
symphony orchestra and erhu (2017), Lacrimosa no. 2 for sopra-
no, women’s choir and chamber orchestra (2018), A Fanfare for
Free Poland for symphony orchestra (2019).

Eclogue Vil

The text of Virgil's song narrates a mysterious ritual by a young
girl, who tries to reignite love in her unfaithful lover. On the one
hand, it describes a series of magical actions, and on the other,
the very spell repeated at the end of each successive stanza works
as a refrain, which ritualises the narrative. The ritual’s stages are
marked by various formulas, initially soft ones, with the use of so-
called white magic (pharmaceutria alba): prayers to ancient gods
such as Apollo, Luna, and Venus, later moving to more radical or
downright dangerous formulas of so-called black magic (pharma-
ceutria nigra): poisonous herbs. The song’s last stanza brings good
news: the magic worked and the lover has returned.

In his interpretation of the text, Penderecki follows the dramatur-
gy of Virgil's poem, establishing a higher level of “purely musical
tensions: formal, expressive, and fonic (timbral),” to quote Bar-
bara Cisowska.' The sentences set to music by Penderecki often
become incomprehensible, various words—with the exception of
keywords—losing their layer of meaning. This happens through
superimposition, reordering, and intertwining of words, single
syllables and phonems. Abandoning the regularity of the ancient
hexameter, Penderecki “aims at enriching the text from the mu-
sical and sonoristic point of view, bestowing original articulation

! Barbara Cisowska, “Ecloga VIIL,” in Wspélczesnos¢ i tradycja w muzyce Krzysztofa Pen-

dereckiego (Cracow: Academy of Music in Cracow, 1983), 137-38.
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and therefore emphasising the crucial aspect of the work:
the text’s character and expression.”
In so doing, the composer obtains a musical equivalent of
the magic ritual, which he sets in two sharply defined semantic
parts. The first section, Katadesis, sets the first six stanzas of
the text, presenting the ritual up to its climax. The second sec-
tion, Apolysis, corresponds to the very conclusion of Virgil's song.
These Greek terms of casting and resolving the plot might seem
merely a reference to the dramaturgy and narrative of the ver-
bal-musical action. Yet katadesis and katadeo, “I bind,” can also
mean “spell,” “bind by casting a spell,” while apolysis in this con-
text can be understood as “breaking the spell,” “freeing oneself
from the bond” Etymology thus shows that bonding and break-
ing from bondage has a predominantly magical meaning here.?
In the timbral shaping of this form, the typical sonoristic music
principle dominates of juxtaposing textural and timbral struc-
tures: linear and vertical, dynamic and static. Their succession
is strictly governed by the textual content. The description of
so-called white magic is interpreted predominantly with linear
timbral structures, alluding to traditional polyphony: the static
structure that opens the work, an acoustic effect of breathing, can
be related to the imitazione della natura of the Baroque; the dy-
namic structure of the first refrain is parallel to punctualist coun-
terpoint; the structure from the third stanza is similar to Medieval
hocket.
The mood of peace and balance is also mapped by Penderecki
through the use of performing indications such as tempo del
respiro or sostenuto. Change is merely brought by the music of
the second stanza, where linear structures give way to a homo-
rhythmically chanted text marked energico. Here, Penderecki
anticipates the type of narrative that depicts the black magic ritu-
al in the fourth, fifth, and sixth stanza: sostenuto is replaced by
furioso, vivo, or agitato.
The concluding apolysis synthesises the earlier techniques, while
the last bars, mirroring the effect of the work’s opening, clearly
establish an arch-like structure of the entire work.
Eclogue VIII combines traditional contrapuntal techniques with
vivid, purely timbral experimentation. The work thus continues
Penderecki’s style known from works such as the Passion, Cos-
mogony, Canticum Canticorum, and Magnificat.

Agnieszka Draus

2 Ibid., 139.

? In many language families, “bonding” can also refer to casting magic: in Turkic and Ta-
tar languages bag, baj, boj signify both “sorcery” and “band, cord”; the Latin fascinum, “charm,
malefic spell” is related to fascia, “band, bandage”; Romanian legatura means “act of tying,
but also “to bewitch”; Sanskrit yukti, properly “to harness,” “to attach,” acquires the sense of
“magic means.” See Mircea Eliade, “The ‘God Who Binds’ and the Symbolism of Knots,” in
Images and Symbols: Studies in Religious Symbolism, trans. Philip Mairet (Princeton: Princeton
University Press, 1991), 114-15.
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Eclogue VIII

KATADESIS

Effer aquam et molli cinge haec altaria vitta
Verbenasque adole pinguis et mascula tura,
Coniugis ut magicis sanos avertere sacris
Experiar sensus; nihil hic nisi carmina desunt.
Ducite ab urbe donum, mea carmina, ducite Daphnim.
Carmina vel caelo possunt deducere Lunam,
Terna tibi haec prium triplici diversa colore
Licia circumdo, terque haec altaria circum
Effigiem duco, numero deus impare gaudet.
Ducite ab urbe donum, mea carmina, ducite Daphnim.
Necte tribus nodis ternos, Amarylli, colores;
necte, Amarylli, modo et ,Veneris” dic ,vincula necto”
Ducite ab urbe donum, mea carmina, ducite Daphnim.

Has olim exuvias mihi perfidus ille reliquit,
pignora cara sui, quae nunc ego limine in ipso,
terra, tibi mando, debent haec pignora Daphnim.
Ducite ab urbe donum, mea carmina, ducite Daphnim.
Has herbas atque haec Ponto mihi lecta venena
Ipse dedit Moeris nascuntur plurima Ponto
His ego saepe lupum fieri et se condere silvia
Moerim, saepe animas imis ezcire sepulcris
Atque satas alio vidi traducere messis.
Ducite ab urbe donum, mea carmina, ducite Daphnim.
Fer cineres, Amarylli, foras rivoque fluenti
Transque caput iace, nec respexeris. His ego Daphnim
Adgediar; nihil ille deos, nil carmina curat.
Ducite ab urbe donum, mea carmina, ducite Daphnim.

APOLYSIS

Aspice: corripuit tremulis altaria flammis
Sponte sua, dum ferre morot, cinis ipse. Bonum sit!
Nescio quid certe est, et Hylax in limine latrat.
Credimus? an, qui amant, ipsi sibi somnia fingunt?
Parcite, ab irbe venit, iam parcite, carmina, Daphnis.*

*  Publii Virgilii Maronis, Bucolica et Georgica. Tabulis Aeneis. Olim a Johanne
Pine... (London, 1774), 1:39-41.
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CASTING

Bring water forth; then round these altars twine
The sacrificial billet—burn thereon
Rich vervain and the strength of frankincense,
So I may seek by magic rites to turn
My love’s sound mind; only the charm I lack.
Bring Daphnis, O my songs, bring Daphnis home!
For charms have power to draw the moon from Heav'n,
First, I wind round thine image triple threads
Of three-fold hues, and three times lead it round
The altars. Gods unequal numbers love!
Bring Daphnis, O my songs, bring Daphnis home!
Now, Amaryllis, tie the three-hued knots
And say the while, “I tie fair Venus’ bands”
Bring Daphnis, O my songs, bring Daphnis home!

Long since the false one left as pledge with me
His cast-off garments—dear—for they were his.
I to the earth commit them—by the gate,
These pledges should bring Daphnis to my side,
Bring Daphnis, O my songs, bring Daphnis home!
Mceris himself gave me these herbs, and these
Most poisonous plants, gatherd in Pontus, where
They grow in plenty—by their magic power
Oft have I seen Mceris become a wolf
Hiding in woods, and from deep graves call forth
The shrinking ghosts, then charm the growing crops
From the sown fields, to other grounds transferred.
Bring Daphnis, O my songs, bring Daphnis home!
Bring ashes, Amaryllis, out of doors,
Throw oer thy head into the running brook.
Look not behind thee! I will now attach
Daphnis with these—he scorns both gods and charms!
Bring Daphnis, O my songs, bring Daphnis home!

RESOLUTION

Look how the ashes of themselves have clothed
With flickering flames the altars whilst I wait!
A lucky omen—tho’ I know not what—
And in the doorway, hear how Hylas barks.
May we believe, or do all lovers dream?
Now cease, my songs, for from the town at last, my
Daphnis comes!®

®  The Eclogues of Virgil in English verse. Translated by John William Mackail (Lon-

don: George Pulman & Sons, 1908).

s19sodwod / 0c:4| / 19quaydas gL / Aepliq

/47



s19sodwod / ¢4 | / 19quardas g / Aeplid

~
(6]
—

/

Aleksandra Kaca

Born in 1991, composer, songwriter, manager, Italian literature
scholar. She graduated in Italian studies from the Warsaw Univer-
sity while also studying culture production, journalism, and mul-
timedia at the LUMSA University in Rome. As a translator, she
has cooperated notably with the Fryderyk Chopin Institute, Cine-
ma Italia Oggi Festival (Warsaw’s Muranéw cinema and Cinecitta
LUCE), and the Manetti Bros. directors. She has also completed
postgraduate studies in Artistic Management (with the Warsaw
School of Economics) and holds a master’s degree in composition
from the class of Marcin Blazewicz and Krzysztof Baculewski at
the Fryderyk Chopin University of Music. She has also studied
composition with Simon Steen-Andersen and Niels Rensholdt
at the Royal Academy of Music in Aarhus, and has participat-
ed in composition masterclasses including Komposition-Inten-
sivwoche in Sauen (with Carola Bauckholt, Caspar Johannes
Walter, and Manos Tsangaris), Warsaw Autumn (with Bernhard
Lang and Pierre Jodlowski), and Donaueschinger Musiktage.

In her creative work, she focuses primarily on timbre. She uses
unusual juxtapositions, such as harp and piano in The Shad-
ow Line or soprano and baritone saxophone with electronics
in The Argument of Sleep. She tackles different musical genres.
She is the founder and leader of the FJORS ensemble (compo-
sition, voice, keyboards, electronics). She won the 1st Prize at
the 56th Tadeusz Baird Young Composers’ Competition, and
was supported by the Krzysztof Penderecki Academy Association
with the Music of Our Times programme for the recording (by
DUX) and publication (by PWM Polish Edition) of The Shadow
Line and Voliére II. Her works have been performed in the United
States, Denmark, and Poland, notably at Warsaw Autumn, Pulsar
Festival in Copenhagen, Panorama Festiwal in Aarhus, Krzysztof
Penderecki European Music Centre, Bydgoszcz Philharmonic,
and Nowy Theatre in Warsaw. As a member of improvisation col-
lectives, she has appeared in concert notably in Budapest (with
the UNITRA Trio with flutist Anna Karpowicz and performer
Marta Grzywacz), Containerklang in Cologne, Ad Libitum Fes-
tival at the Ujazdowski Castle Centre for Contemporary Art in
Warsaw, and Warsaw’s Sanatorium of Sound in the SPATIF Club
(ERROR Trio with Teoniki Rozynek and Zaneta Rydzewska).
Since 2019, she has managed the Hashtag Ensemble cooperative,
specialising in contemporary music performance. In 2015, she
founded the composers” group gen~.rate with Teoniki Rozynek,
Zaneta Rydzewska, and Rafal Ryterski, organising the New Music
Concerts cycle (2015-17) and the polysensory show EMBODY
(2018). In February 2020, she participated in the Creators Con-
ference forum of the ECSA in Brussels.



Selected works: The Shadow Line for harp, piano and cello
(2014), Mémoire de lombre for cello (2015), Limites for string
quartet and multipercussion (2015), Flarleegur for violin and viola
(2016), Voliére II for clarinet, cello and double bass (2017), Re-
flecting Pool for ensemble (2017), Motion Blur for viola, accordion
and electronics (2017), The Argument of Sleep for saxophones and
electronics (2017), Unseen for ensemble, lights, video mapping
and electronics (2018), Common Ground for ensemble and elec-
tronics (2018), infinite blue for cello, symphony orchestra and live
electronics (2019-20), rilievo for orchestra and electronics (2020).

rilievo
The starting point of my work was Yves Klein's cycle Reliefs, which
oscillates between painting and sculpture. Its expressive textures
remind me of relief maps and lunar landscapes, using nuanc-
es within the same colour: an intense pink or a saturated blue,
known as International Klein Blue. I found them particularly in-
teresting from a musical point of view.

Aleksandra Kaca

/

Mauricio Kagel (1931-2008)

One of the most outstanding personalities of modern music,
he was born in Buenos Aires and died in Cologne. He studied
philosophy and literature, but as a composer he was mainly self-
-taught. He began composing in 1950, seeking musical ideas
that opposed the neoclassical style dictated by the Perén govern-
ment. In 1957 he went to Germany on a DAAD student grant
and settled in Cologne. He became immediately and perma-
nently involved in the contemporary music network as a mem-
ber of the so-called second generation of Darmstadt composers.
From 1958 he participated in the Darmstadt Summer Courses,
where he later lectured. In 1974 he became professor of new mu-
sic theatre at the High School of Music in Cologne. He was one
of the founders of the Ensemble for New Music in Cologne and
worked at the electronic studios in Cologne, Berlin and Utrecht.
From the very beginning his name was associated above all with
music theatre, the genre in which he perhaps exerted the greatest
impact. Besides his radical innovations in this area, however, he
also developed a highly personal aesthetics in his absolute music.
Kagel’s creative output is enormous. It encompasses not only
stage, orchestral and chamber music in an extremely wide range
of instrumental settings, but also film scores, radio plays, and
essays.

Throughout its broad spectrum, his music reveals a breach with
all forms of academicism as well as close ties to tradition, es-
pecially to the German tradition. Imagination, originality and
humour were the hallmarks of this multimedia artist. With in-
exhaustible powers of invention, Kagel made use of a very wide
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array of expressive devices that, although often caustic and pro-
vocative, are always placed at the service of musical discourse. He
required performers to express more the dramatic than the purely
musical content of a given work, to become actors or mimes, and
ordered them often to comment verbally on their playing. In his
later works, he developed dramatic content from the very sound
material (as in Match, where two cellos play a game against each
other, with percussion as referee).

Kagel's numerous films are more than documentary recordings
of his stage works: they are characterised by a dominance of
the visual over the musical, evident in his idiosyncratic nota-
tion. His most famous film is Ludwig van, produced by the WDR
in 1970.

Selected works (since 1985): Pan for piccolo and string quar-
tet (1985), Sankt-Bach Passion for soloists, choir and large or-
chestra (1981-85), Ein Brief, concert scene for mezzo-soprano
and orchestra (1985-86), Mitternachtsstiick for voices and in-
struments (1986), Music for keyboard instruments and orchestra
(1987-88), Quodlibet for female voice and orchestra (1986-88),
Phantasiestiick (1987-88), Les idées fixes, rondo for orchestra
(1989), Fragmente Ode for double choir, winds and percussion
(1989), Zwei Akte, Grand Duo for saxophone and harp (1989),
Liturgien for solo voices, double choir and large orchestra (1990),
Nordosten from Die Stiicke der Windrose for salon orchestra
(1990), Opus 1.991, concerto work for orchestra (1990), Nord-
westen and Siidosten from Die Stiicke der Windrose for salon
orchestra (1991), Konzertstiick for drums and orchestra (1992),
Etude no. 1 for large orchestra (1992), Passé composé, piano
rhapsody (1993), Episoden, Figuren, solo for accordion (1993),
String Quartet no. 4 (1993), Siidwesten, Westen and Norden
from Die Stiicke der Windrose for salon orchestra (1993), Inter-
view avec D. for Mr. Croche and orchestra, to words by Claude
Debussy (1995), Schattenklinge, three works for bass clarinet
(1995), Lart bruit, solo for two (1995), A deux mains, impromptu
for piano (1995), Etudes no. 2-3 for large orchestra (1996), 1898,
chamber symphony for voices and instruments (1996, rev. ver-
sion of a work from 1972-73), Orchestrion-Straat for chamber
ensemble (1996), Auftakte, sechshindig for piano and two percus-
sion (1996; version for two pianos and two percussion Auftakte,
achthdndig, 2003), Eine Brise for 111 bikers, musically enriched
sports event in the open (1996), Ragtime a trois for violin, cello
and piano (1997), Playback Play, news from a musical fair, radio
work (1997), Orgelmusik zu vier Handen (1997), Duodramen for
voices and orchestra (1998), Impromptu no. 2 for piano (1998),
Semikolon, action with bass drum (1999), Schwarzes Madrigal
for voices and instruments (1999), Entfiihrung im Konzertsaal,
musical report from an incident (1999), Burleske for baritone sax-
ophone and choir (2000), Quirinus’ Liebeskuss for vocal ensemble
and instruments (2001), Broken Chords for large orchestra (2001),



Piano Trio no. 1 (2001), Double Sextet for ensemble (2001), Con-
certo for flute, harp, percussion and strings (2002), Der Turm zu
Babel, melodies for voice (2002), Andere Gesiinge, intermezzi for
soprano and orchestra (2003), Magic Flutes, interrupted perpetual
canon for 12 performers (2004), Vorzeitiger Schlussverkauf, un-
finished memoirs of a sound engineer, radio play (2004), Fremde
Tone und Widerhall for orchestra (2005), Capriccio for two pian-
0s (2005), Linvention dAdolphe Sax for saxophone quartet and
chamber choir (2006), Divertimento?, farce for ensemble (2006),
Quasi niente for closed mouths (2007), In der Matratzengruft for
tenor and instrumental ensemble (2007-8).

Film music (since 1980): Blue’s Blue (1981), mm 51 (1983), Sze-
nario: Un chien andalou (Bufiuel/Dali) (1982), Er, tv movie based
on the radio fantasy Rrrrrrr... (1984), Dressur (1985), Mitter-
nachtsstiick (1987), Répertoire (1989), Bestiarium (2000).

Vox humana?
Born in Argentina, at the same time as my mother tongue,
Spanish, I learned Ladino: the language of Spanish Jews since
the Middle Ages, which differed very little from literary Spanish
in the fourteenth and fifteenth century. Only later, after the expul-
sion of Jews from Spain, Jewish themes became more present in
this poetry, and not unlike Yiddish, words originating from other
Mediterranean countries where Jews settled were “hispanised”
Since I had to learn Hebrew for my bar mitzvah, with my broth-
ers we came up with a secret coded language, of which we were
quite proud. It was a mixed tongue: we notated Spanish words in
Hebrew script. For a long time, we corresponded in this language,
only to learn years later that we had not invented anything origi-
nal: in fact, we intuitively replicated the habit of many Sephardic
erudites from Spanish times, and even the later era. Despite its
rigid syntax and archaic expressions, Ladino is not a museum
tongue. It retains a latent tension versus the Spanish language,
which is continuously modified and modernised. This stems from
the use of Ladino as a reservoir of epic poetry, which has been set
in music ever since the sixteenth century. As long as a language
remains in contact with folk music, it cannot grow old but needs
to remain vivid and timeless.
In the anthology of Judeo-Spanish songs, edited in 1973 by Isaac
Levy (vol. 4), I found a poem from which I borrowed the first
stanza: Madres amargadas Embittered mothers / Non sospirés mas
Do not sigh / Non seran pedridas Will not be lost / Vuestras la-
grimas Your tears. I have paraphrased these verses, which appear
at the end of my cantata through a loudspeaker placed next to
the conductor like a soloist. The narrator remains invisible during
the performance and speaks to a microphone behind the stage.
The sopranos and altos choose words freely from their own in-
vented language or from a repertoire of Ladino words.

Mauricio Kagel
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The text is in Ladino (a language originally used by Jews in medieval

Spain and still heard today).

Speaker

Madres. Non sospirex.

Madres. Non, non sospirex.

Non sospirex mas.

Madres. Madres amargadas seran
pedridas.

Vuestras lagrimas, madres
amargadas,

Non seran pedridas.

Madres. Vuestras lagrimas.

Madres pedridas. Non.

Non sospirex mas.

Madres!

Madres?

Madres?!

Madres...

Women'’s choir

Non!

Speaker

Mothers. Do not sigh.

Mothers. No, do not sigh.

Do not sigh any longer.

Mothers. Embittered mothers
will be lost.

Your tears, embittered mothers,

Will not be lost.
Mothers. Your tears.
Lost mothers. No.

Do not sigh any longer.
Mothers!

Mothers?

Mothers?!

Mothers ...

Women'’s choir

No!

This text is a paraphrase of the first stanza of Madres amargadas,

an anonymous song text that appears in the anthology Chants judéo-

-espagnols, ed. Isaac Levy (Jerusalem, 1973).

Madres amargadas
Non sospirex mas.
Non seran pedridas
Vauestras lagrimas.

Embittered mothers
Do not sigh.

Your tears

Will not be lost.



Choir

En cadenas non bivir la paz
humana

y llorar el coragén en sangre,
coragon.

Las cadenas, el muerir,
la verglienga mia,

La vergiienga, la sangre tuya es
mi sangre.

Bivir dolores cadenas vergiienga
con Did,
coragén, amar y llorar y muerir.

Amar y llorar y muerir:
espantos, los dolores con Did.

Con el coragdn y con tu alma,
alma de Di6, palomba mia.

Tus palavras en mis lavios, mis
palavras y la paz,

los arvoles humanos y mis lavios
sin amar.

Sangre mia sangre tuya, en el alma
y los lavios, con la voz humana.

Alma: con mi alma muerir
y sin alma bivir.

Vergiienga, vergiienga,
la vergiienga vergiienca,
palavra de espanto de espanto.

Gritar: la palavra vergiienga es mi
espanto

con mi espanto gritar y llorar, mi
alma.

La vergiien¢a non,
non con el gritar,
con el gritar de mi espanto ah!

La palavra con sangre sangre,

con el gritar de mi espanto

las cadenas, con cadenas, tus
cadenas...

Choir

Not live in shackles human
peace

and weep your heart in blood,
heart.

Shackles, death, my
shame,

shame, your blood is my

blood.

To live in pain shackles shame
with God,
heart, love and weep and die.

Love and weep and die:
dread, pain with God.

With heart and with your soul,
soul of God, my dove.

Your words on my lips, my words
and peace,

human trees and my lips without
love.

My blood your blood, in the soul

and on the lips, with human voice.

Soul: die with my soul
and live without soul.

Shame, shame,
shame shame,
word of dread dread.

Yell: the word shame is my
dread

with my dread yell and weep, my
soul.

Shame not,
not with yelling,
with the yelling of my dread, hah!

The word with blood blood,

with the yelling of my dread

shackles, with shackles, your
shackles...
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La paz di6 con Did,
si did tu Did dié.

En cadenas non bivir la paz
humana

y llorar el coragén en sangre,
coragon.

Las cadenas, el muerir,
la vergiien¢a mia,

La vergiienga, la sangre tuya,
la palomba sin paz.

Llorar sin paz mi Did,
bivir sin paz mi Di6.

Llorar, muerir, gritar y muerir,
gritar y bivir, gritar sin paz.

Ah! Di6: La vergiiencal

Sin la voz, sin la voz mia,
mi voz, la voz bumana.

En: en tus lavios mi prizién

de voz humana, en la prizién,

con tu alma, amar sin voz,

sin tu sangre, sin oracion, sin
vergiienca.

Bivir sin paz, paz humana,
paz de prizidn, en cadenas.

Espanto di6, dié con Di6,
Di6 sin alma, en la vergiienca dio,
Dié en tus lavios, la voz

humana?

Palavras: la prizion, gritar,
dolor y sangre, vergiienga de llorar,
las cadenas, ah!

Es muerir de espanto, en mis lavios
el alma tuya, ay!
Sin ti, dolores, ah Did!

La prizion, en cadenas, paz!
vergiienga, almas en paz,
gritar, palomba mia, coragon.

Peace came with God,
if came your God came.

Not live in shackles human
peace

and weep your heart in blood,
heart.

Shackles, death, my
shame,

shame, your blood,
the dove with no peace.

Weep with no peace my God,
live with no peace my God.

Weep, die, yell and die,
yell and live, yell with no peace.

Oh God: the shame!

With no voice, without my voice,
my voice, human voice.

On: on your lips my prison

of the human voice, in prison,

with your soul, love with no voice,

without your blood, with no
prayer, no shame.

Live with no peace, human peace,
peace of prison, in shackles.

Dread came, came with God,

God with no soul, came with
shame,

God on your lips, human voice?

Words: prison, yell,
pain and blood, shame of crying,
shackles, hah!

It is to die of dread, on my lips
your soul, hah!
Without you, the pain, oh God!

Prison, in shackles, peace!
shame, souls in peace,
yell, my dove, heart.



Muerir, muerir con espanto

y sin los arvoles, alma,

y sin tu voz.

De la sangre humana Dio,
llorar y gritar sin Did,

y tus lavios sangre aman, Dio.

Cadenas, priziones, espantos,
alma, sangre, muero yo.
Non! Non?

Con cadenas non bivir la paz
humana
y llorar el cora¢dn en sangre.

Las cadenas, el muerir sin voz,
los arvoles humanos y mis lavios
muertos.

Sin amar coragén: muerir,
sin amar coragdn, sin gritar con
mi voz

es muerir en prizion.

Arvoles son mis palombas del alma,

arvoles son palombas del alma,

son lavios en sangre, cadenas,
dolores.

Llorar es gritar: vergiienga!

Vergiienga sin alma, vergiienga,

llorar es gritar sin muerir,

verglienga, vergilienga sin alma,
vergiienga!

Bivir, amar sin Did,
sin alma, con sangre!

En cadenas non bivir la paz
humana de vergiienca
y llorar el cora¢én en sangre, si.

Con el cora¢én en ti, en mis lavios,
es el grito mio, dolores muertos
en mi espanto.

Si los dolores mios lloran sangre,

mueren sangre con tu sangre,

con tu sangre de palomba

mis espantos gritan arvoles de
espanto ah!

Die, die with dread

and without trees, soul,

and without your voice.

God of the human blood,
weep and yell without God,
and your lips love blood, God.

Shackles, prisons, dread,
soul, blood, I die.
No! No?

Not live in shackles human
peace
and weep your heart in blood.

Shackles, die with no voice,
human trees and my dead
lips.

Heart with no love: die,

heart with no love, not yelling
with my voice

is to die in prison.

Trees are my doves of the soul,

trees are doves of the soul,

are lips in blood, shackles,
pain.

To weep is to yell: shame!

Shame with no soul, shame,

to weep is to yell without dying,

shame, shame with no soul,
shame!

To live, to love with no God,
with no soul, with blood!

Not live in shackles the human
peace of shame
and weep your heart in blood, yes.

With the heart in you, on my lips,
it is my yell, dead pain in my
dread.

If my pain weeps blood,

it dies blood with your blood,

with your dovish blood

my dread yells trees of dread,
hah!
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Arvoles de espanto, arvoles
de gritos,

arvoles de sangre, arvoles
de cora¢on.

Gritar es tu oracion de espanto,
oracién del alma, oracion

de muerte,
oracion con Dio.

En cadenas non bivir la paz
humana

y llorar el coragén en sangre con
mi grito.

Con el coragén en ti el grito mio,

si los dolores mios lloran sangre,

mueren sangre con mi sangre de
palomba,

yo te grito paz, con la paz, con la
paz,

con la paz en mi, paz en mi
vergiienga,

con la paz y con la paz vergiienga!

Dié mi Di6 me dié Dié
mi Di6 me di6 dolores, espantos,
palavras humanas, con la vergiienca.

Di6 mi Di6 me dié mi Did,
en la vergiienga mi Dié mi Dié

me dié
alma con sangre, alma con sangre,
con la sangre, con la sangre de mi Did,
con la sangre de Di6, con la sangre,
la sangre de mi Di6, con la verglienga,
mi di6 con verglienga, alma con Di6
vergiienga di6, alma con Did.

Oraci6n: oraciones por la paz

y por la paz humana,

oraciones por la paz, oraciones
de paz

y por la paz humana, oraciones

por la paz y por la paz humana

y por la paz humana y por la paz
humana.

Oraciones de paz

o la sangre de mi Di6
por la paz humana,
la sangre de Di6,

Trees of dread, trees of
yell,

trees of blood, trees of
heart.

Yell is your prayer of dread,

prayer of the soul, prayer of
death,

prayer with God.

Not live in shackles human
peace

and weep your heart in blood
with my yell.

With the heart in you my yell,

if my pains weep blood,

they die blood with my dovish
blood,

I yell you peace, with peace, with
peace,

with peace in me, peace in my
shame,

with peace and with peace shame!

God my God gave me God
my God gave my pain, dread,
human words, with shame.

God my God gave me my God
gave me shame my God my God
soul with blood, soul with blood,
with blood, with the blood of my
God,
with the blood of God, with blood,
blood of my God, with shame,
gave me shame, soul with God
gave shame, soul with God.

Prayer: prayers for peace

and for human peace,

prayers for peace, peace
prayers

and for human peace, prayers

for peace and for human peace

and for human peace and for
human peace.

Peace prayers

or the blood of my God
for human peace,
blood of God,



y por la paz humana
la sangre de Did.

Y llorar llorar,
y llorar y bivir.

Ay! ay! llorar
ay! y llorar y bivir.

En cadenas non bivir la paz
humana,

las cadenas, en cadenas non bivir
non,

las cadenas non bivir non.

Es mi vergiienga, sangre, coragén,
es gritar espanto y non bivir!
non bivir, ay!

Speaker

Madres. Non sospirex.

Madres. Non, non sospirex.

Non sospirex mas.

Madres. Madres amargadas seran
pedridas.

Vuestras lagrimas, madres
amargadas,

Non seran pedridas.

Madres. Vuestras lagrimas.

Madres pedridas. Non.

Non sospirex mas.

Madres!

Madres?

Madres?!

Madres...

Choir

Non!

and for human peace
blood of God.

And weep weep,
and weep and live.

Oh! oh! weep
oh! and weep and live.

Not live in shackles human
peace,

shackles, in shackles not live
no,

shackles not live no.

It is my shame, blood, heart,
it is to yell dread and not live!
not live, hah!

Speaker

Mothers. Do not sigh.

Mothers. No, do not sigh.

Do not sigh any longer.

Mothers. Embittered mothers
will be lost.

Your tears, embittered
mothers,

Will not be lost.

Mothers. Your tears.

Lost mothers. No.

Do not sigh any longer.

Mothers!

Mothers?

Mothers?!

Mothers...

Choir

No!

Translated from Ladino by
Wojciech Botikowski
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Agata Zubel
- see page 35

ElettroVoce
- see page 35

Tom Pauwels

Born in Bornem, Belgium, in 1974, he studied classical guitar in
Brussels, Cologne, and Munster with Albert Sundermann, Hu-
bert Képpel, and Reinbert Evers, respectively. In 1995, during his
studies at the Brussels Conservatoire, he was the cofounder of
Black Jackets Company, a Brussels collective of composers and
performers. Ever since these early experiments he has been ac-
tive in the field of contemporary music, both on the classical and
electric guitar.

From 1999 until 2001 he was a regular member of Champ d’Ac-
tion, the Antwerp-based ensemble for experimental music. Since
2002 he has been the artistic coleader for the new music ensem-
ble Ictus in Brussels. Project-wise, he performs with the Lon-
don-based Plus—Minus ensemble.

He has recorded works by Paul Craenen, Helmut Lachenmann,
Matthew Shlomowitz, Stefan Van Eycken, Christophe Guiraud,
and Christopher Trapani as well as by Helmut Oehring, Keiko
Harada, Fausto Romitelli, and Georges Aperghis with Ictus En-
semble (for Cypres).

After a five-year research project on new music for guitar he
became a Laureate of the Orpheus Institute with the thesis De
Echo van ‘t Saluut. In 2002-17 he taught new music for guitar
at the Conservatoire of Ghent, where he developed an advanced
master programme with emphasis on contemporary chamber
music in collaboration with the Spectra ensemble and Ictus.

His broad interest in performance has led to collaborations with
choreographers as Xavier Le Roy (Mouvements fiir Lachenmann),
Maud Le Pladec (Professor, Poetry, and Concrete), and Andros
Zins-Browne (The Funerals).

proMODERN

The group was founded by leading vocal soloists who share
a passion and skill for interpreting the most demanding works
by present-day composers. During their seven years in existence,
the vocal sextet released two albums, recorded music for two
others, presented the world premieres of 28 compositions (in-
cluding miniatures, larger a cappella forms, vocal-instrumental
pieces, and works for voices with orchestra as well as nine differ-
ent song cycles), performed in concert at festivals and at the in-
vitation of leading cultural centres, including most of Poland’s
philharmonics.

proMODERN has won four Polish music industry Fryderyk
awards: in the Choral, Oratorio and Opera Music Album of
the Year category and for Best Recording of Polish Music for



their debut album Where Are You? Pieces from Warsaw (2015)
as well as for Contemporary Music Album of the Year and Best
Recording of Polish Music for their second album, proMODERN
Shakespired (2018). A composition by Philip Lawson, written on
a commission for the group, reached 20,000 streams on Spotify.

Grzegorz Lukawski

Born in 1969, he graduated from the State High School of Thea-
tre in Cracow. Since 1994, he has worked at the Juliusz Stowacki
Theatre in Cracow. He has appeared notably in Aleksander
Ostrowski’s Our Man directed by Valery Fokin (1994), Ramén
Maria del Valle-Inclan’s Divine Words directed by Bartosz Szy-
dtowski (1998), Anton Chekhov’s Platonov directed by Grzegorz
Wisniewski (2000), Roger Vailland’s Heloise and Abélard direct-
ed by Agata Duda-Gracz (2001), Fyodor Dostoevsky’s The Idiot
directed by Barbara Sass (2002), Maciej Wojtyszko's Bulgakow
(2002), Albert Camus’s Caligula directed by Agata Duda-Gracz
(2003), Stanistaw Wyspianski’s The Wedding directed by Géza
Bodolay (2007), Wtadystaw Reymonts The Promised Land di-
rected by Wojciech Koécielniak (2011), Mikhail Lermontov’s
Masquerade directed by Nikolai Kolada (2013), and Honoré de
Balzac’s Cousin Bette directed by Malgorzata Warsicka (2016).

POLISH RADIO CHOIR

Founded in October 1948 by Jerzy Gert, the Polish Radio Choir
performs both a cappella music and vocal-instrumental works,
representing diverse styles and historical periods, with particular
emphasis on Polish music.

Besides concertising, the Choir makes recordings for the Polish
Radio and Television as well as CD recordings for Polish and
international record labels. It has given world premiere per-
formances of works by the leading contemporary Polish com-
posers including Witold Lutostawski, Henryk Mikotaj Gérecki,
Krzysztof Penderecki, Wojciech Kilar, as well as authors of
the younger generation including Agata Zubel, Aleksander
Kosciow, Pawel Lukaszewski, Andrzej Kwiecinski, and Szymon
Godziemba-Trytek.

The Choir has appeared regularly at numerous festivals in Po-
land and abroad, including Wratislavia Cantans, Ludwig van
Beethoven Easter Festival, Festival of World Premieres in Ka-
towice, Warsaw Autumn, Poznan Music Spring, Festival of Polish
Music in Cracow; Sacrum Profanum, Gaude Mater in Czestocho-
wa, Schleswig-Holstein Music Festival, Rossini Opera Festival,
Settimana di Monreale, New Sounds Festival, and the Europalia
Festival in Brussels. The Polish Radio Choir cooperates on a reg-
ular basis with the Polish National Radio Symphony Orchestra
in Katowice, Polish Radio Symphony Orchestra, New Music Or-
chestra, and Beethoven Academy Orchestra.

Until March 2012 the Choir’s activities were carried out within
the structures of the Polish Radio. Following an agreement in
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October 2012, the brand and development of the Polish Radio
Choir were taken over by the Sonoris Foundation. In January
2020, a new contract established the Polish Radio Choir Foun-
dation in Cracow as the ensemble’s managing entity. The Choir is
led by Maria Piotrowska-Bogalecka.

Maria Piotrowska-Bogalecka

She graduated in choral conducting and music education from
the Karol Szymanowski Music Academy in Katowice before
completing postgraduate studies in music theory at the Music
Academy in Cracow. She also studied at the Kodaly Institute of
the Ferenc Liszt Music Academy in Budapest, and has participat-
ed in masterclasses in Poland and internationally, including with
Eric Ericson in Haarlem, the International Kodaly Seminar in
Kecskemét, and Studium Chorale Masterclass for Choral Con-
ductors in Maastricht.

She was awarded the 1st Prize and Edmund Mackowiak Special
Award at the 11th National Choral Conductors’ Competition
in Poznan. She has received several bursaries from the Polish
Ministry of Culture and National Heritage, Marshal of the Sile-
sian Voivodeship, and Mayor of Chorzéw. In 2009 she received
the Marshal of the Silesian Voivodeship Award. She is the founder
(2007) and artistic director of the Contento Core Vocal Ensem-
ble. In 2012, she obtained a PhD in choral conducting, and in
2014 published the book Decorum et varietas. Psalms in vocal and
vocal-instrumental music of the Polish baroque. Currently she is
assistant professor at the Chair of Choral Conducting of the Mu-
sic Academy in Katowice.

She was the coordinator of the KoChAM Music Academies’ In-
ternational Choir Festival in 2015, and was the Silesian region cu-
rator for the Singing Poland government programme, organised
by the National Music Forum in Wroctaw (2015-17). Since 2017,
she has been the choirmaster of the Polish Radio Choir, becoming
its artistic director in 2018.

NATIONAL POLISH RADIO SYMPHONY ORCHESTRA
IN KATOWICE

The National Polish Radio Symphony Orchestra in Katowice
(NOSPR) was founded in 1935 in Warsaw by Grzegorz Fitel-
berg, who led it until the outbreak of the Second World War. In
1945, the Orchestra was revived in Katowice by Witold Rowicki.
In 1947, the post of artistic director was taken again by Grze-
gorz Fitelberg. After his death in 1953, the Orchestra was headed
respectively by Jan Krenz, Bohdan Wodiczko, Kazimierz Kord,
Tadeusz Strugala, Jerzy Maksymiuk, Stanistaw Wistocki, Jacek
Kaspszyk, Antoni Wit, Gabriel Chmura and, once again, Jacek
Kaspszyk. In September 2000, Joanna Wnuk-Nazarowa became
General and Programme Director of the NOSPR. From 2012 to
August 2019 Alexander Liebreich was Chief Conductor and Ar-
tistic Director of the NOSPR.



In September 2018, Ewa Bogusz-Moore took up the post of Gen-
eral and Programme Director of the NOSPR. In September 2019,
Lawrence Foster became Chief Conductor and Artistic Director
of the NOSPR.

Apart from archive recordings for the Polish Radio, the Orchestra
has recorded more than 200 CDs, winning accolades such as Dia-
pason d’Or, Grand Prix du Disque, and International Classical
Music Awards, among many others. Many famous conductors
and soloists have appeared with the NOSPR all over the world.
The Orchestra has implemented numerous projects, such as
the Marathon of Gorecki’s Music, Kilar Music Train, and Mar-
itime Music Voyages.

Winner of 2018 ICMA Special Award, the NOSPR has organ-
ised the Culture Nature Festival in Katowice since 2015, as well
the Festival of World Premieres — Polish Modern Music since
2005.

Monika Wolinska

She began her musical education at the age of six, eventually
graduating in violin, vocal-instrumental ensemble conducting
(Music Academy in Bydgoszcz), and symphony and opera con-
ducting (in the class of Ryszard Dudek at the Music Academy
in Warsaw). She has participated in masterclasses led notably by
Kurt Masur, Pierre Boulez, Antoni Wit, and Gabriel Chmura. In
2015, she completed her postgraduate studies in management at
the University of Warsaw. She is Assistant Professor at the Fry-
deryk Chopin University of Music in Warsaw, where she heads
the symphony and opera conducting class.

She made her conducting debut in 2004 at the Lucerne Festival,
where she worked with Pierre Boulez. For many years, she has
been assistant to Jerzy Semkow, as well as Krzysztof Penderecki
for the 2007/8 season. In 2003-9 she cooperated with the War-
saw Music Academy Symphony Orchestra. In the 2007/8 season,
she was the permanent conductor of the Sinfonia Iuventus. In
2012, she made her recording debut with the Sinfonia Varsovia,
with an album of the complete symphonic poems of Eugeniusz
Morawski that garnered universal praise and was nominated to
a 2013 Fryderyk Award.

In 2013-17, she was artistic director and conductor of the Gorzéw
Philharmonic Orchestra, with which she recorded the Bronistaw
Kaper / Jan A.P. Kaczmarek — Meeting CD in 2015. In 2016,
she received the Success Award of the Rotary Club in Gorzéw
Wielkopolski for promoting the city in Poland and abroad. In
2018, she received the special prize of the Mayor of Chetm for
lifetime achievement. In 2017, she was shortlisted with five oth-
er female conductors from around the world to attent the 2017
Hart Institute for Women Conductors at the Dallas Opera. In
2011 she was awarded with the Medal of Merit for Polish Culture,
and in 2020 she received the prestigious Gloria Artis Medal from
the Polish Minister of Culture and National Heritage.
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Monika Wolinska is active on concert stages throughout
the world, working with many renowned orchestras in Europe,
Asia, and America. She is an active promoter of modern music,
appearing on many occasions at Warsaw Autumn Festival and
concerts from the Generation cycles. Between 2013 and 2017,
she was the artistic director of the Wojciech Kilar Contemporary
Music Festival.
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Olimpiada muzyczna (Musical Olympics) (2020)**
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KWARTLUDIUM

The ensemble was founded in 2002, bringing together Dagna
Sadkowska (violin), Michal Gérczynski (clarinet, bass clarinet),
Pawel Nowicki (percussion instruments), and Piotr Nowicki
(piano). From the very beginning Kwartludium has focused on
performing new music, created especially for its unique instru-
mental lineup. An important place in the ensemble’s work is also
occupied by contemporary improvised music. The ensemble’s
repertoire includes graphic and intuitive compositions by lead-
ing exponents of new music such as Karlheinz Stockhausen,
Roman Haubenstock-Ramati, Bogustaw Schaeffer, Cornelius
Cardew, and Dubravko Detoni. The ensemble has several dozen
Polish and world premieres to its credit, and has given concerts
in the United States, United Kingdom, Italy, Belgium, the Neth-
erlands, Germany, Denmark, Finland, Slovakia, Ukraine, Russia,
Turkey, Australia, and South Korea. The musicians have appeared
at festivals including Warsaw Autumn, Dialogue of Four Cultures
in £6dz, Unsound in Cracow and New York, Ensemble Europa
in Cologne, C3 in Berlin, Open Form in Copenhagen, Loop in
Brussels, Nuove Musiche in Palermo, Contrasts in Lviv, Codes
in Lublin, Musica Polonica Nova in Wroclaw, Musica Moderna in
L6dz, Laboratory of Contemporary Music in Warsaw, Audio-Art
and Ad Libitum in Warsaw, New Music Days and Avant Days
in Gdansk.

In 2007 Kwartludium was awarded a scholarship under the Min-
istry of Culture and National Heritage’s Young Poland pro-
gramme. The ensemble has made three recordings released by
the DUX label and one, in cooperation with Michat Jacaszek,
released by the British label Touch. In 2015 Requiem Records re-
leased Hammond Project, a recording made by the ensemble with
the organist and composer Dariusz Przybylski. In 2009 Kwart-
ludium, alongside 21 of the most interesting ensembles specialis-
ing in contemporary music, took part in a prestigious European
project, Re:New Music, promoting selected European composers.
In 2012 the ensemble was invited to join another European pro-
gramme, New Music:New Audiences.

Olimpiada muzyczna (Musical Olympics)

is the discovery of a sound structure hidden in physicality, in
the relations between instrument and body, and in the phe-
nomenon of Olympic games as a set of sound actions. Motion is
the basis of sound: to play a note, you need to move your body,
diaphragm, finger, or hand. This is the inescapable foundation of
all music. If the body is the foundation, is the fact that a musician
is “focused” on playing, with his or her body ready to jump, ex-
pressing unique articulation, not a source of utmost inspiration?
An instrument controlled by such a physically oriented musician
becomes particularly plastic: a tool of a different, physical ex-
pression leading to extraordinary sound discoveries. The Musi-
cal Olympics, presented at Warsaw Autumn by the Kwartludium



ensemble, are thus an experimental field of expression on the bor-
derline between physicality, sound, and the performer. Sound
action versus the power of muscles; the state of the body versus
the imagination of sound; sport-like tension versus the meaning
of the sound structure.

Michat Gorczynski (Kwartludium)
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Austrian Cultural Forum
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Partner of the event: Austrian Cultural Forum
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Moderator: Aleksandra Bilinska

The meeting will be held in Polish and English.



Saturday / 19 September / 15:00

Austrian Cultural Forum
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Workshop coorganised by Polish Composers’ Union - Youth Circle
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Partner of the event: Austrian Cultural Forum
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Composition workshop:
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Coordinator: Aleksandra Biliniska

Active participation restricted to preselected composers;
free entry for the audience (limited number of seats)

The workshop will be held in English.



Saturday / 19 September / 19:30
Witold Lutostawski Polish Radio
Concert Studio

LIVE

NEW MUSIC ORCHESTRA
(ORKIESTRA MUZYKI NOWEJ)

72
\ Szymon Bywalec conductor

Partner of the concert: Goethe-Institut
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riss 1 (2015-2016), riss 2 (2014), riss 3 (2016)*
for ensemble /73

* first Polish performance of the whole cycle
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Mark Andre
Born in 1964 in Paris, he studied composition with Claude Bal-
lif and Gérard Grisey at the Conservatoire National Supérieur
de Paris, and subsequently with Helmut Lachenmann at
the High School of Music in Stuttgart. He has been awarded nu-
merous prizes and scholarships, including the Ernst von Siemens
Foundation’s Composers’ Prize (2002). He has twice been award-
ed the Donaueschinger Musiktage Orchestral Prize: in 2007 for
...auf... 3 for orchestra and live electronics and in 2015 for ziber
for clarinet, orchestra and live electronics. In 2017 he received
the Culture Award of the German Catholics.
In 2009 he was appointed professor of composition at the Carl
Maria von Weber High School of Music in Dresden. In 2012 he
was a fellow at the Institute for Advanced Studies (Wissenschafts-
kolleg) in Berlin. He is a member of the Academy of Arts in Ber-
lin, the Saxon Academy of Arts, and the Bavarian Academy of
Fine Arts in Munich.

Holger Slowik

Selected works (since 2000): kanon for contrabass clarinet,
double bass and prepared piano (2000), ...als... I for bass clar-
inet, cello and piano (2001), ...als... 2 for bass clarinet, cello,
piano and live electronics (2001), kontra-etiide for voice, cello /
double bass and bassoon (2001), asche for bass flute, bass clarinet,
viola, cello and piano (2004), ...zu... for string trio (2003-5), zu
staub for seven instruments (2005), durch for soprano saxophone,
percussion and piano (2004-5), ...auf... I for orchestra (2005-6),
...hoc... for cello and live electronics (2005-6), ni for chamber
ensemble (2006), ...auf... 2 for orchestra (2007), ...auf... 3 for
orchestra and live electronics (2007), iv 2 for cello (2007), ...es...
for chamber ensemble (2008), iv 3 for clarinet (2008), iig for en-
semble and electronics (2008), kar for string orchestra (2008-9),
iv 4 for flute, oboe, clarinet and tuba (2008-9), iv 7 for contra-
bass clarinet (2008-9), iv 6a for trumpet (2009-10), iv 6b for
trumpet (2009-10), iv 8 for string trio (2009-10), ...hij... I for
orchestra (2010), iv 1 for piano (2010), iv 9 for flute, oboe and
clarinet (2010), da for chamber ensemble (2010-11), iv 11 for pi-
ano (2011), S1 for two pianos (2012), Zwischenraum for ensemble
(2012), e for cello (2012), iv 5 for oboe (2012), ...hij... 2 for 24
voices and electronics (2012), Az for ensemble (2013), e 2 for cel-
lo and double bass (2013), iv 12 for soprano saxophone (2013),
wunderzaichen, opera (2013), ensof for mixed choir (2014), iv 13a
for string quartet (2014), iv 14 for two guitars (2014), riss 2 for
ensemble (2014), 3 for six voices (2015), S2 for percussion (2015),
§3 for piano and electronics (2015), iiber for clarinet, orchestra
and electronics (2015), an for violin and orchestra (2015), iv 11c
for piano (2015), riss I for ensemble (2015-16), riss 3 for ensem-
ble (2016) Echographie for orchestra (2016), woher... wohin for
orchestra (2015-17), Atemwind for clarinet (2017), ...hin... for
harp and orchestra (2018), iv 15 - Himmelfahrt for organ (2018),



iv 16 for tuba (2018), selig sind... for clarinet and electronics
(2018), Drei Stiicke fiir Ensemble (2019), rwh 1 for ensemble and
electronics (2019), iv 17, eight miniatures for soprano and piano
(2019), ...hin... version for harp and ensemble (2020).

riss 1-3

Mark Andre carefully explores sound phenomena, frequently
penetrating the boundaries of audibility in his music. About his
work as a composer, he says: “I am interested in the problem of
interspace in music composition, by which I mean spaces which
are frequently concealed or extremely fragile, situated between
opposites.” In his cycle riss (scratch, crack, fissure) Andre sets out
to discover those spaces. A “crack” is a space “in between,” simul-
taneously separating and uniting elements which mutually belong
with one another.

Work on the opera Wunderzaichen (2011) took Andre to Jeru-
salem, where he met the theologian Margareta Gruber, whose
essay Der Vorhang zerreifst (The Veil is Torn) and its interpreta-
tion of the double meaning of the veil of the temple being torn
in two (in the Gospel of Mark) made a considerable impression
on the composer and provided an impulse for composing riss,
the piece which later became the central part of the eponymous
cycle.

The dialectic of closeness and distance, of God’s presence and
absence in the New Testament, is, for Andre, the key motif of
Gruber’s writings. In his music the sound similarly “fades” or
“vanishes,” as he puts it, but is at the same time electrifyingly
present. Faith is at the centre of his output, even though riss is
not sacred music. The composer explains:

Vanishing and fading are the fundamental categories in this music, in
terms of concept and of the composition technique. I explore the music
in the processes described by means of these categories, as well as what
comes afterwards. I look for what remains, lingers on and can still be per-
ceived after the disappearance of the sound, as long as we use our abilities
and sensitivity courageously to open up to that presence. In riss this con-
cerns all the types of layers in sound/time/action, as well as the typologies
which organise the music, and the formal concept of the works. We expe-
rience the powerful revelation of the most frail and intimate interspaces
and cracks. The categories of vanishing and fading refer to the double
loss of the Nazarene Christ: on Golgotha and in Emaus (Luke 24:30-31),
which attains a transcendental and eschatological dimension.

Krzysztof Kwiatkowski
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NEW MUSIC ORCHESTRA

(ORKIESTRA MUZYKI NOWEJ, OMN)

Poland’s oldest contemporary music ensemble, founded in 1996,
it first worked under the baton of its founder, Aleksander Lason.
Since 2006, under its current artistic director Szymon Bywalec it
has gradually transformed from a group of students enthusiastic
about contemporary music into a professional ensemble which
can perform even the most complex scores.

OMN is constantly developing its abilities, preparing perfor-
mances under the guidance of outstanding Polish and foreign
composers such as Helmut Lachenmann, Louis Andriessen, Kaija
Saariaho, Per Norgérd, Bent Serensen, and others. OMN also in-
vites excellent soloists (Jakob Kullberg, Ashot Sarkissjan, Marco
Blaauw, Michelle Marelli, Rafat Zambrzycki, and Agata Zubel)
as well as conductors specialising in new music (Daniel Kawka,
Frangois-Xavier Roth, Jean Deroyer, Christopher Austin, Steven
Loy, Ivan Buffa, and Wojciech Michniewski).

OMN has performed with the musicians of Court Circuit, Ensem-
ble Orchestral Contemporain, Melos Ethos Ensemble, Quasars
Ensemble, Musikfabrik, as well as sound producers from IRCAM,
Experimentalstudio des SWR, and Tempo Reale. The Orchestra
has given nearly 200 world premieres and numerous first Pol-
ish performances of the most outstanding contemporary works,
including Pierre Boulez’s Répons and Dérive 2, Helmut Lachen-
mann’s Mouvement, Fausto Romitelli’s Index of Metals, Beat
Furrer’s Still, Rebecca Saunders’s Skin, Per Norgard’s Momen-
tum, Kaija Saariaho’s Notes on Light, Klaus Huber’s Erinnere dich
an Golgatha, Louis Andriessen’s La Giro, Tristan Murail’s Win-
terfragments and Le Lac, Brian Ferneyhough’s La Chute d’Icare,
Simon Steen-Andersen’s Black Box Music, and many others.

The Orchestra regularly performs at major festivals such as War-
saw Autumn, Musica Polonica Nova, International Festival of
Cracow Composers, Festival of Premieres “Polish Modern Mu-
sic,” Nostalgia Festival, Warsaw Music Encounters, Culture Na-
ture in Katowice, Beijing Modern, Melos-Etos, Klang Festival,
Bridges Festival, New Music Marathon, Velvet Curtain, Anima
Mundi, Hindsgavl Festival, as well as in many leading centres of
music life such as Oslo, Paris, Mons, Freiburg, and Tallinn.
OMN has released several dozen concert and studio albums,
including under such labels as Anaklasis, Aurora, Decca, Dux,
CD Accord, PWM Edition, and Polish Composers’ Union
(ZKP-POLMIC). Many of them have been critically acclaimed
in Italy, France, Denmark, and Great Britain, the United States,
winning awards such as P2-Prize 2012 of the Danish Radio, Piz-
zicato Supersonic Award in Luxembourg, as well as ICMA and
Fryderyk nominations. OMN’s recordings for Polish radio won
recommendations at the International Rostrums of Composers
in Paris and Amsterdam. In 2018 the Orchestra featured on five
albums in PWM Edition’s 36 CD collection 100 for 100 - Musical



Decades of Freedom, which won a Fryderyk Award in the follow-
ing year.

For many years OMN has taken part in Polish and internation-
al projects in the fields of art and education, collaborating with
Europe’s leading new music ensembles and institutions that pro-
mote contemporary music (as part of the projects Re:New Music
and New:Aud). The Orchestra also initiates and organises inter-
disciplinary projects presented outside the typical concert hall
environment, making use of multimedia and state-of-the-art
technologies. Since 2014 OMN has held its own concert cycle at
the NOSPR Chamber Hall in Katowice.

Szymon Bywalec

He graduated with honours in orchestra and opera conducting
from the class of Jan Wincenty Hawel at the Academy of Music
in Katowice. In 2006-13, he was artistic director of the Karol Szy-
manowski Academic Symphony Orchestra in Katowice, where
he worked with renowned conductors such as Gabriel Chmura,
Takuo Yuasa, Arturo Tamayo, Jacek Kaspszyk, Krzysztof Pen-
derecki, and Paul McCreesh. He is also a graduate of the Acad-
emy of Music in Cracow, where he studied the oboe with Jerzy
Kotyczka.

He perfected his technique in the masterclasses of Gianluigi
Gelmetti (2001) and Lothar Zagrosek (2002) on a scholarship
to Siena’s Accademia Musicale Chigiana. He also participated in
conducting masterclasses taught notably by Gabriel Chmura, Kurt
Masur, Zoltan Peskd, and Pierre Boulez. He won the 1st prize
at the 2nd National Review of Young Conductors in Biatystok
(1998) and two special prizes in the Grzegorz Fitelberg Interna-
tional Competition for Conductors in Katowice (1999). He has
held several scholarships from the Polish Ministry of Culture. In
2014 he received the Honorary Award of the Polish Composers’
Union for his contributions to the promotion of Polish contem-
porary music.

Bywalec is the artistic director and permanent conductor of
the OMN New Music Orchestra, which he has directed at
various contemporary music festivals including the Warsaw
Autumn, Wroctaw’s Musica Polonica Nova and Musica Elec-
tronica Nova, Bratislava’s Melos-Ethos, Lviv’s Velvet Curtain 2,
Pawel Szymanski Festival in Warsaw, Beijing Modern, Vienna’s
Bridges, Hindsgavl Festival in Denmark, and Klang Copenhagen
Avant-Garde Music Festival. He also regularly conducts the Pol-
ish National Radio Symphony Orchestra (NOSPR) in Katowice.

He has led more than a hundred world and Polish premieres,
recorded extensively for Polish Radio (with OMN), and conduct-
ed OMN on its first album, nominated for the 2003 Fryderyk
Award of the Polish Phonographic Academy. For his CD dedi-
cated to the music of Weronika Ratusinska (with OMN, under
the DUX label), he received the Pizzicato Supersonic Award in
2009. His recording of Pawet Szymanski’s Three Songs to Words
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by Trakl received a recommendation at the International Ros-
trum of Composers in Paris (2007), while Magdalena Dtugosz’s
Gemisatos (with Sinfonia Varsovia) and Ewa Trebacz’s things lost
things invisible performed under his baton received the same ac-
colades in 2009. In 2013 his CD of cello concertos by Scandina-
vian composers (Norgard, Nordheim, and Saariaho, with cellist
Jakob Kullberg) won the Danish Radio’s Lyt til Nyt Pris for 2012.
The year 2016 saw the release of Decca’s CD recorded with OMN
and clarinettist Michelle Marelli.

In 2013-16 Szymon Bywalec was the artistic director of the Musi-
ca Polonica Nova festival. He has conducted many philharmonic,
radio, and chamber orchestras in Poland and abroad.






Saturday / 19 September / 22:30
Pardon, To Tu

LIVE

/ Warsaw Autumn Hits the Club

Ida Lundén voice, electronics
Hubert Zemler percussion, electronics

80\

Krzysztof Ptak sound projection

Partner of the event: Pardon, To Tu




Ida Lundén
Han (2003)*

for voice and tape
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Hubert Zemler
Prady telluryczne (Telluric Currents) (2020)**

for percussion and electronics

** first performance
* first Polish performance
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Ida Lundén

Composer and performer active mainly in the fields of chamber,
electronic and improvised music. In the last few years she has at-
tracted attention with her highly imaginative works and frequent-
ly unusual combinations of instruments such as old answering
machines with percussion, or bass singers with double basses.
Her concerts and performances have formed the core of projects
such as Vev, Ghosting, and Orgel. Her work Songs My Mothers
Taught Me was nominated for the Nordic Council Music Prize
2016. In 2011-13 she was composer-in-residence at the Swedish
Radio P2.

Her music has been performed at festivals such as Musica Nova
in Helsinki, Klang in Copenhagen, Piano+ in Karlsruhe, Tokyo
Jazz Festival, and Nordic Music Days. She regularly cooperates
with musicians, choreographers, and artists in other disciplines.

Selected works: DadoDado for guitar (2003), Han for voice and
tape (2003), Susa Donker Low for eight basses and four double
basses (2013), Verktum for piano and electronics (2014), Songs
My Mothers Taught Me for cello and electronics (2013), Orgel
for nine hanging organs, installation (with Johanna Martensson,
2016), Tyskamossarnas Sugluft for flute and ensemble (2017),
Ba-ro-me-ter for piano and electronics (2018), BVM] for cham-
ber orchestra and improvising orchestra (2019), Vev for six large
noise machines (with Johanna Martensson, 2019).

Han
Written in 2003, when I inherited a pile of EP records from my
grandparents, all by the same religious song performer, Artur
Eriksson. While listening to them I realised that he was invaria-
bly singing the praises of another man, Jesus. I decided to single
out all the sections where he sang the words “He” and “Him,” and
make a piece of music out of that material. For the Warsaw con-
cert I have added two other pieces to go with the original Han.
One is an excerpt from a work titled BVM] (my grandmother’s
initials). This fragment is called Han sjunger (He Sings) and is
based on a song that both my grandma and Artur Eriksson used
to sing. The other accompanying piece is also based on material
taken from Artur Eriksson, more sound-like, but still focusing on
one word only: Stjdgrneljus (Starlight).

Ida Lundén

/

Hubert Zemler

Born in 1980 in Warsaw, he is a percussionist, composer and
improviser freely moving between different musical styles and
categories; a highly regarded performer of new music; jazz drum-
mer; author of crossover solo albums combining avant-garde,
electronics and ethnic music, as well as soundtracks for films and



cartoons. He has collaborated with artists such as Felix Kubin,
Todd Barton, Jon Gibson, Evan Ziporyn, Gyan Riley, John Til-
bury, Agusti Fernandez, Wactaw Zimpel (LAM trio), Piotr Kurek
(Pietnastka), Kamil Szuszkiewicz (Zebry a Mit, Istina, Zvanai),
Piotr Bukowski (Opla), Hashtag contemporary music ensemble,
and Mitch&Mitch band.

Selected works: The Ballad of B 20, impression on the theme
of Wtodzimierz Kotoniski’s Efude concréte (Study on One Cym-
bal Stroke) (2019), Telluric Currents for percussion (2020); music
for cartoon films from the Lost Museum series: Tapestries (2017),
A Royal Dream (2018); film music.

Discography: Moped (2011), Gostak & Doshes (2014), Pupation
of Dissonance (2016), Melatony (2017), Groove 8 (2018), Kreatura
(with Szabolsc Esztényi, 2018), Zemiter (with Marcin Dymiter,
2019), Obertasy (with Piotr Bukowski, 2019).

Prady telluryczne (Telluric Currents)
The music consists of harmonic and coloristic layers produced
exclusively on membranophones. Suitably tuned drums, with
a little support from electronic sound modulation devices, gen-
erate sound structures which go far beyond the musical qualities
hitherto attributed to percussion instruments.

Hubert Zemler
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Sunday / 20 September
/ 11:00 and 16:00

Museum of Warsaw

Ck

/ Little Warsaw Autumn

86\

Sirens Room:

Katarzyna Smoluk-Moczydtowska, Agata Harz siren songs
Pawet Romanczuk dan bau, theremin, shruti box, harmony
whirlies, ashbory bass, slide flute

Patriotic ltems Room:

Igor Gawlikowski, Jedrzej Kuziela hanging percussion
instruments

Portrait Room:

Marek Otdakowski, Maciej Rodakowski stone and clay
instruments (percussion and winds), stone-sounding mechanisms
Clocks Room:

Robert Nizinski clock-sounding percussion instruments

(bowls, dome bells, metronomes)

Marcin 0249 recordings

Jakub Niedzwiedz sound projection

Partners of the project: Museum of Warsaw, Society of Authors ZAiKS

& it ZAIKS



Pawet Romanczuk

Eksponuty (Exhibitones) (2020)**
concert/installation

(Warsaw Autumn commission with the support by
Society of Authors ZAiKS)

** first performance

00:91 pue gp:L| / Joquardas gz / Aepuns

~
(ee]
~J




s19sodwod / 00:9| pue 0| | / Joqwadas gz / Aepung

(00}
[e0)
_—

Pawet Romanczuk

Born in 1975, musician and composer. Since 2006, he has
embarked on a quest for atypical sound sources. Founder of
the Wroctaw-based groups Small Instruments, within which he
develops his own artistic ideas. He has authored music for over
20 films and theatre shows, publishing his work on 14 LPs, SPs,
CDs, and DVDs in Poland, Japan, and France, playing over 300
concerts throughout Europe and Asia. To date, he has gathered
a unique collection of over 600 atypical musical instruments,
which he uses for his concerts, recordings, and publications.

He has cooperated notably with Rafal Augustyn, Chris Baldwin,
Pierre Bastien, Sebastian Buczek, Joanna Bronistawska, Pawel
Czeputkowski, Cezary Duchnowski, Pawet Hendrich, Stawo-
mir Kupczak, Piotr Kurek, Margaret Leng Tan, Svitlana Nianio,
Robert Nizinski, Paul Preuser, Mateusz Rybicki, Jacek Sotomski,
Ghedalia Tazartes, Mariusz Wilczynski, Andrzej Zateski, Evan
Ziporyn, and Jean-Marc Zelwer. He also works with ensem-
bles such as Cinema Teather, Transfuzja (Bauer, Duchnowski,
Orzechowski), Ksiezyc, In-Between (Cezary Duchnowski and
Kostas Georgakopulos), and Za Siédma Gora.

He has appeared at many of the leading music and film festivals
throughout Poland (including Warsaw Autumn, Musica Polonica
Nova, Festival of Tradition and Avant-Garde “Codas”, World Mu-
sic Days, Industriada, Animator, New Horizons) as well as inter-
national events including the Huddersfield Contemporary Music
Festival, Davos Festival, and SchulzFest Brno. He coauthored
the programme of Wroclaw’s European Culture Capital in 2016.

He builds his own instruments, sounding structures, and sound
installations. As a researcher, he pursues instruments lore, their
history and structure. In 2010, he authored the first history of
the toy piano; in 2013, he wrote the manual Home Experimenta-
tion with Musical Instruments, published jointly with the Small
Instruments ensemble album Samordbka, dedicated to education
in DYI experimentation with musical instruments. With a work-
shop of 20 participants, he has prepared a collection of works
for the Gruppo di costruzione record, his second project with
the PozyTywka Foundation.

He runs workshops, presentations, lectures, and authors exhibi-
tions dedicated to musical instruments and sound experimen-
tation. He has performed over 100 workshops in Poland and
abroad, including at the Massachusetts Institute of Technology
in Boston. He is also active as an educator with disabled people.

In 2017, he was awarded the Mayor of of Wroctaw’s Medal for
his contribution to local culture. He has received scholarships
from the Polish Ministry of Culture and National Heritage and
the Mayor of Wroclaw.

Discography: Antonisz (2009), Small Instruments Play Cho-
pin (2010), My 8 Words (2011), Chemistry and Physics (2011),
Music Box (2012), Samorébka (2013), Kartacz (2013), Faces of



non-existent town (2014), Walce w Walce (2015), Awakening
(2016), Carp’s Head (with Ghedalia Tazartes and Andrzej Zateski,
2016), Gruppo di costruzione (2017), Tango (2018), Art Impossible
(2019).

Eksponuty (Exhibitones)
—or exhibits? What can really be found in a museum? Can an ex-
hibition of exhibits be a starting point for creating, playing, and
listening to music? I think about how collections are gathered:
objects united in a single place but devoid of their original func-
tion. If the numerous objects, gathered for years in the Small In-
struments workshop, were treated as a collection, we would stop
hearing them, just as no-one pops into the Cabinet of Clocks to
check the time. By transferring a selected group of instruments
for a moment from Small Instruments’ Wroctaw workshop to
the Museum of Warsaw, we shall match the character of the mu-
sic and type of sound source with the content of the latter’s ex-
hibition. Surely, this will not lend a new activity to the “Things
of Warsaw;” but might enable us to see (hear?) them from a new
perspective, add a new dimension, and subject museum exhibits
to a perception test.

Pawel Romariczuk
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Austrian Cultural Forum
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Partners of the event: Goethe-Institut, Austrian Cultural Forum
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Meet the composer:
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Moderator: Krzysztof Kwiatkowski

The meeting will be held in Polish and English.



Sunday / 20 September / 15:00

Austrian Cultural Forum
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Workshop coorganised by Polish Composers’ Union - Youth Circle
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Partners of the event: Goethe-Institut, Austrian Cultural Forum
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Composition workshop:
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Lecturer: Mark Andre
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Coordinator: Aleksandra Biliniska

Active participation restricted to preselected composers;
free entry for the audience (limited number of seats)

The workshop will be held in English.



Sunday / 20 September / 19:30
ATM Studio

LIVE
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KWADROFONIK:

Emilia Sitarz piano

Barttomiej Wasik piano

Magdalena Kordylasinska-Pekala percussion
Piotr Maslanka percussion

Kamil Keska sound projection

The work Stowik i kamie# (The Nightingale and the Stone) by

Grazyna Pstrokonska-Nawratil has been cofinanced by the Minister

of Culture and National Heritage’s Culture Promotion Fund within

the Composing Commissions programme, implemented by the Institute
of Music and Dance.

Culture institute of music and dance

11l "



Peter Ablinger

Voices and Piano no. 3: Lech Watesa (2002)
for piano and CD

(Performer: Bartlomiej Wasik)

Sam Pluta
Seven Systems (2015)*

for two pianos, two percussion and electronics

Peter Ablinger

Voices and Piano no. 5: Hanna Schygulla (2003)
for piano and CD

(Performer: Bartlomiej Wasik)

Kuba Krzewinski

Contre no. 2 (2019)

for piano and gran cassa
(Performers: Lutostawski Piano Duo)

Peter Ablinger

Voices and Piano no. 17: Ezra Pound (2003)
for piano and CD

(Performer: Emilia Sitarz)

Grazyna Pstrokonska-Nawratil

Stowik i kamien

(The Nightingale and the Stone) (2020)**
for two pianos and two percussion

from the cycle Reportages

(Warsaw Autumn commission)

Peter Ablinger

Voices and Piano no. 19: Pier Paolo Pasolini (2003)

for piano and CD
(Performer: Emilia Sitarz)

** first performance
* first Polish performance
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Peter Ablinger
Born in Schwanenstadt, Austria, in 1959, he first studied graphic
arts and became enthused by free jazz. He completed his stud-
ies in composition with Gosta Neuwirth and Roman Hauben-
stock-Ramati in Graz and Vienna. Since 1982 he has lived in
Berlin, where he has initiated and conducted numerous festi-
vals and concerts. In 1988 he founded Ensemble Zwischentone.
In 1993 he was a visiting professor at the University of Music
and Performing Arts in Graz. He has been guest conductor of
Klangforum Wien, United Berlin, and Insel Musik Ensemble. In
2013-17 he held the post of research professor at the Universi-
ty of Huddersfield. His works have been performed at the Ber-
liner Festwochen, Wiener Festwochen, festivals in Darmstadt,
Donaueschingen, Istanbul, Los Angeles, Oslo, Buenos Aires,
Hong Kong, London, and New York. His installations have been
presented at the Offenes Kulturhaus Linz, Diézesanmuseum
Koln, Kunsthalle Wien, Neue Galerie der Stadt Graz, Kunsthaus
Graz, Akademie der Kiinste Berlin, Haus am Waldsee Berlin, and
the Santa Monica Museum of the Arts, among others.
Peter Ablinger is one of the few artists today who use noise with-
out any kind of symbolism - not as a signifier for chaos, energy,
entropy, disorder, or uproar; not for opposing something, or be-
ing disobedient or destructive, but for itself. Peter Ablinger has
also come a long way in questioning the nature of sound, time,
and space (the components usually thought central to music).
His findings have jeopardised and made dubious conventions
usually thought irrefutable. These insights pertain to repetition
and monotony, reduction and redundancy, density and entropy.
“Sounds are not sounds! They are here to distract the intellect and
to soothe the senses. Not once is hearing ‘hearing’: hearing is that
which creates me”” Peter Ablinger is, as Christian Scheib once put
it, a “mystic of enlightenment” whose “calls and litanies are aimed
at cognition” At the same time, the composer is also a skeptic
who understands the cultural rules and (destructive) habits en-
forced by tradition: “So let us play further and say: sounds are
here to hear (but not to be heard. That's something else). And that
hearing is here to be ceased (‘Das Horen ist da um aufzuhoren’).
More I can't say”

Christian Baier, trans. Bill Dietz

Selected works:

Cycles: Weiss/Weisslich for various media: instruments, instal-
lations, objects, electroacoustic media, prose, soundless music
(1980-99), Stiicke 1989-94, pieces for 1 to 25 instrumentalists
and seven voices (1989-94), Sehen und Horen, photographs, pro-
jections (since 1995), IEAQV for instruments and electroacoustic
media; pieces related to specific locations (since 1994), Instru-
mente und Rauschen for instruments and noises from a CD
(since 1994), Quadraturen for electroacoustic media, ensembles
and orchestras (since 1994), Das Buch der Gesdnge, acoustic



photographs (since 1997), Voices and Piano for piano and CD
(since 1998), Klinge auf Papier, objects laid out on paper (since
1999), Opera/Werke, operas, installations, concerts and other ar-
tistic forms (since 2000), Orte, installations (since 2001), Instru-
mente ¢ for instruments and other sources of sound (since 2006),
Augmented Studies (since 1983).

Other works: 10 kleine Stiicke for six voices (1995, 2002), Uber-
setzungen 1-8 for rubber and cardboard (1997), Grundierungen
1-6 for organ (1997), Hotel Deutsches Haus for bass flute, English
horn, clarinet and CD (2000-1), 1-127 for electric guitar and CD
(2002), Altar for speakers, microphones, headphones, electronics,
cello and orchestra (2002-3), Akt/Riickenansicht for actors and
CD (2003), 3 Easy Pieces, installation (2003-4), 6 Linien for pi-
ano (2004), From Inside Out for window display, microphone and
speaker (2004-6), Ohne Titel 1-10 for any instruments (2005),
11 Intermezzi aus Opera/Werke, “Das Orchester” for orchestra
and CD (2005), Kleine ‘Publikum’ Suite for ensemble, comput-
er-operated keyboards and CD (2005), “Tanz’ aus Das Publikum/
Stadtoper Graz for two pianos, nine instruments and CD (2005),
Gehorgang, a “walk in the labyrinth” (2007), Fallstudie, cinema for
one person (2004-8), Weisse Wische for underwear and towels
(2003-8), Amtsee bei Regen for 3-8 voices or instruments (2008),
A + O for harp and CD (2005-9), Selbstportrait mit Mitersill -
eine Skizze in 3 Sitzen for children, teenagers, performer, CD
and objects (2009), Canon for six cellos or cello and five delays
(2017), 1111 Vogel, radio sound sculpture (2017-18), Outside ¢
for instruments and microphones (2015-18), Not Available for
clarinet and tape (2016-18), Canon 22.12.2018 for nine iden-
tical instruments (2018), 4 Weiss for large string orchestra and
white noise (2018-19), Vokalschleuse for five pairs of speakers
(2018-19), Public Litanies, procession for choir leader and audi-
ence (2018-19), Doo-Doo-Dookh for voice, five instruments, re-
corded sounds and objects (2019), Etablissement Gschwandtner
for children’s orchestra and three loudhailers (2019), A. W.-Me-
morial for clarinet and radio (2019), Ohne Titel for violin, bass
clarinet and piano (2019), Es summt der See for the sounds of
Lake Summt, three orchestral groups and three loudhailer op-
erators (2019), Decisions 3 / I Love Freedom for Roman Hauben-
stock-Ramati, sound file to be played back over the loudhailer
(2019), Concerto for bassoon, ensemble and two musicologists
(2016-20), Corona Suite, Pieces to Entertain Myself (2020), Corona
Blog (2020), Verdopplung 4.01/4.02/4.03, field recording (2020).

Voices and Piano: no. 3 Lech Watesa, no. 5 Hanna Schygul-
la, no. 17 Ezra Pound, no. 19 Pier Paolo Pasolini

Information is redundancy: Tautology — according to Wittgen-
stein - tells nothing about the world and does not hold any rela-
tion to the world. I hold the opinion, however, that tautology is
the basic principle of language, or the basic principle of the rela-
tion between language and world. Every description, explanation,
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analysis, definition is doubling, repetition, redundancy in exactly
the same way tautology is all that. Something similar holds true
for information: information is not what stands out of redundan-
cy. Rather, information is not even possible without redundancy.
The concept of redundancy is related to the concept of a “frame”
repeating something means grasping it more intensely, fixing it,
cutting it, framing it. This, too, holds true for “meaning”: mean-
ing and doubling or emphasising are almost synonymous, in any
case.
Voices and Piano, originally written for Nicolas Hodges, is an ex-
tensive cycle of pieces, each for a single recorded voice, mostly of
a well-known celebrity, and piano. The cycle is still in progress
and should eventually include about 80 pieces / voices (around
four hours of music). The work is always meant to occur as a se-
lection from the whole. At present I like to write works where
the whole should not be presented at once. I like to think about
Voices and Piano as my song-cycle, though nobody is singing in
it: the voices are all spoken statements from speeches, interviews
or readings. And the piano is not really accompanying the voices:
the relation between the two is rather one of a competition or
comparison. Speech and music get compared. We can also say:
reality and perception. Reality / speech is continuous; perception
/ music is a grid which tries to approach the former. Actually,
the piano part is the temporal and spectral scan of the respec-
tive voice, something like a coarse gridded photograph. Actually,
the piano part is the analysis of the voice. Music analyses reality.
Peter Ablinger

Sam Pluta

A composer and electronics performer whose work explores
the intersections between instrumental forces, reactive comput-
erised sound worlds, traditionally notated scores, improvisation,
audiovisuals, psychoacoustic phenomena, and installation-like
soundscapes. Since 2009, he has served as technical director and
composing member of Wet Ink Ensemble.

Laptop improvisation is a core part of Pluta’s artistic practice. Per-
forming on his custom software instrument, he has toured inter-
nationally with Rocket Science, the Evan Parker Electro-Acoustic
Ensemble, and the Peter Evans Ensemble. He appears as a com-
poser and performer on over thirty albums of new music and
jazz, many of which are released on his label, Carrier Records.
He is currently Assistant Professor of Music at the University of
Chicago, where he teaches composition and directs the CHIME
Studio.

Selected works: Favorite Things or Titre francais avec un petit
Mondrian for 4-15 laptop performers with live video (2003),
noise + mobile for piano and two-channel playback (2005),



Mix-Deep Breaths-Remix for saxophone quartet (2005), Amer-
ican Tokyo Daydream III (The Surprise) for piano, string quar-
tet, and live electronics (2006), 7:6 for distorted/amplified cello
(2006), ATD 1V for saxophone, electric guitar and accordion (or
piano and percussion) (2007), American Tokyo Daydream I (Ca-
lypso Sunrise) for solo laptop performer with live video (2007),
SWITCHES for distorted/amplified cello and drumset (2007),
data structures/monoliths ii (for Chion) for laptop performer with
live video sampler (2008), Signal Flow for percussion quartet and
live electronics (2009), Standing Waves for flute, clarinet, tenor
saxophone, guitar, accordion, percussion and live electronics
(2009), Matrices for percussion trio, live electronics and two tel-
evisions (2009), Memory by Design, music for a video work by
Nathan Punwar (with Peter Evans; 2010), Lyra for string quartet
(2007-10), American Tokyo Daydream V for saxophone and elec-
tronics soloists, flute, violin, piano and percussion (2010), Tile
Mosaic (after Chagall) for piano four hands, two percussion and
resonators (2010), Palimpsest I-1I for piano / keyboard, open in-
strumentation and live electronics (2010), Portraits/Self Portraits
for large ensemble (2011), us = Dictionary[\me->\you, \you->\
me]; love = us[\me];while(love!=nil,{love=us[love]}); //endless
love for flute and voice (2012), Timber Remix, remix of part 1 of
Michael Gordon’s Timber (2012), Machine Language for percus-
sionist, two percussion, two bass clarinets, two violins, accordion
and electronics (2012), Broken Symmetries for violin soloist, soft-
ware-controlled feedback, flute, saxophone, piano and percussion
(2012), Sixty Cycles for sopranino saxophone, television feedback,
live video, violin and cello (2013), Chain Reactions/Five Events for
string quartet and live electronics (2013), Four Sixes for percus-
sion sextet (2014), Escape Strategies for violin, flute, clarinet, per-
cussion and electronics (2014), Points Against Fields for bassoon
and fixed media (2014), MODULES for two trumpets, horn, tuba,
percussion and live electronics (with Jeff Snyder, 2014), hydra for
violin, piano, fixed media and live electronics (2015), Seven Sys-
tems for two pianos, two percussion and electronics (2015), de-
lay/line for flute and electronics (2016), binary/momentary: flow
state/joy state for string quartet (2016), binary/momentary ii: flow
state/joy state for trumpet, two trombones, percussion and piano
(2017), Matrix for George Lewis for two silent trombones with
live analysis and synthesis (2017), Lines on Black for voice, flute,
saxophone, violin, piano, percussion and electronics (2018), for
Delia Derbyshire for bass, guitar and electronic playback (2018),
binary/momentary iii for cello and playback (2018), Actuate/Res-
onate for large ensemble (2018), New Work for saxophone, violin,
cello, piano, percussion and quadraphonic playback (2019), bina-
ry/momentary iv for saxophone quartet and electronics (2020).

Seven Systems
is a sequence of seven interlocking movements that unfold over
a twenty-minute span. Autobiographical in nature, the work
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reflects life events that occurred over the relatively long period
that it took me to write this piece: a difficult emotional period,
my marriage to my amazing wife, teaching incredible students at
the Walden School in rural New Hampshire, the death of a par-
ticularly joyful former student, jogging along the Spree in Ber-
lin. This piece was made possible by a grant from the Fromm
Foundation.

Sam Pluta

/

Kuba Krzewinski

He studied composition with Zygmunt Krauze at the Acad-
emy of Music in £6dz, Mark Andre, and Manos Tzangaris at
the High School of Music in Dresden, as well as Yannis Kyria-
kides at the Royal Conservatoire in The Hague, and at numerous
masterclasses.

His works focus on the phenomenon of touch as a source of
sound and a channel of sound perception, as an axis along which
the performer-instrument relation is formed, and as a medium
of social communication. By applying performative means, mul-
timedia, and tactile references, Krzewinski proposes to his audi-
ence new ways of contact with music and with corporeality.

In 2018 the web portal Culture.pl hailed him as one of the ten
most promising composers of the young generation in Poland.
His works have been performed and commissioned by ensembles
such as Musikfabrik, Garage, Kompopolex, NEM@, Ensemble
Royaal, the Kwiatkowska/Palosz duo, and others. His composi-
tions and installations have been presented at festivals in Poland,
Belgium, the Netherlands, Germany, Portugal, and China.
Krzewinski is the winner of the Government of Saxony’s award
Forderpreis fiir Junge Komponisten 2019. He has been art-
ist-in-residence at the Binaural Nodar SOCCOS Residency in
Vouzela, Portugal (2016), LABO in Antwerp (2017), and PointX
with NEM@ Ensemble in Ghent (2018). In 2019 Bétt Records
released the DVD Incorporate, featuring his chamber music.
With audiovisual artist Aleksandra Chciuk he has created, among
others, the concert/installation Black of Granule for two perform-
ers, piano and one listener, presented during Musica Privata in
16dz (2016) and the Instalakcje festival in Warsaw (2018), as
well as the audio performance Weave-Machine commissioned for
the opening of the International Tapestry Triennial at the Central
Museum of Textiles in £.6dz.

He has created a series of objects known as Ameublement de Mu-
sique, presented so far as an installation and in concert in Poland,
Belgium, the Netherlands, and Germany.

Selected works: Glass Wood Plastic for violin and marimba
(2015), I| 0 for six singers, viola and cello (2015), Mille-feuille for
dancer and electronics (2015), Contre no. 1 for violin and cello



(2016), Black of Granule, installation/concert (with Aleksandra
Chciuk, 2016), Edging for flute, clarinet, trombone, percussion,
violin, cello, double bass and seven dancers (2016), Another Air
for flute, accordion, percussion, electronics and 20 fans (2017),
Inside for Musikfabrik with Harry Partch’s instruments and ameu-
blement de musique sound objects (2018), Entre for bass clarinet,
percussion, e-piano, violin, double bass and media (2018), Incor-
porate for violin, electronics and video (with Aleksandra Chciuk,
2018), Ep for double bass and deaf poet (2018), Weave-Machine,
audio performance (with Aleksandra Chciuk, 2019), AdM Room,
installation-like piece for two marimbas and ameublement de mu-
sique sound objects (2019), Contre no. 2 for two performers and
electronics (2019).

Contre no. 2

Contre: French for against, opposite, versus.

On contras and contrasts, points of contact and counterpoints,
positions and oppositions.

This is the second piece in the cycle of my instrumental duos,
which emphasise the performative aspect of music. It is a contin-
uation of my interest in the physicality of sound and the presence
of the body in music. By applying instruments and electronics
(including piezo microphones placed on the performers’ bodies,
as well as transducers on the instruments) in an unconventional
tashion, I explore anew the intimate relation between instrument
and performer.

Kuba Krzewiriski

/

Grazyna Pstrokonska-Nawratil

Wroctaw-based artist, she studied composition first with Stefan
B. Poradowski, and later with Tadeusz Natanson at the State High
School of Music in Wroctaw (degree in 1971), where she later
became a lecturer. In 1978 as a French government scholarship
holder she attended lectures by Olivier Messiaen (Conservatoire
de Paris) and Pierre Boulez (IRCAM, Paris), as well as Iannis
Xenakis’s composer seminar in Aix-en-Provence. She was also
a trainee at the Experimental Music Studio in Marseilles.

She obtained the academic title of professor in 1993. Since 1977
she has taught a composition class in Wroctaw, and in 1998-2009
she also educated young composers at the Music Academy in
Poznan. Many of her former students have become important
figures in the Polish contemporary music scene. In 1991-2017
she was head of the Chair of Composition and Music Theory
(now the Chair of Composition) at Wroctaw’s Music Academy.
She served on the Programme Board of the Warsaw Autumn
Festival (for four terms). In 1996-2008 she held the functions
of, successively, programme consultant, manager, and artistic
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director of the Musica Polonica Nova Festival of Polish Contem-
porary Music. She has won prizes in competitions for compos-
ers, such as the National Grzegorz Fitelberg Competition (1971),
GEDOK in Mannheim (1975), and the International Rostrum
of Composers in Paris (1987). Her accolades include the Prime
Minister’s Award for works for children and teenagers, City of
Wroctaw Award, Medal of Saint Brother Albert (1998), Wroctaw
Music Prize (2002), and Polish Composers’ Union Award (2004).
In 2006 and 2018 she received the Award of the Minister of Cul-
ture and National Heritage for music, in 2013 - the Gloria Artis
Silver Medal for Merit to Culture, and in 2017 - the Medal for
Merit to the City of Wroctaw.

Her oeuvre comprises several dozen compositions, mostly con-
ceived as cycles: Frescos, Thinking of Vivaldi, Madrigals, Report-
ages, and Ecomusic.

Selected works (since 1995): Cycle Ecomusic - Terra for male
choir and piano (1995), Cycle Ecomusic - Bartokiana (1st version)
for two cellos and piano (1995), ...el Condor... Thinking of Vival-
di - Spring, concerto for two marimbas and chamber orchestra
(1996), Fresco VII - Uru Anna for tenor, large mixed choir and
large symphony orchestra (1998-99), Madrigal I - In Search of
Fleeing Echoes for two violins (2000), Bartokiana (2nd version)
for marimba and chamber orchestra, Madrigal II - An Algorithm
of a Big City’s Sleep for marimba (2001), Lydian Music for string
orchestra (2002), Magnificat MM for soprano, mixed choir and
large symphony orchestra (2005), Madrigal III - Birds on the Ho-
rizon of Dusk for clarinet, trombone, cello and piano (2006),
...como el sol e la mar... from the cycle Thinking of Vivaldi - Sum-
mer for flute and chamber orchestra (2007), Reportage I — Palm
Sunday in Nazareth for saxophone, percussion and organ (2009),
Reportage III - ICE-LAND. Rainbow Bridges over Dettifoss for
chamber orchestra and amplified harp (2011), Madrigal for two
pianos (2011), HARMONIES for symphony orchestra (2011),
Cycle Ecomusic - Rain Forest for flutes and symphony orchestra
(2013), Reportage II - Figures on the Sand / Journeys of the Age-
-Old Scarab for flute, violin, viola and cello (2014; version for flute
quintet, 2019), Bartokiana (3rd version) for flute, saxophone and
piano (2015), Cycle Ecomusic — Galakticos « for flute and organ
(2015), Galakticos f3, triptych for two flutes and organ (2017), Cy-
cle Ecomusic - Assisi for cello, children’s choir and large symphony
orchestra (2017), Reportage IV - Ring of Tara / Time Machine for
percussion octet (2018), In the Zenith of the Sun for flute, bells,
vibraphone, marimba, harp and cello (2018), Reportage V - Ao-
-Tea-Roa (The Land of Long White Clouds) for harpsichord and
string orchestra (2018-19), Reportage VI - Landmannalaugar
Sonata for two flutes and harpsichord (2019), The Nightingale
and the Stone from the cycle Reportages for two pianos and two
percussion (2020).



Stowik i kamien (The Nightingale and the Stone)
My original cycle Reportages (since 2009) is an attempt to con-
vey the audiospheres of the landscapes I see, but also to capture
the beauty and unique character of various parts of the world in
music. The following parts of this cycle have been presented so
far: Palm Sunday in Nazareth (about the Holy Land), Figures on
the Sand / Journeys of the Age-Old Scarab (Egypt), ICE-LAND.
Rainbow Bridges over Dettifoss (Iceland), Ring of Tara / Time
Machine (Ireland), Ao-Tea-Roa / The Land of Long White Clouds
(New Zealand), and the Landmannalaugar Sonata (Iceland).
The Nightingale and the Stone is my reportage from Japan, whose
leitmotif is a haiku made up of several notes and assuming dif-
ferent forms during my journey across the palette of images and
phenomena, such as Japanese rock gardens, nightingale floors,
the green tea gardens, the Suicide Forest of Aokigahara, cedar
groves, painted cemeteries, the cinnabar-coloured temple gates,
and the monumental golden statue of the Buddha. The peace of
Zen flows from the mystical whiteness of Mount Fuji.
I dedicate this composition to Kwadrofonik Ensemble.
Duration: c. 21 minutes.

Grazyna Pstrokoriska-Nawratil
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KWADROFONIK

One of the most original ensembles playing both contemporary
and traditional music; winner of the Passport Award of the Poli-
tyka weekly for virtuosity, imagination, sensitivity, and sense of
humour, all of which make their performances and arrangements
of music from various parts of the world - classical, folk, and
children’s songs - sound both sophisticated and engaging.

In their compositions and interpretations, members of Kwadro-
fonik enter into an extraordinary dialogue with one another,
imperceptibly swapping their instruments’ functions, so that pi-
anos become percussive instruments, and percussion takes over
the functions of melodic instruments. The musicians are also well
known for their spectacular demonstrations of uncommon types
of sound produced on everyday objects.

The ensemble’s numerous accolades include the Grand Prix of
the New Tradition Polish Radio Folk Festival (2006), Special
Award of the 3rd Svetozar Stracina Grand Prix Competition of
the European Broadcasting Union (EBU) in Bratislava, Folk Al-
bum of the Year (critics’ award for the best folk album for CD
Folklove, 2009), gold disc for Lutostawski, Tuwim. Songs Not Only
for Children, and Folk Album of the Year for Folk Requiem (2015).
That last release was also nominated for the Coryphaeus of Polish
Music Award as event of the year (2015).

The ensemble’s compositions have been presented on BBC Ra-
dio 3’s Late Junction and in the most prestigious venues such as
New York’s Carnegie Hall, Chicago Symphony Hall, Berlin Phil-
harmonic, Izumi Hall in Osaka, as well as at contemporary music
festivals worldwide.
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Partner of the event: Austrian Cultural Forum
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Moderator: Krzysztof Kwiatkowski

The meeting will be held in Polish and English.
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Moderator: Aleksandra Bilinska

The meeting will be held in Polish and English.
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Austrian Cultural Forum

Workshop coorganised by Polish Composers’ Union - Youth Circle
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Composition workshop:
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Coordinator: Aleksandra Biliniska

Active participation restricted to preselected composers;
free entry for the audience (limited number of seats)

The workshop will be held in Polish.



Monday / 21 September / 19:30
Witold Lutostawski Polish Radio
Concert Studio

LIVE

ENSEMBLE VORTEX:
Anne Gillot bass clarinet, recorders
HannaH Walter violin
Benoit Morel viola
Aurélien Ferrette cello
Tomas Fernandez double bass
Mauricio Carrasco guitar
112\ Daniel Zea electronics, video
Arturo Corrales electronics, ensemble coordinator

Marek Straszak visual layer in the work of Rafat Zapala
Szymon KalisKi interactive system in the work of Rafat Zapata

Partner of the concert: Society of Authors ZAiKS

ZAiKS



Daniel Zea

Swallow! (2019)*

for four performers, four computers with webcams running
face-tracking algorithms, text generator, video and electronics

Arturo Corrales
Tulpa (2018)*

for bass clarinet and string quartet
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Fernando Garnero
Limae labor (2013)*

for amplified string trio and electric guitar
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Francisco Huguet
La flor més rara (2015-2016)*

version for cello, bass clarinet, double bass and electronics

Rafat Zapata

Daremno$é¢ (Futility) (2020)**

for five instruments, electronics and video
(Warsaw Autumn commission with the support by
Society of Authors ZAiKS)

** first performance
* first Polish performance
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Daniel Zea

Swiss-Colombian sound artist, designer and composer living in
Geneva. Focusing on instrumental and electronic music as well
as computer programming, he often cooperates with other ar-
tistic disciplines such as performance, contemporary dance, and
visual arts. He teaches at the Geneva University of Art and De-
sign (HEAD) lecturing in sound, video and interactive program-
ming. He has been invited to give workshops and masterclasses
in institutions such as CNSM (Paris), HKB (Bern), Universidad
de Lanus (Buenos Aires), USP (Sao Paulo), Unirio (Rio de Ja-
neiro), Universidade Federale da Juiz da Fora, Monash and Mel-
bourne Universities, among others. He is a founding member of
the Vortex ensemble, where he participates as a composer and as
electronic music interpreter.

Selected works: Recaida for percussion, flute, clarinet, violin
and cello (2003), Decaida for two guitars and electronics (2003),
Glifosato for guitar and electronics (2003), Purga for wind quin-
tet (2003), Muro, audiovisual installation (2005), Cambuche for
quadrophonic tape (2005), Latex for oboe, violin, double bass,
guitar and percussion with amplification (2006), Te Masca for
maracas and electronics (2007), Lentejuela for ensemble (2007),
Bufete delirante for double bass and electronics (2008), Swim,
audiovisual installation (2008), Las ciudades invisibiles I-II for vo-
cal quartet and cello (2008), Orejas de mosca, sound installation
(2009), Brisures, performance (2009), Bleu remix, performance
/ video installation (2009), Spare changes for homeless memories
(étude) for two dancers, CCTV and electronics (2010), Quand je
pose ma téte sur ta cuisse (étude) for three dancers, orchestra of
testicles, theremin and electronics (2010), El Dorado for violin,
cello and double bass (2010), Elegant Spanking for clarinet, vio-
lin, double bass and electronics (2010), Wasserfront, audiovisual
installation (2010), Alexacrash, audiovisual installation (2011),
The Boiling Point for dance, robotised pans orchestra and elec-
tronics (2011), Ldgrimas de cocodrilo for soprano, flute, clarinet,
violin, cello and electronics (2012), Kinecticut, sound & broadcast
choreography for four performers and four computers (2012),
Dirty Laundry for tape (2012), Lavando perlas (Pearl Dance) for
toothbrush, artist and electronics (2012), Contrabando for en-
semble (2013), Promiscuity for violin, clarinet, trombone, tuba,
double bass and electronics (2013), Arti’piaf, typewriter app for
artificial birdsong generation (2014), ALibi, music and software
for a choreography of Lorena Dozio (2014), Erdbeben (Trem-
blements), music for a video installation of Alexandra Maurer
(2014), Anatomical D] for computer, kinect, six loudspeakers
and projector (2014), Henry in the sky with diamonds for con-
tratenor, flute, oboe, clarinet, percussion, violin, viola and cello
(2014), The Fuck Facebook Face Orchestra for four performers,
four computers and four projectors (2015), Corralejas, sound
installation (2016), Desplazados for 4-5 performers, computers,



amplified thermal blankets, MIDI percussion pads and real-time
video (2016), Pocket Enemy for ensemble and electronics (2017),
Ailes, electroacoustic music for contemporary dance (2017), Laps,
music for a choreography of Olivia Ortega (2018), The Love Let-
ters? for two performers, two webcams, two computers, video and
electronics (2018), Borracho digital for sampler, electric guitar,
saxophone, percussion and text generator (2019), Swallow! for
four performers, four computers with webcams, text generator,
video and electronics (2019).

Swallow!
Like, share, click, buzz, pay (it’s free?), relax, open your mouth
and swallow!
Four persons in front of their computers. Each movement and
facial gesture is tracked, recognised and converted into control
signals. Blinking eyes, a moving gaze or a grimace generate mu-
sic, images and text.
Faces express no emotions anymore. They serve trends. They feed
algorithms. Could today’s society be defined by hashtags?
This piece stages the fragility of a contemporary society fascinated
by technology, a recurrent idea in my late hybrid performance
pieces such as The Fuck Facebook Face Orchestra, The Love Let-
ters?, and Kinecticut.

Daniel Zea

/

Arturo Corrales

Composer, conductor, musicologist, guitarist, teacher and archi-
tect. Born in El Salvador and naturalised Swiss, he studied music
in San Salvador, Geneva, Lugano, and Paris. He is an intensely
active composer on the Swiss and international scene. Cofound-
er of the Ensemble Vortex and the duo Electric Primitivo. He
participates in various international art festivals as composer,
performer, teacher, and conductor. Currently, he is professor of
composition and analysis at CPMDT, artistic and musical direc-
tor of the Orchestre des Trois-Chéne, Ensemble Vortex, and Elec-
tric Primitivo. He obtained a PhD with honours in musicology
from the University of Geneva, winning the 2019 Barbour Award
for excellence in aesthetic criticism.

Selected works (since 2010): parenthése faim, music theatre
(2010), (FOLK YOU!), “fractal canon in augmentation on a pop-
ular melody” for recorder, violin and computer (2010), sefiores les
voy a contar... for string orchestra (2011), tres danzas desnudas for
voice and orchestra (2011), muchos guaitacaminos, madrigal for
tenor saxophone, marimba and electronics (2011), larbre aux clous
for recorder, voice and percussion (2011), field crashers (musique
contemporaine?) for speaker, two violins, guitar and double bass
(2012), el paso de la muerte patente for flute, soprano saxophone,
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piano, percussion and electronics (2012), azulejo for drummer and
many musicians (2012), xix-im for orchestra and sound objects by
Joaquin Orellana (2012), onde, show for seven instruments, elec-
tronics, dance and theatre (2013), canto de vidrio for viola damore
and electronics (2013), feedthrough (Argentum Bullshit), perfor-
mance (2013), descenso a Xibalbd for 13 instruments (2013), foto
movida for two clarinets and percussion (2013), folk you too...!
for piccolo, violin and piano (2013), I sing the body electric, per-
formance (2013), grosso modo for six percussionists (2014), step
for three clappers (2014), coral cautiva for nine instruments and
electronics (2014), bug trilogy for guitar, ensemble and electron-
ics (2014), offertorium, liturgic music for a cappella choir (2015),
acida lourde for two pianos, three percussion, accordion and elec-
tronics (2015), cathédrale avec des briques (contes fantastiques)
for orchestra (2015), querida O.C.P, manifestation for 30 pianos
(2015), mono espacial, string quartet (2015), song for viola, piano
and electronics (2016), clous, performance for electric guitar and
laptop (2016), liquid carillon dream for two violins (2016), muévete
Janus...! for percussion and orchestra (2017), the undrowned down
under drone wonder for 11 musicians and electronics (2017), CH
for choir, piano and percussion (2017), scrubbing Queen for back-
wards voice and ensemble (2017), deuxiéme cathédrale avec des
briques for orchestra (2017), Riff for electric guitar and ensemble
(2017), Tulpa for bass clarinet and string quartet (2018), muro
cuarto for electric guitar, electronics and video (2018), princess
coma hicry NY for video virus (2019), hidden track for CD track
(2019), flow for violin and ensemble (2019), massiv for reed quin-
tet (2019), the cold for women’s choir, synthesizers and percussion
(2020), troisiéme cathédrale avec des briques for orchestra (2020).

Tulpa

With obsession and fury. Those are the first indications written in
the music, and instead of being an opening that will calm down
later, the music turns like a helix as it becomes tighter and heav-
ier, more obsessed and more furious, like a descent into Dante’s
circles of Hell. Passages from one circle to the other have rhyth-
mical relations, so as to have always a present past and an an-
ticipated future, as visions of what just happened and what will
occur. Rhythm and colour changes are in fact the most important
elements of the piece, acting as a hypnotic movement vowed to
induce a paradoxical state of very active trance.

Tulpa is a being that is created through spiritual powers, it comes
from Tibetan manifestation or emanation. In David Lynch’s
Twin Peaks, it is used to name the double of a person, and it is
supposed to have autonomous will and has some relation with
the mysterious Doppelgéanger in Europe.

The music plays with this doubling effect on many levels: heter-
ophony of similar lines producing a blurred line, talea-like rhyth-
mical repetition games, diffraction of the sound through timbre
and sound colours, and so forth.



The intensity of the music’s obsessive trip gets finally dissolved
into a beautiful, yet still distorted, melody, paraphrased from Mo-
zart’s famous quintet for the same formation: clarinet and string
quartet. This masterpiece was one of the favourite pieces of Peter
Minten, to whom this music is dedicated.

Arturo Corrales

/

Fernando Garnero

He studied composition with Eric Gaudibert in Geneva and Ivan
Fedele in Strasbourg, computer-assisted composition with Thom-
as Kessler and Hans-Peter Kyburz in Basel, and electronic mu-
sic at IRCAM (2008-9). He has also been inspired by meetings
with Brian Ferneyhough, Georges Aperghis, Gérard Pesson, and
Thierry Blondeau.

His compositions are played by leading ensembles, orchestras
and soloists, including Contrechamps, Vortex, Accroche Note,
KDM, Phoenix, Proton, Repertorio Zero, OSPSE, Cairn, Lucilin,
Distractfold, Wet Ink, Limaginaire, S.I.C., Sillages, Les Solistes de
Lyon, Reconsil, Argonaut, Scapegoat, Vertixe Sonora, Francoise
Rivalland, Donatienne Michel-Dansac, Mauricio Carrasco, Béa-
trice Zawodnik, and Charlote Testu. His music has been featured
at festivals such as the Venice Biennale, Strasbourg’s Musica,
Huddersfield, Archipel, BIFEM, MIA, Berlin's Unerhorte Musik,
Voix Nouvelles, Mixtur, St Petersburg’s International New Music
Festival, and many others. He has received commissions from
Royaumont, Venice Biennale, SUISA, Mika Salabert, Radio
France, Liechti, Nestlé, Nicati de Luze, French Ministry of Cul-
ture, Festival des Voix de Prieuré, Teatro Coldn, and has been
the recipient of prizes and scholarships from the canton of Ge-
neva and the Patifio Swiss Foundation. Fernando Garnero is
the founder and artistic codirector of Swiss ensemble Vortex, part
of Vortex Project, a collective of new music composers and per-
formers based in Geneva. He is Associated Artist to BIFEM Fes-
tival until 2023. From September 2020, he is a resident at the Villa
Médicis (French Academy) in Rome.

Selected works (since 2010): Odradek for flute, clarinet, oboe,
percussion, electric guitar, accordion, viola, cello and double bass
(2010), Por la ribera, hacia ningun rio sofiado for flute, clarinet,
percussion, piano and amplified string trio (2011), Kraft for danc-
er, percussion and electronics (2011), Ballad/Avoidances for alto
flute, alto saxophone, percussion, piano and electronics (2012),
Deshilacha maneras for orchestra (2012), Ojo de buey for 14 per-
formers (2013), Limae labor for amplified string trio and electric
guitar (2013), Granite Lip for flute, oboe, bass clarinet, trombone,
accordion, violin, viola and cello (2014), Bop/Avoidances for flute,
bass clarinet tenor saxophone, percussion, sampler, violin, vio-
la and double bass (2014), Interlude for electric guitar (2014),
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Fabula for amplified bass clarinet, double bass and electronics
(2015), NTPM for accordion, two percussionists and electronics
(2015), Ragtime/Avoidances for amplified bass flute, baritone sax-
ophone, piano and electronics (2015), Las Nereidas for 4-channel
electronics (2015), Fabulae for amplified ensemble, electronics
and video (2016), Neon Pig for 12 performers and low-fi elec-
tronics (2017), Junkspace for oboe, prepared bass clarinet, bas-
soon, percussion, harp, violin, cello, double bass and electronics
(2017), Téte/Carrousel for baritone saxophone, percussion and
electronics (2017), Mutante/Amniotica for double bass and elec-
tronics (2018), Dynamogramme: Allegretto for 14 musicians and
electronics (2018-19), Trans-étude#1 for bass flute, baritone sax-
ophone and toy piano (2019), V15, 17-channel installation for
1600 piezo loudspeakers and two subwoofers (2019-20), Trans-
étude#2 for flute, viola and harp with engines (2020).

Limae labor
In memoriam Eric Gaudibert
...hat also der Geist die Bewegung seines Gestaltens beschlossen...
(... The spirit also concluded the movement of his figures...)
Georg W. Hegel, The Phenomenology of Spirit

I found the title of this piece while I was making it, when the first
ideas are put into perspective by the work. It is a quote from
a Beckett poem, Serenade I, which evokes at the same time my
work on sound objects in a context of complex repetition, a re-
curring sound and the staging of the energy used by the per-
former’s body in the making of the sound. Finally, it alludes to
an obsessive way of working with sound material.
Limae labor. Latin: the file work. Allusion to Horace, Ars Poetica,
291-92 (Samuel Beckett, Les Os d’Echo et autres précipités, Les
Editions de Minuit, 52).

Fernando Garnero

/

Francisco Huguet

Salvadoran composer and engineer born in 1976 in San Salvador,
El Salvador. His music is impregnated with the idea of active con-
templation, not only in a sensorial way but also in a human inte-
rior-spiritual dimension. His music intends to bear a meaningful
ritual sense. His creative process is marked by research in both
aesthetics and technical domains. He explores the incorporation
of scientific notions and technics, like the use of psychoacoustic
descriptors as compositional parameters, or the development of
CAC environments using genetic algorithms technics. His com-
position method is a back-and-forth process between the em-
pirical treatment of sound matters, the conception of time and
timber structures, and the development of CAC and sound
synthesis tools. His music has been played at various festivals in



both Europe and the Americas. He is a teacher and researcher at
the Electronic and Informatics Departement at the Universidad
Centroamericana José Simeén Canias in San Salvador, El Salvador.

Selected works: Fiction I for ensemble and electronics (2006),
Fiction II for clarinet, piano, percussion and electronics (2007),
Hora de la ceniza for violin, horn, bass clarinet, guitar, double
bass, percussion and electronics (2007), Mas de mil luciérnagas
for string quartet and electronics (2007), 62 for ensemble, bass
clarinet and electronics (2008), Le puits de la Joie for quintet and
electronics (2009), Damora for violin and double bass (2009),
The Corners of This Section for cello and electronics (2010; elec-
troacoustic version, 2015), Ne Tepehua for 12 violins (2010),
Barranco cantante for string quartet (2012), Barranco cantante
resonante for violin, viola, cello, double bass, percussion and
electronics (2012), Volviéndose un sol for flute, clarinet, violin,
cello and electronics (2012), Sin nombre, electroacoustic work
(2013), Cabeza de Montasa I, electroacoustic work (2013), Ca-
beza de Montaria II for organ siren and electronics (2013), La flor
mds rara for performer, motion tracking system and electron-
ics (2014; electroacoustic version, 2015; version for cello, bass
clarinet, double bass and electronics, 2016), Nocturnal for flute,
saxophone, piano and electronics (2016), Sans titre for cello, vi-
braphone, electric guitar, electric bass and electronics (2017), Mo-
saico, 12-channel installation for 24 loudspeakers (2018), Trasluz,
electroacoustic work (2018), Deriva de Ghetto, electroacoustic
work (2018), Deriva de Nabla, electroacoustic work (2018), Deri-
va de Core for alto, cello, electric guitar, double bass and elec-
tronics (2018), Ataques masivos sobre estructuras, electroacoustic
work (2019).

La flor mas rara

I hand you over, from all the ones that inhabit me, the sole one

without a name, that one which moved you the most. I give you

my strangest flower.

In memoriam Federico Miguel Huguet and Minjung Woo.
Francisco Huguet

/

Rafat Zapata

Composer, improviser (piano, percussion, live electronics), sound
artist, Associate Professor at the Academy of Music in Poznan.
He holds a postdoctoral degree in composition and an MA in
choral conducting. He has participated in masterclasses such as
the Summer Courses for New Music in Darmstadt, Stockhau-
sen Concerts and Courses in Kiirten, IRCAM’s Acanthes in Metz
with Tristan Murail and Beat Furrer, STEIM in Amsterdam with
Alvin Lucier, Pauline Oliveros, Zbigniew Karkowski, and many
others.
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He does not acknowledge any boundaries between music ac-
quired through academic education, countercultural experiences,
and collaborating with artists from other fields of art. His music is
featured at contemporary music festivals, jazz clubs, experimental
music venues and open public spaces.

He has been a resident artist notably at the Center for Comput-
er Research in Music and Acoustics of the Stanford University
(2014), Zamek Culture Centre in Poznan (2014), Kielce Philhar-
monics (2014/15), ZK/U (Zentrum fiir Kunst und Urbanistik)
in Berlin (2016), and Vertigo STARTS (IRCAM, Centre Pompi-
dou, 2019).

He is the founder and director of the an_. ARCHE NewMusic-
Foundation as well as many ensembles and musical initiatives
involving composer, improvised, electronic, and experimental
contemporary music, including Kotorking Muzyczny. His own
concept of Live Electronic Preparation (LEP Technique) was in-
cluded as a chapter in The Oxford Handbook of Interactive Au-
dio (2014).

Sound actions and installations embedded in the urban space
play a special role in his output, including Sensorium (a mon-
umental sound installation in the belfry of the Castle Culture
Centre in Poznan, in cooperation with the Adam Mickiewicz In-
stitute) and Post-Apocalypsis (Gold Medal for the Polish pavilion
at the Prague Quadriennale, 2015).

He plays keyboard and electronic instruments in the POLMUZ,
XynThi, and TonyTony ensembles.

Selected works: Gon for ensemble and electronics (2008),
Poster for string quartet and live electronics (2010), Nicolette for
flute and live electronics (2010), Splitter for guitar and building
wall, sound installation (2011), Scanner for symphony orchestra,
electronics and soundscape (2011), Cleaner for double bass and
electronics (2013), Where is my mind!?!!, sound installation trip-
tych (2013), Ideograms I-1II for symphony orchestra (2013-14),
Scherzo for ensemble (2014), Post-Apocalypsis, sound installation
(collective work of the Dead Baitz collective, 2014), Sensorium,
sound installation (2014), Squares for triangles and live electron-
ics (2016), Concentus apparatus for string quartet and live elec-
tronics (2016), Irreversible for string quartet and live electronics
(2017), Scrolling to Zero for organ, electronics and interactive
audience (2017), No Meaning Detected for violin and electronics
(2018), Futility for five instruments, electronics and video (2020).

Daremnos¢ (Futility)

Pessimism exists. Pessimism is the lyrical defeat of the mind;
the melodramatic futility of philosophy; the ironic and laconic
“we will never make it”

This work is inspired by the writings of Eugene Thacker, who
claims that we are slowly approaching the limit of our capacity
of understanding the world: a world of planetary catastrophes,



pandemic, tectonic changes, erratic weather, oil-spilled maritime
landscapes, and a continuously looming rampant extinction.
Thacker treats all these situations as an “unthinkable” phenom-
enon: we cannot predict them or stop their effects. Pessimism is

the uneasy thought of a world-without-us.
Rafat Zapata
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ENSEMBLE VORTEX

The Vortex Ensemble is a group of composers and musicians who
work in Geneva. Out of a shared wish to create and present con-
temporary serious music, eleven professional musicians of Afri-
can, Latin American, and European origin created an association
in 2005 and organised a series of concerts. Success, the fruit of
hard work of talented composers and highly professional musi-
cians, was immediate. Since then, each season the Ensemble has
organised three concerts where members present their new crea-
tions as well as three other concerts where they play pieces from
their repertoire. Each event provides an opportunity to commis-
sion the composition of new music from various composers of dif-
ferent artistic directions. The group makes every effort to support
young talents: they play new works of emerging composers at
every concert. The work of Vortex combines the latest composi-
tion techniques with the diffusion of sound in space. Work with
electroacoustic music is integral part of the creative process.
Every concert programme includes works of acoustic, mixed and
purely electronic music. The Vortex Ensemble has firmly estab-
lished itself on the contemporary musical scene of Europe. It has
been invited to perform by the Foundation Royaumont of France,
STEIM (The Netherlands), Festival Archipel (Switzerland), festi-
vals of contemporary music of Santiago, La Serena, and Buenos
Aires. It collaborates with prestigious ensembles such as the Neue
Vocalsolisten of Stuttgart, Ensemble Mondrian of Basel, Collectif
CH.AU of Lausanne, and since 2012, Ensemble Phoenix of Basel.
Ensemble Vortex is supported by the City and Canton of Geneva,
Loterie Romande, Fondation Nicati-de Luze, and the Fondation
Nestlé pour I'Art.
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Witold Lutostawski Polish Radio
Concert Studio

LIVE

Adam Batdych violin

NFM LEOPOLDINUM STRING TRIO:
Christian Danowicz violin

Michat Micker viola

Marcin Misiak cello

NFM LEOPOLDINUM ORCHESTRA
Christian Danowicz conductor
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Pawet Hendrich electronics

Concert cofinanced from the Creativity Promotion Fund of
Society of Authors ZAiKS

ZAiKS

The work Metanoia by Ewa Trebacz has been cofinanced by

the Minister of Culture and National Heritage’s Culture Promotion Fund
within the Composing Commissions programme, implemented

by the Institute of Music and Dance.

Culture institute of music and dance

"1l "

Co-organiser:



Musica Polonica Nova at Warsaw Autumn:
A special Presence

Pawet Hendrich
Prismiris (2018)

for string trio

Tomasz Skweres
Concertino (2018)

for string orchestra
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Przemystaw Scheller
Dziewczynka z zapatkami
(The Little Match Girl) (2019)

for string orchestra

Ewa Trebacz
Metanoia (2020]**

concerto for violin, string orchestra and surround sound
(National Forum of Music commission)

** first performance
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Pawet Hendrich

Born in 1979 in Wroclaw, he obtained an MA from the Wroclaw
University of Economics and Business. He also graduated
composition from Grazyna Pstrokoniska-Nawratil’s class at
the Karol Lipinski Academy of Music in Wroctaw, and from
the High School of Music in Cologne. His works have been per-
formed at concerts and festivals as in Poland, Germany, Austria,
Sweden, Spain, Portugal, Czechia, Turkey, Estonia, Russia, Ja-
pan, China, the United States, Hungary, Malta, Lithuania, Lat-
via, and Slovakia. His music has been commissioned by, among
others, the Warsaw Autumn Festival (for Ensemble Musikfab-
rik and Basel Sinfonietta), Deutschlandfunk (for Kwartludium),
Goethe-Institut, BHF Bank Stiftung and Ensemble Modern, City
of Wroctaw (for NOSPR), Polish Institute in Madrid (for Plu-
ralEnsemble), Institute of Music and Dance, Orkiestra Muzyki
Nowej (New Music Orchestra), Forbidden City Chamber Or-
chestra, NFM National Forum of Music (for the Lutostawski
Quartet and LutosAir Quintet), Society of Authors ZAiKS, and
Polish Composers’ Union (for Pablostrom and orkest de ereprijs).
For more than a decade, Pawel Hendrich been programming and
composing in the Max/MSP environment. With Cezary Duch-
nowski and Stawomir Kupczak he performs live electroacoustic
music in the trio Phonos ek Mechanes, which has appeared at
festivals of improvised, contemporary, and electroacoustic music
as well as concerts in Poland and abroad.

In 2010 DUX released Pawel Hendrich’s single-composer album
Chamber Works, and in 2017 - Metaforma. In 2012 Bo1t Records
brought out Phonos ek Mechanes’ first CD entitled C+-. Hen-
drich’s works have also appeared on a dozen other CDs.

Selected works: Gnothi seauton for chamber orchestra (2001),
Let Your Spirit Descend for speaker, tenor, baritone, bass and two
female choirs (2002), Heterochronia for large symphony orchestra
(2002-4), Phonarium I, sound installation (2005), Diversicorium
for chamber ensemble (2005), Anepigraph for small orchestra
(2005), Multivalentis for clarinet, trombone, cello and piano
(2006), Phonarium II, sound installation (2006), Metasolidus I for
symphony orchestra (2005-7), Cyclostratus for violin, bass clar-
inet, marimba, piano and beatbox (2008), Hyloflex « for string
orchestra (2007-9), Liolit for chamber orchestra (2009-10), Dia-
phanoid for chamber ensemble (2010), Emergon « for chamber
ensemble (2011), Emergon [ for computer (2011), Metasolidus II
for large symphony orchestra (2011-12), Cryptoscript for com-
puter (2012), Sedimetron for chamber ensemble (2012), Kioloik
for flute (2012), Drovorb for clarinet, horn, piano, violin, viola
and cello (2013), Ertytre for 1 or 8 cellos (2013-14), Accant for ac-
cordion and computer (2014), Alopopulo for chamber orchestra,
violin and computers (2014), Xenobrach for two percussion
and two pianos (2015), Pteropetros for wind quintet, accordi-
on and string quartet (2015), Exophor for Chinese instruments



ensemble (2015), Fables for Robots, co-opera for chamber ensem-
ble, computers, video and speech synthesiser (with Cezary Duch-
nowski 2015-16), Mutuusmutus for chamber orchestra and air
percussion (2016), Hordiaver for chamber orchestra (2016-17),
Holoedr for saxophone, trombone, accordion, piano and cello
(2017), Gliptopalinomia 7.2, 2.7... for piano (2017), Prismiris for
string trio (2018), Gliptopalinomia 10.1, 1.10... for piano (2018),
Gliptopalinomia 7.1, 1.7, 3.5, 5.3... for piano (2018), Gliptopalino-
mia 6.3, 3.6, 6.3, 3.6, 5.4, 4.5, 5.4, 4.5... for piano (2019), Absu for
flute (2019), Dualabilis for two accordions and electronics (2019),
Absusurrus for orchestra, flute and electronics (2019), Here and
There, install-action for chamber ensemble, electronics and vis-
ualisations (2019).

Prismiris
The title of the work is made up of two words: the Greek mpiopa
(prisma — prism) and the Latin iris (rainbow). Both words are
strongly associated with optics. The former refers to the phenom-
enon of light dispersion. The latter gave the name to the optical
phenomenon of iridescence (irradiation).
Both these phenomena have influenced the content of the com-
position. The former (dispersion) became the basis for the gen-
eration of three different tempi in the opening of the work (one
for each of the musicians) and for creating the impression of dis-
persion (release) of a beam of each individual part in relation to
the others. We feel that the violin plays at the fastest tempo, the vi-
ola at a slower one, and the cello at the slowest. From the very be-
ginning we hear regular rhythms, which are in fact the same for
each of the instruments, but performed at three different tempi,
related to each other by the simple ratios of 2:3 and 3:4.
Against the background of these rhythms, as in the process of iri-
descence, there appear increasingly more ornaments, instrumen-
tal gestures and runs, which enrich the raw rhythmic part known
from the beginning of the piece. These ornaments sparkle more
and more. They are like opalescent colours appearing on the mul-
tilayered surface of transparent or translucent bodies (such as
pearl mass, gasoline stains, or soap bubbles) as a result of irides-
cence, which in turn is a consequence of light wave interference.
Pawet Hendrich

/

Tomasz Skweres

Composer and cellist residing in Vienna and Regensburg. He
studied at the University of Music and Performing Arts in Vienna.
He is the winner of numerous awards and scholarships, includ-
ing the Staatsstipendium fiir Komposition, Austrian Minis-
ter of Culture’s Startstipendium, Theodor Korner Prize, and
City of Vienna Award, as well as awards in many competitions
for composers, such as TONALi in Hamburg and the Franz

s19sodwod / 0c:4 | / Joquddas gz / Aepsan)

~
N
~J



s19sodwod / ¢4 | / 19quadrdas zgz / Aepsan]

128\

Josef Reinl Competition in Vienna. His works are regular-
ly performed at major festivals and commissioned by leading
concert halls (Vienna Konzerthaus, Regensburg Theatre, Na-
tional Forum of Music in Wroctaw), festivals (Wien Modern,
Musica Polonica Nova, Leo Festiwal) and ensembles (ORF Ra-
dio-Symphonieorchester Wien, Apollon Musagéte Quartet).
Concerts featuring his works have been broadcast in many
countries worldwide, including by Polish Radio Channel 2,
Bavarian and North German Radios, O1 and radio klassik
Stephansdom (Austria), ABC Classic (Australia), and RAT Stdti-
rol (Italy). His music has been released under labels such as
Genuin, col legno, and Orlando Records, and scores have been
published by Musikhaus Doblinger and Sikorski Music Publishers.
Since 2012 Skweres has been the leader of the cello section in
the Regensburg Philharmonic Orchestra. In 2016-17 he taught
a cello class at the High School of Music in Detmold. He gives
performances also as a chamber musician and soloist, appearing
mostly in contemporary repertoire. He is a cellist in the Austrian
Platypus Ensemble.

Selected works: Gebet for soprano and cello (2005), Psalm
13 for tenor, flute and cello (2006), String Quartet no. 1 (2006),
Direkt to words of Psalm 14 for soprano, flute and cello (2007),
Water for piano trio (2008), Sakubel Osil for soprano and four
instruments, to a poem by Mary Bautista (2008; rev. 2015), Aste-
ria-Ortygia-Delos for string quartet (2009), Am Anfang starb ein
Rabe for narrator, baritone and 12 instruments (2010), 5 Elements
for guitar and piano (2010), Autismus for flute and harpsichord
(2010), Axon for flute and clarinet (2010), Nocturne for cello and
orchestra (2011), Double-headed for horn (2012), Hesitation for
cello and piano (2012), Spannungsfelder for cello and double
bass (2012), 5 Miniaturen for saxophone, clarinet, accordion and
double bass (2013), Critical Mass for symphony orchestra (2013),
Tituba for instrumental ensemble (2013), Elusive Thoughts for vi-
olin, viola and cello (2014; rev. 2016), Memory Illusions for violin
and harp (2014), Penrose Square for saxophone quartet (2014),
mori no sakana for soprano, bass clarinet and cello, to a poem by
Erika Kimura (2014), Die Geometrie des Himmels ist unerhort for
speaker and six instruments, to poems by Semier Insayif (2014),
Journey into the Subconscious for flute, cello and piano (2015),
itber das farbige Licht der Doppelsterne... for symphony orchestra
(2015), von Schwele zu Schwele for 13 instruments (2015), Anaka-
lypteria for female voice and symphony orchestra (2016), Gren-
zgdnge for piano quartet (2016), Desiderium, chamber opera for
two sopranos, two actors and five instruments (2017), Rovanemi
for soprano and cello (2017), in fremder fremde for mezzo-so-
prano and piano (2017), seven affects for violin and cello (2017),
Maledictio for recorder, transverse flute, harp and harpsichord
(2017), Plutonion for symphony orchestra (2018), Concertino for
string orchestra (2018), Synapsen, four miniatures for historical



instruments (2018), Catacombs for violin, cello and organ (2018),
Anekdote iiber Strawinsky for violin and piano (2018), Coffin Ship
for cello, soprano saxophone and accordion (2018), Piwosznik
for bass clarinet and cello (2019), Heavy Gravity for two violins
(2019), Haymatloz for symphony orchestra (2019), Water Girl,
fantasy for English horn and instrumental ensemble (2019), Event
Horizon for 15 instruments (2019), contra venenosos vermes for
cello and mixed choir (2019), In Search of Sound-Object for so-
prano and cello (2019), Concerto for cello and orchestra (2020),
Plague for eight cellos (2020).

Concertino
for string orchestra is, despite its small dimensions, a piece of
special importance to me. I am a concert cellist and the string
orchestra is not only well known but also especially close to me.
While composing I tried to identify with the individual parts, so
as to give each instrumentalist a chance to co-create the inter-
pretation.
As the title suggests, the mutual interaction of solo and tutti sec-
tions plays a key role in this piece. While writing it, I have fre-
quently asked myself what special emotional values solo playing
has for the musician, and what the values of playing in a collective
are. I mostly focused on the borderline area between these two
forms of expression.
Even the smallest melodic segment, constituting a musical gesture
which carries a maximum emotional load, is in a way the quin-
tessence of a much longer, extensive artistic utterance. It is re-
sponsible for the highly expressive character of this work, also
emphasised by microtonal harmonies, spectral structures, and
shifting harmonic fields.

Tomasz Skweres

/

Przemystaw Scheller

He began to compose at age 18 under the guidance of Ukrainian
composer Ulyana Bilan. Having graduated with distinction from
the Karol Szymanowski Academy of Music in Katowice (class of
Aleksander Lason) and the CNSMD in Lyon (class of Philippe
Hurel), he obtained his DMA in 2018 under the artistic and sci-
entific supervision of Jarostaw Mamczarski (Katowice Academy
of Music) and Michele Tadini (CNSMD Lyon). At present he is
assistant professor at the University of Katowice and assistant lec-
turer at the Music Academy in Katowice. He plays and collects
ethnic instruments from all over the world. Electronic media, and
especially mixed acoustic-electronic sound, play an important
role in his music.

Selected works: Blind-Seeing for symphony orchestra (2011),
Yiri for didgeridoo and live electronics (2012), Vision of Open
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Skies for chamber orchestra, basso profondo, didgeridoo and elec-
tric guitar (2012), Song of the Brightness of Water for flute (2012),
Time-Luminous for nine musicians (2014), Imaginary Landscape
for chamber ensemble and live electronics (2015), Ocean of Forms
for two choirs and harp (2016), Scintillation for chamber ensem-
ble and live electronics (2016), Winter for accordion and live elec-
tronics (2016), Consors paterni luminis for Gregorian singer, harp,
accordion, cello and electronic media (2017), Sonata for harp
and flute (2018), The Little Match Girl for string orchestra (2019),
Road Marked with Dead Grain for clarinet and string orchestra
(2019), Three Miniatures for quadraphonic string quartet (2019),
Duration Study for tape (2019), Phos Hilaron for Gregorian singer
and electronic layer (2020).

Dziewczynka z zapatkami (The Little Match Girl)
Dedicated to the memory of my Mother.
Przemystaw Scheller

/

Ewa Trebacz

Born in 1973 in Krakéw, Poland, she is a Polish-American com-
poser permanently residing in Seattle. Her works range from
purely instrumental (solo, chamber, and symphonic) to compo-
sitions with live-generated computer sound, soundtracks for ex-
perimental animated films, and stereoscopic audiovisual pieces.
Space is an integral part of Trebacz’s works, and frequently acts as
a catalyst for improvised actions performed in spaces which boast
unique acoustics. She creates her improvisations in collaboration
with invited musicians, and records them using three-dimen-
sional (immersive) sound recording techniques (Ambisonics).
Then she uses them as sound material for her future compos-
itions.

Trebacz studied composition with Bogustaw Schaefter at the Acad-
emy of Music in Cracow, graduating in 1999. In 2004 she became
one of the first doctoral students in Digital Arts and Experimen-
tal Media (DXARTS) at the University of Washington in Seattle,
from which she obtained her PhD in 2010. Currently she works
at DXARTS as a Research Scientist and teaches courses related to
electroacoustic and computer music as well as digital arts. While
in Seattle, she returned to the violin and to public performances
after completing private studies with Finnish-born violinist and
teacher Ilkka Talvi.

In 2009, her composition things lost things invisible for Ambisonic
space and symphony orchestra became a recommended work of
the 56th UNESCO International Rostrum of Composers in Paris.
Her single-composer CD, including two chamber music pieces
and three orchestral works, was released in 2013 by Polish Radio,
the Polish Composers’ Union and Polish Music Information Cen-
tre in the series Polish Music Today.



Since 1998 Trebacz has cooperated with the Animated Film Stu-
dio of the Jan Matejko Academy of Fine Arts in Cracow (pri-
marily with Robert Sowa). In 1999 she won the City of Cracow
Artistic Scholarship. He has received composer commissions
and grants for artistic projects from many festivals, institutions
and ensembles, including the Klangspuren Festival, Warsaw
Autumn, Polish Composers’ Union, University of Washington
School of Drama, Mid Atlantic Arts Foundation / USArtists In-
ternational, Allied Arts Foundation (grant ‘Listen UP!” Music by
Women, 2018), Seattle Modern Orchestra, and Seattle-based en-
semble Kin of the Moon. Her electroacoustic works have been
presented, among others, during the International Computer
Music Conference (ICMC) and the conference of the Society for
Electro-Acoustic Music in the United States (SEAMUS), New
York City Electroacoustic Music Festival (NYCEMF), Mise-En
Festival, and Splice Festival 2, as well as many other festivals and
conferences dedicated to electroacoustic and computer music.

Selected works: Aletheia for string orchestra (2000), II fonte
adamantino for string quartet and vocal ensemble (1996-2002),
Spinning Zone for percussion and electronics (2002), Chordochro-
mies for harpsichord and electronic media (2003), Ephemerae for
symphonic wind ensemble (2005), Curriculum Vitae, digital video
(2005), Minotaur for horn and surround sound (2005), things lost,
things invisible for Ambisonic space and orchestra (2007), ERRAL
Immersive Audiovisual Space for soprano, horn and audiovisual
immersive media (2009), ANC'L'SUNR for symphony orchestra
and spatial soundscape (2012), Iriviskia for violin and French
horn with surround sound (2015), Ligeia for invisible soprano,
chamber ensemble and surround sound (2016), Winter After
Times of Fire for ensemble of improvisers and surround sound
(2019), Inanna Descending for variable ensemble and Ambisonic
sound (2019), Metanoia, concerto for violin, string orchestra and
surround sound (2020).

Metanoia

is a violin concerto for an improvising soloist, string orchestra,
and spatial soundscape. The instrumental parts are derived from
the sound material in the electronic layer, and draw on two an-
cient types of performance practice: heterophony and improvi-
sation. The solo violin part is partly notated, partly improvised.
The soloist is expected to create his or her own unique responses
to the notated phrases, in a dialogue with the electronic sound-
scape, the orchestra and the acoustic space.

Sounds in the electroacoustic layer are based on sound material
I recorded using various Ambisonic microphones in acoustical-
ly inspiring spaces. These sounds include instrumental samples
(Ewa Trebacz — violin, Josiah Boothby — French horn) as well as
doors, gates and metal objects in Fort Worden bunkers and in
the reactor building of the Satsop Nuclear Plant, in the state of
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Washington. Most sound sequences were algorithmically gener-
ated from this prerecorded material.
The violin is the instrument I play myself, and have a very per-
sonal relationship with, after many departures and comebacks.
I see this piece as my own “reconciliation” with this one-of-a-kind
instrument.
I owe my special thanks to the Digital Arts and Experimental
Media, University of Washington (dxarts.washington.edu).

Ewa Trebacz



Adam Batdych

Violinist and composer. He grew up in Gorzéw Wielkopolski; at
present he resides and works in Warsaw. He has cooperated with
the German ACT publisher since 2012. Winner of the Echo Jazz
(German music industry) award, Batdych has also been nominat-
ed for the Coryphaeus of Polish Culture. His other accolades in-
clude the Golden Cross of Merit and the Badge of Merit to Polish
Culture. He began his music career at age 14. He quickly began to
perform his own music in Poland, Germany, South Korea, Chi-
na, Japan, the United States, Canada, Austria, Iceland, Portugal,
Azerbaijan, the Netherlands, Sweden, Norway, Finland, Spain,
Indonesia, and other countries. He soon developed his own style
combining the achievements of classical music and the contem-
porary violin language with an improviser’s talent.

NFM LEOPOLDINUM STRING TRIO

The trio was founded in 2009 by the NFM Leopoldinum Or-
chestra’s concertmaster and section leaders Christian Dano-
wicz, Michat Micker, and Marcin Misiak, all three winners of
major music competitions in Poland and abroad. As recipients
of a scholarship, the artists studied at the Reina Sofia school in
Madrid under the outstanding violinist and chamber musician
Giinter Pichler, first violin in the famous Alban Berg Quartet.
The trio regularly performs in the National Forum of Music’s ar-
tistic seasons and at Leo Festival. The artists have also appeared
in Madrid, Hanover, and Thonon-les-Bains, as well as giving per-
formances at the Festival Pablo Casals in Prades and the ISCM
World Music Days. The members of the Trio are lecturers at
the Karol Lipiniski Academy of Music in Wroctaw.

NFM LEOPOLDINUM ORCHESTRA

In its 40 years of existence, the NFM Leopoldinum Orchestra
has become a well-respected ensemble on the classical music
scene. Its current standing has been shaped by different schools
of ensemble direction (the orchestra has been headed by Karol
Teutsch, Jan Stanienda, Zbigniew Szuftat, Heinrich Schiff, An-
toni Wit, Ernst Kovacic, and Hartmut Rohde). They have devel-
oped an approach to music that allows both emotional aspects
and clarity of musical structure and voices to shine through.
Initially focused mainly on Classical and Baroque music, later
the orchestra expanded its repertoire through to the 20th century.
The ensemble’s recordings are highly praised for the quality of
both the performance and programming. For several years now
the priority of the NFM Leopoldinum Orchestra has been to per-
form compositions by renowned 20th- and 21st-century com-
posers. The ensemble presents listeners with works of the highest
standards, including some that rarely feature in mainstream con-
cert programmes. The remarkable violinist and conductor Joseph
Swensen has been the artistic director of the NFM Leopoldinum
Orchestra since September 2017.
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Christian Danowicz

A graduate of the Conservatoire in Toulouse (violin class of Gilles
Colliard) and the Fryderyk Chopin University of Music (MA in
the violin classes of Julia and Krzysztof Jakowicz and BA in the or-
chestra and opera conducting classes of Antoni Wit and Tomasz
Bugaj). He obtained a doctoral and postdoctoral degree from
the Karol Lipinski Academy of Music in Wroctaw, where he cur-
rently teaches a violin class. He is the winner of the 3rd Prize in
the 4th International Tadeusz Wronski Competition for Solo Vi-
olin in Warsaw. In 2010, he received the 1st Prize in the Chamber
Music Competition at the Duxbury Music Festival in the USA.
In 2016, he was the winner of the Emotions Award of Radio
Wroctaw Kultura. Recorded under his direction together with
the NFM Orchestra Leopoldinum and Atom String Quartet,
the CDs Made in Poland and Supernova won the 2018 and 2019
Fryderyk Awards, the former also receiving the Wroctaw Mu-
sic Prize in 2018. Christian Danowicz is the concertmaster of
the NFM Leopoldinum Orchestra, with which he regularly per-
forms as a soloist and conductor. Since 2018, he has taught violin
at the Fryderyk Chopin University of Music in Warsaw.






Tuesday / 22 September / 22:30
ATM Studio

LIVE

19/91:

Aleksandra Kaca, Teoniki Rozynek,
Zaneta Rydzewska performance, instruments,
live electronics

ELECTRIC PRIMITIVO:

Arturo Corrales electronics
136\ e : e

Emilio Guim electric guitar

Przemystaw Kunda sound projection



Aleksandra Kaca, Teoniki Rozynek,

Zaneta Rydzewska

Ultimate errors compilation (2020)**

improvisation for three female performers, objects, instruments
and live electronics

Emilio Guim
Lies the Snake (2018])*

for electric guitar, electronics, video and coffee

Arturo Corrales
Riff (negro) (2017)*

for electric guitar, digital voices and electronics

19/91 + ELECTRIC PRIMITIVO
improvisation

** first performance
* first Polish performance
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Aleksandra Kaca
— see page 48

/

Teoniki Rozynek

Born in 1991 in Cracow, she currently lives in Warsaw. She has
graduated from the composition class of Krzysztof Baculewski at
the Fryderyk Chopin University of Music in Warsaw. She has par-
ticipated in composition masterclasses notably at the Donauesch-
inger Musiktage (2016), SYNTHESIS in Radziejowice (2017), and
Summer Courses for New Music in Darmstadt (2018).

She writes instrumental, electroacoustic, and electronic music.
Her works have been presented at national and international
festivals including Warsaw Autumn Festival, Musica Electronica
Nova, Sacrum Profanum, Unsound, PLATO in Ostrava, Contain-
erklang, and Bendigo International Festival of Exploratory Music.
She writes music for films (notably Jagoda Szelc’s Tower. A Bright
Day, Calro Sironi’s Sole, Arkadiusz Biedrzycki’s The Weak, winner
the Best Music award at the 2019 Teatroteka Fest), theatre (Marta
Goérnicka’s Hymn to Love, Best Music award at the 10th Divine
Comedy festival in Cracow; Tomasz Wegorzewski’s Novem-
ber, commended by the Artistic Committee of the Live Classic
Festival), and performances (Katarzyna Kozyra’s Chorus from
the The Ark of Covenant).

Selected works: bilocation for amplified piano, two pianists
and sampler (2015), wall for amplified violin, amplified cello and
electronics (2015), T.R.L.P. for tape (2015), halocline II for two
accordions, bass accordion and sampler (2016), nox for amplified
string orchestra (2016), string quartet for prepared and amplified
string quartet (2016), multiple 1 for amplified contrabass clar-
inet, percussion, piano and violin (2017), can you hear colors?
for amplified bass flute, amplified double bass and electronics
(with Monika Szpyrka, 2017), the most satisfying music for two
percussionists and electronics (2017), minimal surfaces 1.0 for
amplified violin, amplified cello and chamber ensemble (2017),
bol for flute, accordion, percussion, electronics and video (2017),
deep—frozen_2/17 for accordion, viola and electronics (2017), un-
tune for tape (2017), minimal surfaces 2.0 for amplified ensem-
ble, electronics and visualisation (2018), Palinopsia for electronics
(2018), conveyor belt for bass clarinet, piano, sampler, violin and
cello (2018), bulb for contrabass clarinet, percussion, amplified
piano, amplified violin, electronics, video, lights and microphones
(2019), etude for a door handle mechanism and one spring for tape
(2019), cymatics for two soloists, visuals, flute, bassoon, horn,
trumpet, trombone and string quartet (with Qba Janicki and
Martyna Chojnacka, 2020), il ballo delle ingrate [remake] for am-
plified baroque ensemble: harpsichord, theorbo, two violins, two
violas, cello and electronics (2020), Float for ensemble (2020).



/

Zaneta Rydzewska

Composer and clarinettist, she graduated from the High School
of Music and Dance in Cologne in the composition class of Bri-
gitta Muntendorf, as well as the composition class of Aleksander
Kosciow and Stanistaw Moryto and the clarinet class of Wojciech
Mrozek at the Fryderyk Chopin University of Music in Warsaw.
She has cooperated notably with Ensemble Musikfabrik, Ensem-
ble Garage, IEMA, hand werk, Schwerpunkt, AKOM, Delirium,
MolOt, Trio Catch, Mivos Quartet, Polish Radio Orchestra,
Kwartludium, Electronic ID, Liineburger Symphoniker, Broken
Frames Syndicate, Kollektiv3:6Koeln, and Sinfonietta Pomera-
nia. She has benefitted from the compositional consultations of
Georg Friedrich Haas, Wolfgang Rihm, Dieter Ammann, Simon
Steen-Andersen, Enno Poppe, Alexander Schubert, Michael Beil,
Marko Nikodijevic, Caspar Johannes Walter, Carola Bauckholt,
Manos Tsangaris, and Mathias Spahlinger, among others. She has
participated in the Lucerne Festival Academy Composers’ Sem-
inar as well as the Donaueschinger Musiktage Next Generation
programme (2015-18). Her works have been featured at interna-
tional festivals including the Lucerne Festival, Wittener Tage fiir
Neue Kammermusik, Acht Briicken, Tampere Biennale, Warsaw
Autumn, Ad Libitum, Korvat auki Helsinki, ON-Cologne, High
Noon Musik 2000+ in Constance, Cluster in Lucca, AvantGarten
in Liedberg, Sanatorium of Sounds, Warsaw Musical Meetings,
and New Waves in Gdansk.

Her scholarships include the Bernd Alois Zimmermann in Co-
logne, Polish Ministry of Culture and National Heritage’s, Young
Poland programme, the Marshall of the Warmian-Masurian
Voivodeship, and the Dean of the Fryderyk Chopin University of
Musical in Warsaw. She has chaired the Youth Circle of the Polish
Composers’ Union between 2016 and 2018, and is now a mem-
ber of its Board. She has won the 2nd Prize at the Patri Patriae
International Composition Competition in Katowice and other
awards, 3rd Marek Stachowski National Young Composers Com-
petition in Cracow; AKOM Ensemble in Rotterdam, 7th Zygmunt
Mycielski Composition Competition in Warsaw, “When I Think
About Berio..” National Composition Competition in Wroclaw,
and the Stanistaw Moniuszko Composition Competition in
Gdansk.

Selected works: Miniature for clarinet and piano (2007), Trio
for clarinet, bass clarinet / cello and piano (2009), Tale for clarinet
(2010), Metamorphoses for accordion (2011), Barcarolle for vio-
lin, clarinet and piano (2012), Toccata for piano (2013), Though
for oboe and piano (2013), You Who Wronged... for mezzo-
-soprano and piano (2013), SynEsthESiA for accordion (2014),
WINDows for E-flat clarinet (2014), Elegy for clarinet and or-
chestra (2014), Close and Distant for alto and string orchestra
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(2015), Der verlorene Berg for accordion (2015), Les mots se mo-
quent de nous... for accordion and string quartet (2015), MorE
for instrumental ensemble (2015), Fydihom for instrumental
ensemble (2015), 5/3 for string quartet (2015), I Am d’Arc for so-
prano and orchestra (2015), Winterwald for clarinet, accordion
and percussion (2015), Gestern ist sie von mir gegangen... for bar-
itone and piano (2015), Hidden for clarinet, accordion, viola and
percussion (2016), Folla for viola and accordion (2016), String
Quartet (2016), A Complaint for soprano, clarinet, horn, piano
and percussion (2016), IN for string orchestra (2016), Am Schei-
deweg for accordion and harpsichord (2016), Rose for symphony
orchestra (2016), alone I for clarinet, violin, piano and percussion
(2017), after all for alto saxophone and piano (2017), Torrent for
alto saxophone, accordion, viola and electronics (2017), Tagtraum
for clarinet and accordion (2017), Concerto for clarinet and or-
chestra (2017), Dauer for clarinet and electronics (2017), spit it
out for flute, clarinet, violin, viola and cello (2018), mono for flute,
viola and harp (2018), under for clarinet, cello and piano (2018),
underneath for flute, clarinet, violin, viola, cello and objects
(2018), so forth for viola, electronics and video (2018), so forth
and so forth for clarinet, electronics, video and lights (2018), bin-
aural beats for symphony orchestra (2018), circles for accordion
(2018), relaxation music for chamber orchestra (2018), no-body
for ensemble, video, electronics and scents (2018), where, theatre
music for violin, two violas and objects (2019), returns for clari-
net and electronics (2019), data processing for chamber ensemble
(2019), 3/3 for saxophone, accordion and piano (2019), error for
three female performers, objects and electronics (with Teoniki
Rozynek and Aleksandra Kaca, 2019), der Kuss, music theatre for
children’s choir (2019), sit back and relax for piano, percussion,
double bass, electronics and lights (2019), Double Concerto for
clarinet, percussion and orchestra (2020), don’t look for two vio-
lins, accordion, piano, percussion and electronics (2020).

Ultimate errors compilation
is an improvisation for three female performers, objects (includ-
ing liners, a fork, and sugar), instruments and live electronics.
The work is divided into four sections. The first section is based
on short hiss-like sounds with no transformations. The second
is a thythmisation of hisses and gradual introduction of live
electronics. The third section brings the sound transformations
to a climax, while the fourth section brings a drone note, with
the gradual switching off of effects included in the Max/MSP en-
vironment plugins.

Aleksandra Kaca, Teoniki Rozynek, Zaneta Rydzewska



Emilio Guim

Born in Ecuador and based in Switzerland since 2014, he studied
jazz fusion at the Musicians Institute (Los Angeles), sound engi-
neering at Los Angeles Recording School, obtained a Bachelor of
Fine Arts from York University (Toronto), and a Master of Music
degree in Music and Art Performance from the High School of
Music in Lucerne. His main focus is on interdisciplinary practice
of arts. His work combines multimedia performance, choreo-
graphed movement, concert music, electroacoustics, and music
theatre. Besides composition and performance, his interests also
include Max/MSP programming, sound design, music for dance
theatre, and sound engineering.

He has released four albums of original compositions with his
jazz fusion band Lullaby North, toured with different ensembles
through Europe and America, wrote music for choreographies,
film and TV, and produced many albums in genres from rock to
avant-garde. He has been invited to teach masterclasses at the In-
stitute of Arts of Ecuador and the University of Arts of Bratislava.
Since 2017 he has been teaching at High School of Music in Lu-
cerne at both the Music and the Visual Arts and Design schools
in the field of interdisciplinary art. He has received the Dr. Peter
Zaparinuk Memorial Award from York University for outstand-
ing achievement in contemporary music composition (2012),
the Proyecto Discografico Binacional Award from the Ecuador
Ministry of Culture for promising Ecuadorian composers (2008),
and was awarded the Kompositionsatelier-Berlin from the city
of Zurich (2017). He is the artistic director from Ensemble of
Nomads, and also works often with different ensembles across
Switzerland, such as Vortex Ensemble (Geneva) and EW-4/ Arte
Quartett (Basel), among others.

Selected works (since 2015): Stellen, Schichten, Lagern, per-
formance for eight performers (with Binha Haase, 2015), Khora,
music for a choreography by Davidson Farias (2015), They Are
Coming, Waves, audiovisual performance for eight musicians
(2015), Zum Wohl for electric guitar, piano, percussion, violin,
video and electronics (2015), The Principle of Change for electric
guitar, piano and electronics (2015), The Consequence of Change
for electric guitar, piano, violin, percussion and electronics
(2016), Miraging for electric guitar, piano, video and electron-
ics (2016), Burial of Days for electric guitar and piano (2017),
Raised by Wolves for electric guitar, piano, tenor saxophone, vi-
olin, percussion and electronics (2017), Speaking of Which for
electric guitar, piano, video and electronics (2017), The Weakest
Force of Nature for tenor saxophone, alto saxophone, dancer and
electronics (2017), South and North for tenor saxophone, alto
saxophone, video and electronics (2017), To live all days at once
for tenor saxophone and electronics (2018), Lies the Snake for
electric guitar, electronics, video and coffee (2018), You Had to
Rename Everything, video work for flute and electronics (2018),
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Spark for piano, electric guitar, percussion, video and electronics
(2018-19), Deaf Ground for electric guitar, cello, viola, violin and
electronics (2019), Hangmans Chorale for clarinets, two percus-
sion players and electronics (2019), Liquid Mountain for electric
guitar, table-top guitar, sampler, synthesizer, three computers,
video and electronics (2020).

Lies the Snake
This audiovisual composition takes its aesthetics from 1990s
grunge rock and MTV culture. The video projection shows
the two performers in their daily routine of drinking coffee
through thirty days, while the distortion from the electric guitar
and the live electronics transfer into the visuals by eventually re-
organising its elements into a controlled chaos.

Emilio Guim

/

Arturo Corrales
- see page 115

Riff (negro)
The play features the electric guitar as I dream of it: using a big, fat
distortion, as well as the haunting and percussive rhythms of rock
and metal. The electronics also produce a sonority that builds
a second kind of distorted, alternative and virtual electric guitar
that enters into dialogue—and struggle—with the real one.
The duel and exchange of these two instruments will produce
an obsessive and crude play, where metal-like riffs, phrases, and
clichés invade contemporary music. As in other recent pieces of
mine, electronics will be treated as another real instrument in
the band, and the aim of programming is to give an interface that
can be played and interpreted with the same freedom as the in-
struments.
The “lyrics” of the music—and the pitches of the guitar—come
from a monologue in the movie The Network (1976), in which
the fateful words of a sinister businessman become unfortunately
prophetical for our time: “We no longer live in a world of nations
and ideologies ... The world is a college of corporations, inexora-
bly determined by the immutable bylaws of business. The world
is a business ... It has been since man crawled out of the slime.”
Arturo Corrales

/

19/91

Founded in 2019, this trio features Aleksandra Kaca, Teoniki
Rozynek, and Zaneta Rydzewska who met in 2014 during their
composition studies at the Fryderyk Chopin University of Mu-
sic in Warsaw. In 2015-18, they cooperated as the composers’



group gen~.rate (with Rafat Ryterski), producing modern music
concerts, including the EMBODY polysensory show at the Nowy
Theatre in Warsaw. Their debut improvisation project, ERROR,
was featured at Containerklang in Cologne, the Ad Libitum fes-
tival at the Ujazdowski Castle Centre for Contemporary Art, and
the Warsaw Sanatorium of Sound at the SPATIF club in Warsaw.

/
ELECTRIC PRIMITIVO

Based in Switzerland, composers and performers Arturo Cor-
rales (Geneva) and Emilio Guim (Zurich) met while working in
different projects with Vortex Ensemble. Their affinity for con-
temporary music and their versatility for music styles both as
composers and performers, led them to create this programme
involving electric guitar, sound design, live electronics, light de-
sign, music theatre, and video projections.

Both Arturo and Emilio grew up listening to rock music among
other styles. This program shows one fresh way in which con-
temporary music has expanded to incorporate rock in an organic
way. With electricity in the duo’s DNA, their sound can be mas-
sive, distorted and aggressive, but can also go for the subtleties of
the almost inaudible. They go from completely free improvisation
to highly written music, from graphical or conceptual scores to
pages and pages of difficult and complex riffs; from video inter-
action to absolute music, everything filled with tons of blasting
energy, getting invariably a wonderful return from the audience,
who ends up literally electrified after every concert.
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LIVE
Pia Davila soprano
EUROPEAN WORKSHOP
FOR CONTEMPORARY MUSIC
Riidiger Bohn conductor
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Partner of the concert: Society of Authors ZAiKS

ZAiKS

The Polish-German new music workshops with the participation of
the European Workshop for Contemporary Music, a joint-venture
of Warsaw Autumn and Deutscher Musikrat, will take place on
16-22 September 2020 at the Fryderyk Chopin University of Music
(on 16-17 September, the workshops will be run by the musicians
of ensemble recherche).

/D?UT\SCHER MUSIKRAT european warkshop for contamparary music * Die Beaufiragte der Bundesregierung
zeitgendssischemusik > | fr Kuur und Medien

STIFTUNG
INSTITUT FUR DEUTSCH-POLNISCHE
ZUSAMMENARBEIT

A dirti A FUNDACJA WSPOEPRACY
@jo GOETHE ﬁ% AEAties POLSKO-NIEMIECKIE
U M F C Uniwersytet Muzyczny U F
Fryderyka Chopina

Chopin University
Modern Ensemble




Oliver Schneller
Diastema (2001-2002)*

for 14 instruments

Francois-Bernard Mache
Le son d'une voix (1963)
for ensemble

0€:4| / Joquardas gz / Aepsaupapp

Teoniki Rozynek

Float (2020)**

for instrumental ensemble

(Warsaw Autumn commission with the support by
Society of Authors ZAiKS)

~
~

7

José Maria Sanchez-Verdu
Paraiso cerrado Il (2012)*
for soprano and chamber orchestra to poems by Ibn Zamrak

** first performance
* first Polish performance
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Oliver Schneller

Born in 1966 in Cologne, he grew up in Africa, Europe, and Asia.
Having completed his studies in musicology and political science
at the University of Bonn, he worked at the Goethe Institut in
Kathmandu, Nepal (1990-91), on a project to support and sustain
local music traditions. In 1994 he moved to the United States,
where he studied composition at Boston'’s New England Conserv-
atory, and later with Tristan Murail at the Columbia University of
New York, where he obtained his doctorate in 2002 for a disser-
tation on music and space. At the City University of New York he
designed and expanded the CUNY Computer Music Studio. In
2000-1 he stayed in Paris, taking part in IRCAM’s composition
and music informatics courses. As assistant to Tristan Murail, he
taught composition and computer music at Columbia. He also
organised the “Lachenmann in New York” Festival in 2001. Of
music importance to his artistic development was attending mas-
terclasses conducted by Salvatore Sciarrino, Jonathan Harvey, Bri-
an Ferneyhough, George Benjamin, and Vinko Globokar.

His music has been performed at international festivals such as
the Paris Agora, Brussels Ars Musica, Musica Strasbourg, Paris-
ian Présences and Tremplins, Wittener Tage fiir Neue Kammer-
musik, MaerzMusik and Ultraschall in Berlin, Les Musiques in
Marseilles, musique action in Nancy, Alternativa Moscow, ICMC
International Computer Music Conferences in Singapore and
Gothenburg, Musicacoustica in Beijing, South Africa’s Indaba,
Tanglewood Music Festival, Frankfurt 2000, as well as at Wash-
ington’s Kennedy Center as part of the Millenium Stage Series, by
such groups as Ensemble Modern, Ensemble intercontemporain,
Musikfabrik, Ictus, Percussions de Strasbourg, Speculum Musi-
cae, Court-Circuit, Mosaik, Kammerensemble Neue Musik Ber-
lin, Ensemble Courage, Antares, the Tanglewood Music Center
Orchestra, and St. Luke’s Chamber Ensemble, among others. His
scores are published by Edition C.F. Peters, and his works have
been released on CDs by Mode Records, Wergo, Hathut, Telos,
and CPO.

As a saxophonist Oliver Schneller has performed in George Rus-
sell Big Band, the Gustav Mahler Youth Symphony under Seiji
Ozawa, and also as a soloist in Tan Dun’s Red Forecast with Tan-
glewood Music Center Orchestra. He has appeared with many
jazz and improvised music ensembles in Cologne, Amsterdam,
Boston, and New York.

In 2009-10 he taught composition at the State University of Mu-
sic and Performing Arts (HMDK) in Stuttgart. In 2013 he was
a curator for Berlin’s MaerzMusik festival. He taught composition
at the Incontri Institute for New Music at the Hanover University
of Music, Drama and Media, and was the head of that institute
(2012-15). In 2015 he was appointed professor of composition
and director of the Eastman Audio Research Studio (EARS) of
the Eastman School of Music in Rochester, New York, where he
lives with his wife Heather O’Donnell (a pianist) and daughter.



In the autumn semester of 2018/2019 he taught composition at
the Technical University of Berlin, and since 2019 also at the Rob-
ert Schumann High School of Music Diisseldorf.

Oliver Schneller is continually preoccupied with all aspects of in-
tercultural relations in music. He has headed and curated many
projects dedicated to this subject.

Selected works (since 2005): Die unendliche Feinheit des
Raumes, “theatrum sonorum” for organ, horn, percussion, tuba,
eight speakers and video projection (2005), Turbulent Space for
recorder and live electronics (2005), String Space for violin, viola,
cello and live electronics (2005), This is What I Am Seeing Here
for clarinet, violin, cello and piano (2005), Clair/Obscur for sev-
en instruments and live electronics (2005-6), Stratigraphie I for
six instruments and six speakers (2005-6), Engine for accordion
and five speakers (2006), Twilight Dialogues II for flute, clarinet,
viola and piano (2006), Track ¢ Field for piano, four speakers
and video (2006-7), Mobile Resonance for eight instruments and
live electronics (2006-7), Resonant Space for two pianos and two
percussions (2007), Voice Space, installation (2007), Cell Cycle,
electronic music (2007), Wu Xing, installation (2007), Anaclasis
for recorder, trumpet, sho, piano and cello (2008), La couleur
du son, installation (2008), The Path for clarinet, accordion,
percussion and live electronics (2008), Musica ficta for flute,
oboe, clarinet, piano, percussion and electronics (2008), Paysage
sauvage for trumpet, trombone, percussion and live electron-
ics (2008-9), Rugged Space for piano, accordion and live elec-
tronics (2009), Jagged Landscape for flute, accordion, piano and
cello (2009), Scattered Scene for kalimba and live electronics
(2009), Abendlied for voice, violin, cello and clavichord (2009),
Stratigraphie II for six instruments and electronics (2009-10), Wu
Xing/Fire for orchestra (2009-10), Kagura for flute and chamber
orchestra (2010), Tensegrity Touches for piano, virtual instru-
ments and video (2010), Blipse»Ifs for flute, clarinet, piano, violin
and cello (2010), Open Space for organ and electronics (2010),
Wu Xing/Metal for orchestra (2010-11), Dreamspace for ensem-
ble and orchestra (2011), Cyan for two pianos and two percussion
(2011), Sunday in the Park for accordion (2011), Anser indicus
for accordion, bass clarinet, violin, viola and cello (2011), Mu-
gen for no singer and electronics (2011), Amber for two string
quartets (2011-12), Transatlantic Jukebox for piano and cham-
ber orchestra (2011-12), Haiku for violin (2012), Wu Xing/Wa-
ter for orchestra (2013), Alice Blue for six instruments and Nord
Stage synthesizer (2013), Introjections for string quartet (2013),
Superstructure II for percussionist and electronics (2013), Tinder
for tenor and piano (2013), Superstructure for six percussion-
ists (2013), Transience for koto, gayageum, janggu and guzheng
(2013), Passagio for four voices and four saxophones (2013),
Tropes for orchestra (2014).
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Diastema
The spine of this piece is an irregularly serrated shape formed by
the succession of 22 interconnected points. Each point on this
jagged line represents the fundamental of a chord and the spatial
distance between the points corresponds to the intervallic dis-
tance between the fundamentals. Many structural parameters
are scaled to this shape: the tempi and proportions of the piece,
the density of polyphonic activity, even the rhythmic and melod-
ic patterns that weave together the often fragile fabric between
the 22 different chords built on these fundamentals. Hence a fixed
basic succession of intervals permeates and informs the piece on
many levels: the interval of distance in space or time, of pitch, of
densities, of sound colour change, of pulse-presence, continuity
and discontinuity. Throughout the piece appear a number of im-
mutable objects that by virtue of their recurrence orient the pro-
gression of the form in memory.
In this world, there are two times. There is mechanical time and there is
body time. The first is as rigid and metallic as a massive pendulum of iron
that swings back and forth. The second squirms and wriggles like a blue-
fish in a bay. The first is unyielding, predetermined. The second makes up
its mind as it goes along. ... This is a stretch of nerve fibers: seemingly con-
tinuous from a distance but disjointed close up, with microscopic gaps be-
tween fibers. Nervous action flows through one segment of time, abruptly
stops, pauses, leaps through vacuum, and resumes in the neighbouring
segment. ...So tiny are the disconnections in time that the gaps between
segments are practically imperceptible. After each restart of time, the new
world looks just like the old. (Alan Lightman, Einstein Dreams, 1993)
Oliver Schneller

/

Francois-Bernard Mache
- see page 33

Le son d’une voix

The sound of a voice is richer and truer than what that voice says.
Here, it is the voice of Paul Eluard in Poésie ininterrompue II,
which I have turned away from the poetry, attempting to make
him confess a music that has since become more mine than his.
Just as I did in 1959 with Sappho (Safous mélé) and in 1962 with
Seferis (La peau du silence), I have thus chosen as model a spo-
ken text whose sound qualities only—i.e., with the exclusion of
the verbal meaning—supply an excuse for a differently faithful
instrumental transcription. I have used sonograms to analyse
the minutest articulations of the voice.

Stemming from my conviction that music is more than a “lan-
guage,” and driven by my desire to exorcise the old metaphor of
“musical language;” linked to an abusive humanism, I have operat-
ed a total anamorphosis of the text, setting it literally “to music” so
that nothing poetic—in the technical sense of the word—remains.



Le son d’une voix, first performed in Warsaw in 1964 by Kon-
stantin Simonovic, is a brief essay that belongs more generally to
my research driven by a conviction that the deepest sense of mu-
sic is to map the entire sound reality. The most beautiful human
language—here, that of Eluard—thus belongs amongst all other
sounds of nature and nothing more.
Published by Editions Durand, the work has a duration of ca.
8 minutes.

Frangois-Bernard Mdche

/

Teoniki Rozynek
- see page 138

Float
[English for resting, drifting or gliding on the surface]
A Warsaw Autumn festival commission.
Teoniki Rozynek

/

José Maria Sanchez-Verdu

Born in 1968 in Algeciras, Andalucia, in 1986-94 he studied
composition, orchestral conducting, and musicology at the Real
Conservatorio Superior de Musica and the Universidad Auténo-
ma, both in Madrid. In 1992 he learned composition from Franco
Donatoni in Siena’s Accademia Chigiana, and in 1996-99 devel-
oped his composition technique with Hans Zender at Frankfurt's
High School of Music and Performing Arts (on scholarships from
DAAD and La Caixa Foundation).

In 1997 he was a composer-in-residence at the Spanish Royal
Academy in Rome. His numerous accolades and scholarships
in Spain and abroad include the Cristobal Halffter Composition
Prize (1994), SGAE Spanish Society of Authors and Publishers
Award (three times in 1996 and 1997), composer prizes of Ciutat
d’Alcoi and Ciudad de Burgos, INAEM/Colegio de Espafia first
prize (1998), Junge Deutsche Philharmonie’s first prize (1999),
Ernst von Siemens Foundation’s Férderpreis in Komposition
(2000), State Award of the Spanish Ministry of Culture (2003),
and Antara Prize of the Lima International Contemporary Music
Festival (2007), Since 2001 Sdnchez-Verdu has been a professor
of composition at the Robert Schumann High School of Music
in Disseldorf; in 2008-19 he also taught at the Conservatorio
Superior de Musica de Aragon (in Zaragoza). He publishes pa-
pers, lectures and teaches composition at many European insti-
tutions, including Universitat der Kiinste Berlin, Universidad
Complutense in Madrid, Catedra de Composicién Manuel de
Falla in Cadiz, Salzburg Mozarteum, and High School of Arts in
Bremen.

s19sodwod / 0c:4 | / 19quardas £z / Aepsaupap

~
—
(@]
—



s19sodwod / ¢4 | / 19quardas £z / Aepsaupap

152\

He has been commissioned to write music by Spanish, German,
and Italian institutions and organisations, as well as the Prague
Spring International Music Festival and New York’s Lincoln
Center, the Biennale fiir Neue Musik in Hanover (for Expo
2000), operas for Staatsoper Berlin (2005) and Madrid’s Teatro
Real (2007). His works have been performed by, among others,
Ensemble Modern, Musikfabrik, Ensemble Mosaik, ensemble
recherche, KNM Berlin, Kaleidoskop Solistenensemble, the Os-
terreichisches Ensemble fiir Neue Musik, Konzerthaus Orches-
ter Berlin, Rundfunk-Sinfonieorchester Berlin, Bavarian Radio
Symphony, Hamburg Philharmonic, Stuttgart Radio Orchestra,
Finnish Radio Symphony (FRSO), Orchestre de la Suisse Ro-
mande, Luzerner Sinfonieorchester, Orchestra Sinfonica di
Milano Giuseppe Verdi, and Orquesta Nacional de Espaila, at
numerous festivals such as Ultraschall Berlin, ECLAT Stuttgart,
MaerzMusik Berlin, Munich Biennale, Musica Viva Munich,
Ars Nova Donaueschingen, Schleswig-Holstein Musikfestival,
Beethoven Festspiele, musicadhoy Madrid, Wien Modern, Salz-
burg Biennale, Musica Nova Helsinki, Ars Musica Bruxelles, War-
saw Autumn, and Venice Biennale. Sdnchez-Verd’s stage works
(ATLAS, GRAMMA, AURA, El viaje a Simorgh, Libro de las es-
tancias, Alegorias de la luz, and others) have been staged notably
at the Staatsoper Berlin, Deutsche Oper Berlin, Luzerner Theat-
er, Munich Biennale, Teatro Real Madrid, Teatro de la Zarzuela,
Theaterhaus Stuttgart, Teatro Colén in Buenos Aires, as well as
in Hamburg, Venice, Granada, Buenos Aires, Mexico City, and
Cairo. He is active in the music life of Spain, Italy, Switzerland,
Austria, Germany, Belgium, Finland, the Netherlands, Argentina,
Uruguay, Peru, and Egypt as a conductor of contemporary music
orchestras and ensembles. His works have been released under
such labels as Kairos, Col-legno, Verso, Columna Musica, and
Harmonia Mundi. The composer lives in Berlin.

Selected works (since 2010): Mural for orchestra (2009-10),
Hekkan IV for chamber orchestra (2009-10), Qualia (Jardi
blau) for soprano, baritone, clarinet, choir, orchestra and lights
(2004-10), Elogio del trdnsito for bass saxophone, auraphone and
orchestra (2010), Hekkan III for guitar quartet (2010-11), Scrip-
tura antiqua for five vocalists (2010-12), Oxide for saxophone,
electric guitar, percussion and piano (2011), Exitus for string
trio, tape and auraphone (2011), Memoria del agua for cham-
ber ensemble and orchestra (2011), Jardin azul for accordion
and piano (2011), De processione mundi for oboe and ensemble
(2010-11), Castillo interior for five voices, baroque violin, theor-
bo and harpsichord (2012), String Quartet no. 9 Paraiso cerrado
(2012), Transitus for bass saxophone (2012), Paraiso cerrado II for
soprano and orchestra (2012), Concerto grosso for strings (2012),
Atlas (Islas de Utopia), music theatre (2012-13), Memoria del es-
pejo for trombone and orchestra (2013), Memoria del blanco for
accordion and orchestra (2013), Zuria for accordion (2013-14),



Khora II for saxophone quartet (2014), Territorio interior (I) for
violin, cello and piano (2014), Libro de Leonor for seven voices
and choir (2014), String Quartet no. 10 Barzaj (2014-15), Libro
del jardin de arena for ensemble (2015), Butes, drama in musica
for choir and orchestra (2015), Il giardino della vita, music thea-
tre (2016), KEMET (Schwarze Erde / Tierra negra) for bass flute
and chamber orchestra (2016), DESHERET (Rote Erde / Tierra
roja) for orchestra (2016), KEMET (Schwarze Erde) for bass flute
and harpsichord (2016), ARGO, music theatre (2016-18), Ter-
rains vagues for five voices, oboe, clarinet, bass clarinet, alto sax-
ophone and bassoon (2017-18), White Silence Bar for ensemble
(2018), Memoria del rojo for orchestra (2018), SHEBA for cham-
ber orchestra (2018), Inferno for four voices and ensemble (2019),
La chute de la maison Usher for orchestra, music for a film by Jean
Epstein (2019), The Haunted Palace for orchestra (2019).

Paraiso cerrado Il (Shut Paradise)

Few Spanish composers today have a fairer claim to the pen name
“Semionauta,” a navigator on literary journeys (coined by Nico-
las Bourriaud) than José M. Sanchez-Verdd. From Italian poetry
of the 20th century (Montale, Quasimodo) to the Syrian-Leba-
nese Adonis; from Omar Khayyam to the mystics of the Renais-
sance — both sculptural and philosophical, they come together
in a universe of their own, populated by fragmentary resonances
and echoes of different traditions, represented with indisputable
attraction and energy.

Ever since the late 1990s, the Arab culture — words, image, and
sound - has fascinated Sdnchez-Verdu. Paraiso cerrado II reflects
this attraction, on the one hand, by linking it to Granada, with
the figure of Soto de Rojas from the somewhat earlier Paraiso
cerrado [String Quartet no. 9], premiered in Hanover in June
2012. The piece summarises some of the creative aspirations of
the composer from Algeciras, whose studies in the city of the Al-
hambra - if we recall his early Cuarteto nazari (1992-93) - are
not unrelated to this interest.

Now, it is the poetry of Ibn Zamrak - from the Mirador de
Daraxa (Daraxa Lookout) to the Patio de los Leones (Lion Court-
yard) and the Sala de las Dos Hermanas (Hall of the Two Sisters),
so eminently present in the Granada palace, that guides the mu-
sic of Sanchez-Verdu with regard to its semantic content, its
epigraphic aspect and the aesthetic coordinates that determine
a comprehensive understanding of the architectural complex,
a true “architecture of texts,” as José Miguel Puerta Vilchez has
called it. In five movements — the third of which, Memoria del
agua dispenses with the soprano voice and functions as the for-
mal axis of the polyptych - Paraiso cerrado II is at the same time
a possible musical guide through the twists and turns of the court
space, totally alien to the 19th-century visions of the manners
and customs of “Alhambrism” and exoticism; a nautical chart for
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the roots of the composer’s poetry. Suffice it to mention the syn-
esthetic consideration of chromatic perception (Memoria del rojo,
in this case, the altitude of the Sun) found in his Kitab al-alwan
(Libro de los colores — Book of Colours, 2000-5); the interrelation-
ships between speech, writing and graphical signs (Palacios de
escritura — Palaces of Writing); the conceptual seeds of his work
GRAMMA (Jardines de la escritura / Gérten der Schrift — Gardens
of Writing), premiered in 2006; the spatial dimensions of sound
and the structural conditions of its apprehension (Geometria azul
— Blue Geometry). Or, to quote Sanchez-Verdu himself:

...a musical vision of the Alhambra’s tilework in particular, and of the Arab
art in general. Symmetrical structures, endless lines, stylised roses form-
ing a musical surface. Like the Arab master facing the surface of his walls,
the composer conceives the ornaments and the use of very complex systems
to completely fill all the available space. In some lectures I have called it
“Praise for the surface.” My great favourite Pablo Palazuelo is not far from
this geometrical vision of material and perception in our consciousness.

Finally we come to the Memoria del jardin feliz (Memory of
the Happy Garden), the garden area, a combination of nature and
artificiality, a space for reflection and enjoyment (Paisajes del
placer y de la culpa — Landscapes of Pleasure and Blame, 2003);
QUALIA (Jardi blau - Blue Garden, 2004-10). It has also been,
since the antiquity, a metaphor for the mental space of intimate
discovery and transcendent initiation. The fierce interweav-
ing of these aesthetic references in their possible acoustic rep-
resentation; the innovative depth of the handling of instruments;
the freedom and wealth of the vocal text; the desire to explore
the dynamic thresholds, close to a silence but laden with expec-
tation, and the unexpected interplay of subtly coloured rhythmic
structures in the accentuation that Sanchez-Verdu demonstrates
in his work. All these are aspects of the music that the listen-
er has to discover for himself, without the need for a lengthy
commentary...

Germdn Gan (2012)



Paraiso cerrado Il
for soprano and chamber orchestra (on poems by Ibn Zamrak)

Ibn Zamrak (1333-1394)
Poetic epigraphic fragments on the Alhambra (Granada)

1. Memoria del rojo [Memory of the Red]

“wala galiba illa Allah”

[There is no victor but God]

Nasrid coat of arms repeatedly found all over the Alhambra
“La luna envidia mi diadema, los astros mis trazas desean”
[The moon envies my tiara, the stars desire my designs]
Tower of the Children

2. Palacios de escritura [Palaces of Writing]
“El cielo de cristal alli muestra maravillas
que en la pagina de la belleza escrita quedan”
[The crystal sky there shows wonders

that remain on the page of written beauty]
Lindaraja Lookout

4. Geometria azul [Blue Geometry]

“Esta casa es un paraiso eterno”

[This house is an eternal paradise]

Courtyard of the Arrayanes (south side)

This inscription was destroyed when the Palace of Charles V was
built.

5. Memoria del jardin feliz [Memory of the Happy Garden]
“Este es el palacio de cristal”

“No estoy sola, pues desde aqui contemplo un jardin admirable”

[This is the glass palace

I am not alone, for from here I can see a magnificent garden]
Entrance arch to the Lindaraja Lookout

“Jardin yo soy que la belleza adorna: sabras mi ser si mi hermo-
sura miras”

[I am the garden that beauty adorns: you will recognise my be-
ing when you contemplate my beauty]

Hall of the Two Sisters (Palace of the Lions)

“Agua y marmol parecen confundirse”

[Water and marble seem to blend]

“Es un amante cuyos parpados rebosan de lagrimas”

[He is a lover whose eyes are full of tears]

Fountain of Lions (Palace of the Lions)

/
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Pia Davila

Soprano; she studied with Jérn Dopfer at the Hamburg University
of Music and Theatre (HfMT), graduating with honours in 2018.
She focuses on songs, but also performs in operas and oratorios.
She is particularly interested in contemporary music: the classical
music, art and tradition of and for today. She is constantly looking
for new ideas and exciting collaborations.

Pia Davila has won prizes in national and international competi-
tions, and has participated in productions with the Dutch Nation-
al Opera, Deutsche Oper Berlin, Theater Bremen, and Staatsoper
Hamburg.

EUROPEAN WORKSHOP

FOR CONTEMPORARY MUSIC

The ensemble evolved out of the former Polish-German Ensem-
ble Workshop for Contemporary Music, initiated in 2003 by
the German Music Council (Deutscher Musikrat) and the War-
saw Autumn festival. The workshop has two main objectives:
firstly, to support young musicians interested in practising spe-
cial contemporary music techniques and familiarising themselves
with the contemporary repertoire; and secondly, to promote cul-
tural exchange and artistic integration between the two countries
as well as cooperation with the entire musical Europe.

The first workshop in 2003 focused on a meeting of the Kwart-
ludium ensemble from Warsaw with young German musicians.
After many days of rehearsals, the ensemble, led by Riidiger
Bohn, appeared in concert at the Warsaw Autumn festival,
presenting contemporary works from Poland and Germany.
The performance, held at the Polish Radios Witold Lutostawski
Concert Studio, featured premieres of works written especially for
the occasion. The ideas of first performances of works by young
composers from the two countries was continued in 2006 and
2007, notably thanks to commissions from the German Radio
(Deutschlandfunk). New and lesser-known works have thus
become part of the ensemble’s repertoire. Today its repertoire
includes works by Helmut Lachenmann, Wolfgang Rihm, Mat-
thias Spahlinger, André Werner, Iannis Xenakis, and Witold Lu-
tostawski as well as Joanna Wozny, Aleksander Szczetynski, and
Lubava Sidorenko.

The ensemble appeared at the Ultraschall Festival in Berlin and
the international composers’ workshop Buckower Begegnungen,
Contrasts Festival in Lviv, Milano Musica, Baltic Sea Festival in
Stockholm, Tonlagen Dresden, Forum Neuer Musik in Cologne,
and the Polish-German modern neighbourhood festival organ-
ised by the German Embassy and the Goethe Institute in War-
saw. At the invitation of the Berlin Academy of Arts, in October
2011 it presented works by young Polish composers as part of
the Blickwechsel project.

In August 2014 the ensemble took part for the first time in the In-
ternational Summer Courses for New Music in Darmstadt. In



2015, during rehearsals at the architecturally unique Kolumba
Kunstmuseum in Cologne, the musicians reacted to diverse spa-
tial characteristics of the museum, developing an idiosyncratic
concert dramaturgy.

After fruitful cooperation with the Cracow Academy of Music in
2013-15, in 2016 and 2017 the European Workshops took place
at the Academy of Music in £6dz. In addition to concerts in £6dz
and Warsaw, the EWCM also appeared at the Luxembourg Phil-
harmonic. In 2018 and 2019 the European Workshops were held
at the Music Academy in Wroctaw. This year the EWCM will be
hosted by the Chopin University of Music in Warsaw.

Riidiger Bohn

Born in Liibeck, he graduated with distinction from the High
School of Music and Dance Cologne and the Robert Schumann
High School of Music in Diisseldorf, where he studied piano with
Giinter Ludwig and David Levine as well as conducting with
Volker Wangenheim. He began his career as a concert pianist. Af-
ter attending masterclasses with Leonard Bernstein, Sergiu Celi-
bidache, and John Eliot Gardiner, in 1988 he became the chief
conductor of the Tiibingen Sinfonietta, with which he worked
until 1996, also collaborating with Brussels’ Théatre de la Mon-
naie, as well as theatres in Basel and Liibeck. In 1997-2007 he
was the Artistic Director of the Contemporary Opera in Berlin,
where he premiered works by Henze, Kagel, Battistelli, Feldman,
Reimann, Holszky, Martin, Sciarrino, Maxwell Davies, Rihm, and
Holliger. At the 2002 Munich Biennale he led the German Youth
Orchestra in the world premiere of André Werner’s opera Mar-
lowe: Der Jude von Malta. Subsequent invitations brought him to
Munich, Vienna (Klangforum Wien), and Dijon (Why Note Fes-
tival), the ensembles of the Collegium Novum and Neue Musik
Berlin, as well as such festivals as Ultraschall Berlin and Venice
Biennale. With the European Workshop for Contemporary Music
he has appeared many times at the Warsaw Autumn Festival. As
an orchestral conductor he has worked mainly outside Germa-
ny. He has collaborated with the RAI symphony orchestras in
Rome and Turin, Orchestre de Chambre de Lausanne, Orchestre
de la Suisse Romande in Geneva, Orchestre Radio-Symphonique
du Luxembourg, as well as the orchestra and choir of the Teatro
Comunale di Bologna. He has also guest-conducted the Oster-
reichisches Ensemble fiir Neue Musik at the Salzburg Festival,
and London’s Philharmonia Orchestra. He regularly conducts
ensembles and orchestras in South Korea (Tongyeong Interna-
tional Music Festival, Seoul Philharmonic, and Seongnam Phil-
harmonic) and Japan (Next Mushroom Promotion Ensemble,
Takefu Festival).

Since 2003 he has been the Artistic Director of the European
Workshop for Contemporary Music. He is a professor of con-
ducting at the Robert Schumann High School of Music in Diissel-
dorf, and cooperates with composers such as Beat Furrer, Toshio
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Hosokawa, Isabel Mundry, Wolfgang Rihm, José Maria Sanchez-
Verdu, and Hans Zender. In 2017 he received the Decoration of
Honour for Services to the City of Warsaw.
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Barbara Mglej violin

Paulina Wos-Gucik violin

Martyna Zakrzewska piano

Aleksandra Gotaj percussion

Alena Budzinakova-Palus accordion, electronics, video

Przemystaw Kunda sound projection

Works: Zoom in/dolly out by Monika Szpyrka, don’t look by Zaneta
Rydzewska, Message for the Year of the Metal Rat II by Anna Sowa
and Sugar, Spice & All Things Nice by Nina Fukuoka composed thanks
to the support by Society of Authors ZAiKS.

ZAiKS

The work Isorropia. In search of balance by Martyna Kosecka has been
cofinanced by the Minister of Culture and National Heritage’s Culture
Promotion Fund within the Composing Commissions programme,
implemented by the Institute of Music and Dance.

Culture institute of music and dance
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Feminine Forms

Monika Szpyrka
Zoom in/dolly out (2020)**

for ensemble and electronics

Zaneta Rydzewska
don’t look (2020)**

for two violins, accordion, piano, percussion and electronics

Martyna Kosecka

Isorropia. In Search of Balance (2020)**
for amplified quintet and electroacoustic layer
(Spéldzielnia Muzyczna Society commission)

Anna Sowa
Message for the Year of the Metal Rat I (2020)**

for two violins, accordion, piano, percussion and electronics

Nina Fukuoka
Sugar, Spice & All Things Nice (2020)**

for two violins, accordion, piano, percussion and electronics

** first performance
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Feminine Forms

In Polish, grammatical gender—masculine or feminine, among
others—is an attribute of such parts of speech as a noun, an ad-
jective, and specific pro-forms as well as participles. The gender
of a word may change in translation between languages: “life,” for
instance, is masculine in Czech but feminine in Russian, while
“air” is feminine in Italian but masculine in French. One particu-
lar rule governs the names of professions: these, in Polish, have
both feminine and masculine variants, so that “female conductor”
and “female theorist” exist alongside “male conductor” and “male
theorist” Generally speaking, there are no and there will never be
any rational grounds for evading certain designations or forms on
the basis of their gender alone.

Also significant is the way Polish verbs inflect for the category of
gender. In the past tense, one differentiates between masculine
personal and non-masculine; consequently, the Polish equivalent
of “were” used when speaking of the once-discriminated-
-against female composers or instrumentalists is different from
that applicable to the once-privileged composing or instru-
ment-playing males. In the present tense, however, there is no
room for such a distinction; accordingly, a single form of verbs
like “to compose” or “to perform” pertainsequally to both fe-
male and male musicians.

In the original version of this text, as far as grammatical gender
is concerned, 54 masculine (or masculine personal) forms oc-
cur along only 43 feminine (or non-masculine) ones. Six female
composers—composeresses—and five female performers—per-
formeresses—are engaged in this project, and it is only the latter
figures that restore the balance.

/

Blazej Bauer

Monika Szpyrka

Born in Cracow in 1993, she obtained an MMus in composition
from Anna Zawadzka-Golosz’s class at Cracow’s Music Academy,
and a BMus in music theory. At present she is a DMA student at
her alma mater, and is completing a solo programme at the Roy-
al Academy of Music in Aarhus with Juliana Hodkinson, Niels
Rensholdt, and Simon Steen-Andersen.

Her works have frequently been performed in concert in Poland
and abroad, among others, during the Darmstadt International
Summer Courses for New Music, Young Composers’ Meeting in
Apeldoorn, Days of Organ Music in Cracow, Musica Electronica
Nova in Wroclaw, International Festival of Cracow Composers,
Ostrava New Music Days, Pulsar Festival in Copenhagen, Pano-
rama and RAMA in Aarhus, Festival Aktuelle Musik in Nurem-
berg, as well as during Warsaw Autumn fringe events. She has
cooperated with ensembles such as Airborne Extended, E-MEX,
Orkest de Ereprijs, Kompopolex, Lutostawski Quartet, Ostravska
Banda, W/L Duo, and Vocal Federation 6.



She has taken part in the workshops of the Donaueschinger
Musiktage Next Generation (2016) and SYNTHETIS (2016,
2017), as well as taking individual lessons (during courses) with
such artists as Mark Andre, Richard Ayres, Marco Blaauw, Zyg-
munt Krauze, Johannes Kreidler, Bernhard Lang, Martijn Pad-
ding, Stefan Prins, Rebecca Saunders, Marco Stroppa, Jennifer
Walshe, and Agata Zubel.

Monika Szpyrka has obtained a scholarship for outstanding stu-
dents from the Minister of Culture and National Heritage (2017),
as well as the Sapere Auso scholarship (2017/18).

Selected works: Raster! for organ (2014), Engram Disintegra-
tion for flute, alto saxophone, two percussion and viola (2014),
Inert Oscillations for piano trio (2014), Hypnagogic Hallucina-
tions for percussion, piano, violin and bass guitar (2015), Line
of Delimitation Between Solid and Void for string orchestra and
two percussion (2015), Crepe Weave for string quartet (2015),
Reversion Sculpture for organ, two positive organs and percus-
sion (2015), Irradiation for horn, harp, accordion and viola
(2015), Pyrochlore Rotation for percussion, eight double basses
and electronics (2016), Cityscape Krakow #5, electroacoustic lay-
er (2016), adHuc for female chamber choir (2016), Bug Report
for bass clarinet, harp, percussion and cello (2016), Zero Waste
Tip 1: Don’t Waste Your Music for sampler (2017), Can You Hear
Colours? #1 for bass flute and audio playback (2017), Instrument
Spring Ready-To-Wear 2017 for flute, percussion, accordion, au-
dio playback, video and costumes (2017), Count to 10 for two
sopranos and 14 instruments (2017), Playing like a... for trumpet
(2018), Instrument Fall Ready-To-Wear 2018 v.2 for electric gui-
tar, percussion and costumes (2018), Collect, Consume, Repeat for
four percussion and audio playback (2018), Useful Statistics for
orchestra (2018), No-body for female voice and sampler (2019),
The Problem That Has No Name: 3 for accordion and harpsichord
(2019), Are There Hidden Figures? for string quartet, video and
electronics (2018-19), The Problem That Has No Name: 2 for harp
and harpsichord (2019), The Problem That Has No Name: 1 for
harpsichord and audio playback (2019), Zero Waste Tip 1: Don’t
Waste Your Music (and Video) for sampler and wideo (2020),
The Sound of Plastic for amplified costume and audio playback
(2020), Simple Amplifying Motion for orchestra (2020), Zoom In/
Dolly Out for ensemble and electronics (2020).

Zoom In/Dolly Out

Dolly zoom filming technique depends on quickly zooming
the zoom lens while the camera dollies (moves) away from
the subject. This creates a perspective distortion; the background
gets modified, while the foreground remains unchanged. This
effect is usually emotionally charged, and is used to represent
quick reactions, such as the protagonist having a brainwave, real-
ising something, or other important situations.
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I translated this juxtaposition of two plans into the concept of
a piece in which the music material and the female performers’
actions on the stage are related in an analogous manner. Com-
posed specially for the Ferninine Forms project.

Monika Szpyrka

/

Zaneta Rydzewska
— see page 139

don’t look

The human mind is only capable of absorbing a few things at a time. We
see what is taking place in front of us in the here and now, and cannot
envisage simultaneously a succession of processes, no matter how inte-
grated and complementary. Our faculties of perception are consequently
limited even as regards fairly simple phenomena. The fate of a single man
can be rich with significance, that of a few hundred less so, but the his-
tory of thousands and millions of men does not mean anything at all...
(Stanistaw Lem, Solaris, trans. J. Kilmartin and S. Cox, A Harvest Book,
Harcourt Inc. 1987)

Zaneta Rydzewska

Martyna Kosecka

Born in 1989 in Gdynia; composer, conductor, performance
artist, experimentalist, and new music researcher. She graduat-
ed in composition from Cracow’s Academy of Music (Krzysztof
Meyer’s class) and in orchestra and opera conducting from
the Karol Szymanowski Academy of Music in Katowice (class of
Szymon Bywalec). She is active as a composer, conductor, and
author of texts on contemporary music. Since 2016 she has been
one of the artistic directors of the Tehran International Contem-
porary Music Festival (TCME).

Her accolades include the 1st Prize of the 5-Minute Opera Inter-
national Competition held as part of the 28th Music Biennale in
Zagreb (2015). Her award was a commission to compose an op-
era, Klothé - Thread of the Tales, which opened the 29th Music
Biennale in Zagreb in 2017. Jan Topolski wrote in dwutygodnik.
com: “Kosecka’s music is intense and full of tension through-
out. She loves to employ dense textures, sharp harmonies, and
garish colours. Her music is a highly original version of post-
sonorism.” Martyna Kosecka’s instrumental theatre Umbra for
three percussionists and electronics won the Swiss EKLEKTO
Ensemble’s competition for composer commissions (2015).
Kosecka also received the 2nd Prize in the 4th biennial Krzysztof
Penderecki Composers’ Competition held during the 7th Sopot
Classic Festival in 2017 (for Orsi for string orchestra) and a prize



of the CECIA (Collaborative Electroacoustic Composition with
Intelligent Agents) project implemented by the ZKM|Center for
Art and Media in Karlsruhe (2019). Since 2019 her music has
been published by Donemus Holland.

Her works have been performed both in Poland and abroad,
during festivals such as Warsaw Autumn, Cracow’s Audio Art,
Ostrava Days Festival of New and Experimental Music, IMPULS,
Music Biennale Zagreb, Armel Opera Festival, and Risuonanze -
incontri di nuove musiche.

In 2013 she founded (with the Iranian composer Idin Samimi
Mofakham) the Spectro Centre for New Music, which organises
workshops and concerts of contemporary music. Their intense
activity largely contributed to the establishment of the Tehran In-
ternational Contemporary Music Festival, which is now the larg-
est festival of contemporary music in the Near East.

In her music Kosecka applies spectral techniques as well as exper-
imenting with scales, temperament, microintervals, and the per-
ception of time. She frequently applies elements of performance
art, combining instrumental theatre with improvisation. She does
not mind being called a postspectralist or a neosonorist.

Selected works: Dumka for piano (2006), Starry Night for
piano, double bass, clarinet and alto saxophone (2007), Topic:
Music of Pressure for tape (2009), Znikomek [Nearunbeen] for
alto saxophone (2010), Fragments for clarinet and piano (2010),
Nimbostratus for symphony orchestra (2011), The Length of
the Hesitancy Moment. From Thought to Creation, piano trio
(2011), Love Scenes for flute, oboe, saxophone, accordion, pi-
ano and violin (2012), Cogita! for piano (2012-15), Vaporiza for
clarinet, alto saxophone, tenor saxophone and bassoon (2012),
ENT1701 for flute, oboe, horn, violin, cello and piano (2012),
Haiku for soprano, bass clarinet, bass trombone and percussion
(2012), Abyssos for four clarinets and live electronics (2013),
Mythos for cello and four instruments (2013), ImPulsus for in-
strumental ensemble (2013), Apeiros for chamber orchestra
(2013), Orsi for string orchestra (2014), Sial for bassoon and
piano (2014), Passaggio I for female voice and cello (2014), Ko-
chawaya, miniopera for soprano, baritone and 8-piece ensem-
ble (2014), Passaggio II for double bass (2015), Akmé, scene
for female voice and double bass (2015), Umbra, music theatre
for three percussionists with electronic media (2015), Nephéleés for
piano (2016), Klothé - Thread of the Tales, magic opera in one act
(2016-17), Charaktiras for accordion (2018), Ourobdros for in-
strumental ensemble (2018), Azar for saxophone quartet (2018),
Enigma I for horn (2019), Concerto for clarinet, multi-percus-
sion and string orchestra (2019), Zamharir: Frozen Timeless-
ness for flute, cello, piano and electronics (2019), Isorropia. In
Search of Balance for amplified quintet and electroacoustic layer
(2020).
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Isorropia. In Search of Balance
presents a fight of carefully selected and meticulously designed
groups of spectrums. The musical question over which the com-
poser ponders is how to grasp musical moments in which timbral
groups or sound objects with ostensibly opposite qualities can
sustain a sounding balance and interact with each other.
Is it possible to strike that balance? 