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In 2003, a new radio programme called Radioatelier was
launched as part of the Czech Radio 3 – Vltava broadcast, the
national public service art channel. It was aimed at presenting
experimental radio forms, something completely
unprecedented at that time. With 213 new commissions by
December 2022, the programme entered its third decade of
existence, having won a number of major radio art awards,
while facing threats of impending programme cancellation in
2023. The present article is quite personal, offering
generational insights of the producer, who was privileged
enough to set goals and scope of the programme in its initial
stages and who went on to co-exist with it for the following two
decades. It also presents the complete list of sound
compositions commissioned by Radioatelier between 2003
and 2022.

1. A PERSONAL MATTER

In 2003, I was offered the position of producer for a
new programme called Radioatelier that was being
launched as part of the Czech Radio 3 – Vltava
broadcast, the national public service art channel
(which I happily accepted). I was not new to the
institution as I had worked in the Czech radio drama
department as music editor and sound designer since
1996. In addition, I was about to begin my PhD
studies in music composition the same year; one of my
chief interests at that time was electroacoustic music,
with radio art soon becoming its main topic. This
status of a producer/composer has been imprinted on
the newly born radio programme and defined the
production/conceptual orientation of its further devel-
opment. In many ways it marked the beginning of my
own professional career, including my later academic
orientation in the field of music and technology in its
widest sense.

2. THE 1990S AS A TURNING POINT

There is limited space to outline the history of
electroacoustic music and sound art in Czechia, or
Czechoslovakia respectively (for historical context, see
Zajicek 1995); however, I will mention one crucial
concept here – that of discontinuity, strongly affecting
all fields of society, palpable literally everywhere

during the 1990s. The preceding era of the so-called
‘Normalisation’, which was ushered in by the Russian
invasion in 1968, is marked with the massive outflow
of elites, who went into exile in the democratic West,
as well as with the gradual establishing of local
unofficial communities. Such communities repre-
sented an open or covert dissident force, forming
so-called ‘isles of positive deviation’ in various ways
(politically, intellectually, culturally, spiritually).
Despite extensive exploration of new musical avant-

gardes in the 1960s, including Czechoslovak compos-
ers’ first experiences with ‘elektronische Musik’ and
‘musique concrète’ (Flašar 2012; Ferenc 2022:
74–105), as well as experimental radio art and phonic
poetry productions (Novotný 2020; Ferenc 2022: 169),
the main effect of those experiences is merely a
pioneering one. Despite its limited impact, electro-
acoustic music in Czechoslovakia was to remain in the
position of ‘the dangerous’ art for the following two
decades until 1989. Hidden in unofficial underground
studios or disguised as soundtrack in film or theatre
production (Klusák 2012: 190), it was barely consid-
ered a viable creative activity that should form an
integral part of contemporary music discourse.
As students who entered universities and conserva-

toires after the year 1989, we learned two things: first,
there was no middle generation among our professors
(they were either forced into exile or lost their jobs for
political reasons after 1968, or they left for newly
opened posts in the West immediately after 1989); and
second, the state of mind in arts and technology
resembled that of the 1960s and 1970s, with very few
notable exceptions.
In one of our talks, Milan Slavický (1947–2009), my

professor of musicology and composition, said
something that was not quite clear back then. He
confided to me that once he had experienced the state
of development in the field of music and technology in
the early 1990s (not only thanks to his visit to Bourges,
France), he realised there would be no chance for him
to get back on track. And he was not alone in such a
decision, following all those years of discontinuity
behind the Iron Curtain that for various reasons (and
speaking about contemporary avant-garde music in
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general) turned out to be much heavier in
Czechoslovakia than in Poland, East Germany,
Hungary or Romania.

3. FROM RECONNECTING TO
ARCHAEOLOGY

There are two major studies published in Czechia after
1989 that address topics of electroacoustic music and
the wider context of acoustic arts. From today’s point
of view, their nature represents the discourse shift
that occurred simultaneously with the rise of a new
generation of artists.
The first of them called Estetické modely evropské

elektroakustické hudby a elektroakustická hudba v ČR
(The Aesthetic Models of European Electroacoustic
Music and Electroacoustic Music in the Czech
Republic; Dohnalová 2001) attempted to reconnect
the post-1989 developments with the past following
individualised and localised creative activities of
composers and post-war aesthetical concepts of
electroacoustic music. However, this re-connection
has never really happened since the contemporary
reality was elsewhere – politically, socially, musically,
technologically and, indeed, intellectually.
The second book,Ukryto v pásech: vybrané kapitoly

z české elektroakustické hudební tvorby do roku 1989
(Hidden in Tapes: Selected Chapters of Czech
Electroacoustic Music before 1989; Ferenc 2022),
was published by the National Museum. Its editor
gathered a cross-generational pool of authors to
deliver a historical view of ‘what is hidden inside the
tapes’, showing how we can understand our own
history before 1989. It is a remarkable portfolio of
heuristic and analytical work but it mostly deals with
the field of sound archaeology. The two publications
symbolically frame the present text, which covers the
time span from 2003 to 2022, repeatedly pointing back
to attempts at continuity and archaeology.

4. TOUCHING THE DIGITAL AUDIO
WORKSTATION

As a student of composition, I first touched the
Academy of Performing Art’s only digital audio
workstation (DAW) computer in 2001. The notion
of real-time electronics and related fields of expertise
were non-existent. In the same year, DAWs appeared
in the Czech Radio studios as a part of the sound
production chain for the first time.
Ironically, given my age (I was 26 at that time), I

belonged to those who instructed sound engineers
inside the radio studios how to work with Pro Tools.
This little anecdote may illustrate how much the
aforementioned discontinuity imprinted itself on the

everyday life of an artist (here with an emphasis on
technology in art) and how differently the youngest
generation of artists was going to develop all kinds of
new creative approaches. They were not influenced by
too much foreknowledge of professional communities
or non-existent music scenes, their assumptions,
generational expectations and continuities, but were
instead flooded with new information from around the
world touching on the past and the present itself.
Many of my peers have gone to Western countries to
engage on the ground with existing tracks of study and
creative practice, while others have preferred to return
to or stay in the country to develop local activities.
Despite my own professional experiences in the UK,
Germany and the USA, my story was the latter case.

5. WITHOUT A SCENE

Two famous initiatives that were to follow at the local
level at the turn of the century should be mentioned.
The first one began in 1992 as an intermedia project in
the West Bohemian monastery of Plasy (Vojtěchovský
2020; Hermit Foundation and Center for Metamedia
Plasy n.d.). A series of interdisciplinary symposia and
residencies were organised there, hosting artists in an
interdisciplinary context from all over the world. Since
it was held in an abandoned space of a monastery near
the German border from 1992 to 1999, it represented,
from the perspective of my generation, more of an
artistic community as such. Its decaying atmosphere
was quite formative in the first years of Radioatelier’s
formation, along with the ongoing curatorial activity
of its spiritus agens, Miloš Vojtěchovský, art historian,
curator and intermedia artist, later a lecturer at the
Film Faculty of the Academy of Performing Arts in
Prague. Vojtěchovský’s most influential later projects
included the internet radio Rádio Jelení that operated
from 2000 to 2004 and in 2001 it joined the
international media project Art’s Birthday for the
first time (see more in section 14 on Art’s Birthday in
Czechia).

The second one was the international competition
of electroacoustic music Musica Nova. Founded in
1969, interrupted after the Russian invasion from 1970
to 1992, and revived for its 1993 edition, Musica Nova
represented the only contact of Czech composers with
the international community of electroacoustic music
composers (Musica Nova n.d.). Despite the enormous
investment of the organisers, the impact of the
competition on the contemporary music scene and
music study programmes at universities and conser-
vatoires remained rather limited. Building on the post-
war notion of the exclusivity of electroacoustic music,
developing its own specific and often isolated position
on a musical scene, Musica Nova sought new ways for
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its existence in a situation where technology had
become a natural and non-exclusive part of artistic
practice.
As students nearing graduation around the year

2000, we were still gathering new knowledge about the
broad context of contemporary music from abroad.
The notion of an acousmatic musical tradition was
completely new to us, as was live performance with
electronics, exploring soundscapes and interdisciplin-
ary approaches to sound art. The fact that there was
no specialised scene in our country only aroused more
curiosity amongst the young, and the internet could
only fill the information gap and lack of materials in
libraries slowly and partially. As a result, a new,
externally defined scene was slowly emerging where all
new discoveries, regardless of their creative nature,
were continuously presented, shared and enjoyed.
From today’s perspective, this is business as usual, but
20 years ago it was something extraordinary.

6. THE ROAD TO RADIOATELIER

Radio has always been a natural media partner for
various acoustic compositions, especially thanks to
technology that was not commonly available outside
radio institutions. Furthermore, radio could immedi-
ately broadcast the art works (more or less popular
experimental radio shows were produced after the
Secodn World War in Europe and in the USA). The
situation changed significantly with the transfer of
sound studios into artists’ bedrooms, raising a
question mark regarding the borderline between the
technical responsibility of the sound engineer and the
technological competence of the artist (Hein 2002:
165). This is the general context in which a new radio
programme called Radioatelier was launched in the
winter of 2003.
Radio as a medium never creates a whole scene, but

specialised and carefully curated radio programmes
can do so. Where there is a scene, there is an active
exchange of ideas and creative communication. Where
there is no scene, there is no discourse. When we
looked from Czechia to the West, North or South
(not so much to the East at that time), there were
many precedents for how a radio programme could
co-exist with the artistic community, whether on a
local or international level. I was familiar with the
existence of most public service European experi-
mental radio programmes, especially Kunstradio
(AT), Studio Akustische Kunst, Klangkunst, SWR
Hörspiel (DE), Atelier de création radiophonique
(F), Café Sonore (NL), The Listening Room (AU)
and Monitor (SE), yet several questions remained:
How can such a new radio programme come into
being if there is no active scene around? How can

music and technology come together where creativ-
ity meets sound composition in the broadest sense?
How to achieve those goals when in the radio house
itself one encounters only very limited non-standard
approaches to radio art? How to proceed when there is
no production studio with sound engineers specialising in
electroacoustic works? And last but not least: how can
such a programme be transformed into a laboratory
where new ideas are generated, challenging the rest of the
standardised radio programme?

Only later did I realise that the answers were slowly
emerging from various parallel existing processes.

An elderly radio colleague, Zdeněk Bouček (1941–
2005), was just about to retire; a lonely lifelong
champion of radio art’s experimental forms, he
managed to ‘win a time slot’ in the broadcasting
schedule of the Czech Radio’s art channel just before
his retirement. At a turbulent time, I was basically
given airtime on the radio as a kind of ‘carte blanche’.
That was truly something special.

The Czech Radio was slowly reconnecting with the
European community back then. In the media world,
this was done primarily through the European
Broadcasting Union (EBU). There was a small group
of the major radio stations’ producers called EBU Ars
Acustica (Kunstradio 2023) that focused on a wide
range of experimental radio programmes. Joining this
group proved crucial to how the new Czech Radio
programme later developed.

No other institution at that time regularly commis-
sioned, programmed, promoted or published acoustic
artworks. If they were created at all, it was done
almost invisibly in terms of public space. Radioatelier
began commissioning artists on a monthly basis in
February 2003.

As a composer, I was about to start my doctoral
studies in electroacoustic music. Focusing on the topic
of radio art in the actual radio broadcasting seemed to
be a good azimuth for future research.

A new challenge has arisen: if there is a radio that
disseminates art (communication), there must be
‘another radio’ that teaches us how sound can be
shaped in time in order to be shared with listeners
(creation). Therefore, one of the main aims of
Radioatelier was to develop a new platform for
creative ideas in ‘musicalizing sound’ (Kahn 2001:
18; Landy 2007: 91).

I found myself in a whole new universe inside the
radio house. On the one hand, there was the solid
background of radio play and documentary production,
where the rich forms of the spoken word were combined
with sound composition (at the time, however, extremely
conservative). On the other hand, there was my own
compositional career, which developed more through
electroacoustic and instrumental music, and only slowly
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discovered the studio as a new type of real musical
instrument (Eno 2017). This production double-role has
imprinted itself in the creation of Radioatelier; to
complicate things, there was a rather massive institu-
tional resistance (new things are not welcome in
corporations) and virtually zero production and budget
support, which only much later became relatively
stabilised. However, the punk way of doing things was
not alien to our region.

7. BUILDING THE PROGRAMME

The feeling that accompanied the formulation of the
initial principles of Radioatelier can be described as
‘tabula rasa’. At its beginning, the programme was
stuck somewhere between the surviving myths of the
pre-1989 period and the flood of new information
that began to fill in the missing knowledge and
professional experience. Moreover, the information
space was flooded with new terms that were not easy
to deal with. Some of them were understandable
or already established (e.g., electroacoustic music,
musique concrète), while most others – along with
the non-existent discourse – were being disputed as
academic or professional terms and marketing
labels (e.g., ars acustica, ars sonora, media art,
sound art, Klangkunst, radio and radiophonic art,
sonic art, soundscape, audio hyperspace, computer/
electronic art).
One thing was clear: it was not the institutions but

the artists themselves who needed to develop a new
creative discourse. The way to reach that goal was to
happen both locally and globally through the existing
EBU network and community and the massively
expanding internet. (It is fun to remember the first
podcasts of the new programme – it seemed impossible
to be pushed through the Czech Radio’s internet
department both technically and logistically; today
most of us have no idea where the name ‘podcast’
came from.)
With almost zero budget, I began to seek out artists

who showed any sign of affection for sound, including
composers with traditional musical training, interme-
dia and visual artists, and theatre professionals
interested in music theatre or the tradition of the
German Hörspiel. The first surprise for me was that
many artists working with sound in Czechia did not
know each other very well (again: a non-existent
scene). This led to the next challenge: how to create a
platform that would allow more awareness of what
one’s colleagues were doing. It occurred to me that it
would potentially be quite interesting to invite artists
with completely different backgrounds, aesthetic
preferences and approaches to sound composition to
join the programme. The initial vision was born.

8. THE FIRST YEAR

Radioatelier has been organised as a weekly radio
programme with a premiere edition for commissioned
works (PremEdition) at the end of the month. Three or
four editions of Radioatelier per month featured a
wide range of experimental radio works including
Hörspiel, radio feature, electroacoustic music or
radio-ready forms of sound art. The length of the
new works could reach up to 20 minutes (after 2012 up
to 50 minutes), with a relatively symbolic fee of €200
(today up to €420). Each premiere was introduced by
either a short interview with the author and/or a
moderation by the producer. With broadcasts on
Saturdays at midnight (and later, with continuous
changes, on Wednesdays at 10 pm), Radioatelier
debuted on 25 January 2003. Looking at the first year
from today’s perspective, the programming line-up
appears quite incredible. In all likelihood, no senior
producer in the world would have ever approved it.

The first show came into existence through a
documentary-oriented visit to the sound department
of the film school: first-year students presented their
‘sound film’ composition. I thought it was a good idea
to start with what the youngsters were doing but the
programme could not actually count as a real
commission.

The next month (22 February 2003), a ‘theatre-in-
the radio’ production was programmed, directed by
Jiří Adámek. The rather standardised theatre/musical
was recorded entirely outside the radio house. Neither
the radio production nor the sound engineers consid-
ered it reasonable, so it was me again who took the
microphone myself and served as a recording engineer.
It was the first experience with sound composition for
the director, who later developed the entirely new art
of music theatre and who co-won the Karl Sczuka
grant in 2019.

In March 2003, I had no work to broadcast, no
artist to bring in. Facing an embarrassing blank
airtime, I made the first and last exception and used
my own soundscape on air. This never hap-
pened again.

On 26 April 2003, composer Tomáš Pálka contin-
ued with an interesting text-sound composition based
on texts by Samuel Beckett. The spoken word was
turned into a new musical instrument as part of his
‘DAW kitchen studio set-up’. None of the radio
studios were available for the work of commissioned
artists, so I often had to find unofficial solutions or
help myself with my own studio equipment.

In May and June 2003, there were commissions
based on texts by the Czech poet Bohuslav Reynek
and the German playwright Heiner Müller. Slavomír
Hořínka, now a renowned composer of instrumental
and vocal music, set the latter to music in the form of
Hörspiel.
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In the following production, the composer Miroslav
Srnka brought us with a microphone into a maternity
ward. One of the most performed composers of his
generation today, he recorded the sounds of women in
labour and composed a piece of pure field recording, a
technique he probably never returned to later.
The August commission with texts by Jan Ámos

Komenský was followed by artists coming from a visual
arts background. Two of their groups in September and
October suddenly brought completely new accents – an
alternative approach to time, conceptual ideas, referen-
tial aspects of the acousmatic tradition (which we were
not yet able to identify at the time) as well as traces of
pop aesthetics.
After the following PremEdition with listener

contributions (an open public call for compositions),
the December edition presented the work of a group of
radio colleagues consisting of a director, sound
engineer, composer and sound designer. It was a real
treat to see a very traditional radio aesthetic and
creative workflow in the context of an emerging new
generation of artists.
The beginning of the second year was marked by

two more artists who came from the visual arts scene.
They presented a mixture of field recordings, instru-
mental improvisation and intervention in public space.
American intermedia artist Jennifer Helia deFelice
was joined by Brno-based architect and musician Ivan
Palacký. Her presence opened the door to developing
the international dimension of the programme.
What an odd mixture of works emerged here – they

were certainly not masterpieces from today’s point of
view. Yet it was a very important year that allowed for
new continuities to be established. First, there were a
number of pieces that, from the point of view of the
radio programme, usually do not belong anywhere
(e.g., they do not fit into a radio play, nor into a radio
feature programme; the music can not be considered
pop, jazz, classical; poetry combined with too much
music does not fit into literary programmes either).
Second, a new continuity of commissioned shows was
introduced (albeit with ridiculously low fees – what an
incredible achievement in a country where royalties
are still considered to be a form of a commissioning
fee). And third, new songs were officially presented
and remain accessible in the online archive on the
rAdioCUSTICA website (rAdioCUSTICA 2023).
Artists were suddenly brought together in a way that
would probably never have happened otherwise, and
there was hope that the level of creative discourse
would increase.
There was one more area that interested me as a

producer: where did the well-placed reputation of
similar radio shows comes from? My own research
took me deeper into the history of radio culture in

different countries in order to realise that there was
always a strong intellectual concept behind the
producers who were able to run radio art shows for
a long period of time. I began to connect the dots
between media theories and everyday radio practice.

9. AKUSTISCHE KUNST AND ARS ACUSTICA

WDR Studio Akustische Kunst’s producer, Klaus
Schöning, retired in 2001, a year after I joined the
Czech Radio. Therefore, I could only learn the stories
and myths about his personality and career. Yet it was
the continuity behind him as a producer that was more
than convincing to me as a newcomer. In 2002 I
received a catalogue that was published on the 30th
anniversary of the founding of Studio Akustische
Kunst. Only later was it possible to understand under
what budget conditions the producer was able to
create an incredible list of works involving the biggest
names of the era. The Czech Radio’s commission fee
of €200 was simply ridiculous compared with the
situation in Germany, but there was one idea of
Schöning’s that stayed deep in my heart: ‘The primary
motivating force for these activities of the last three
decades has been the attempt to develop a language of
acoustic art in radio, similar to the language of film’

(Schöning 1997: 17). Although it bore deep traces of a
‘modern institutional project’, the idea of developing a
new acoustic language for the radio (Schöning liked to
use the term ars acustica; Schöning 1997: 12) was more
than appropriate for the Czech Radio at that moment:
a massive generational change was about to take
place, digital technologies were slowly replacing
magnetic tapes, new listening and creative experiences
in the global context were shaping. For me as a
producer, there was a vision of a broad portfolio of
artists coming from different creative corners, whose
work could resonate within the intersubjective space of
the radio ether. The emergence of such a new language
comes from this kind of resonance rather than an
institutional act.

10. KUNSTRADIO

At the very beginning of the Radioatelier broadcast I
found myself in the role of an observer; many things
were happening simultaneously and it took a while for
some kind of hierarchy of information and events to
emerge. One of the models that helped shape
Radioatelier’s identity was Kunstradio Österreich 1,
which offered a very focused vision of radio within the
European airwaves. In contrast to Klaus Schöning,
who followed the futurist manifesto of 1913 (Russolo
1967), Kunstradio’s founder Heidi Grundmann
referred more to their increasingly political manifesto
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La Radia of 1933 (Kahn and Whitehead 1992: 265).1

The concept of radio as a public information space
was emphasised in Kunstradio’s weekly broadcasts
from 1987 onwards. They sought to come to terms not
with the aesthetics of sound (i.e., the primary creative
material of radio art) but also with its modes of
communication, sharing and reciprocity:

The relationship between author and user is changed to
such a degree that the user becomes co-author. Under
such conditions a work of art cannot be experienced as a
closed or neatly repeatable original by either the author/
participant nor [sic] the user/co-author/participant. The
piece grows in many different places simultaneously and
is kept in a state of flux by the cooperation of many
unknown people, who compromise anything but a
traditional ‘audience’. (Grundmann 1994)

Kunstradio thus activates the information space
through acoustic art rather than bringing definitive
works of art. It relies primarily on live broadcasting,
with an emphasis on possible two-way communication
(live feedback to the broadcast) or ways of linking
multiple sites within a single radio broadcast. It is no
exaggeration to say that Kunstradio brings back the
real artists back on stage, which has been vacant
throughout the whole era of wireless radio (Kahn and
Whitehead 1992: 253), showing itself as an integral
part of a new media-based musical instrument.

11. RADIO AS SOUND INSTALLATION
IN SWR

Meeting Hans Burkhard Schlichting, the long-time
soul of Southwest German Radio, was one of the most
influential impulses for me in the development of the
new Radioatelier. This was not only because he
brought to my attention the whole acoustic world of
the Karl Sczuka Prize2 (that was virtually unknown in
Czechia), but especially because he introduced me to
the broader intellectual concept of the idea of turning
radio into a sound installation (Schlichting 2015: 242).
Schlichting was keen to emphasise new spatial
relations between broadcaster and listener, where a
whole new intersubjective listening space is created,
encompassing different modes of listening seen
through the ideas of Roland Barthes (Schlichting
1994). The notion of a media-specific approach to

sound composition and space had a huge impact on
me, a ‘baby producer’ that I was at the time. It
influenced not only the way in which other
PremEditions commissions were organised, but also
the way in which one-dimensional radio broadcast was
to be extended towards the development of on-site
events and live broadcasts.

12. SWEDISH TRIANGLE

There was yet another strong influence that I learned
about through my Swedish radio colleague Erik Mikael
Karlsson. It had nothing to do with aesthetics or
philosophy of art, but rather with practical openness and
permeability between institutions and artistic communi-
ties: the ongoing collaboration between Swedish Radio,
the Electronic Music Studio (EMS) and Fylkingen, a
non-profit association for experimental music and art.
They seemed to have created a kind of ‘modus vivendi’,
at least back then: radio as a public service institution,
EMS as an experimental creative space supporting a
thriving artistic community, and Fylkingen as an
independent label and live performance venue.

The three places represent the three modes of
production, reception and distribution. If there is
permeability between institutions (the population of
Sweden is approximately the same as Czechia), the
impact of joint activities increases exponentially.

13. CANCEL IF SUCCESSFUL

The Listening Room was a successful radio art show
of the Classical FM channel of the Australian
Broadcasting Corporation ABC; however, it was
cancelled in 2003 (Richards 2003). In September
2003, I visited the Prix Italia festival in Catania, Sicily.
The Radio Music Award went to Australian radio art
composer Colin Black for his 2002 composition The
Ears Outside My Listening Room – The Listening
Room production. I could hardly understand why such
a successful show with a major new award should be
cancelled; it just made no sense at all. As we shall see
below, 20 years later my own corporate naivety was to
encounter its practical consequences when facing a
similar situation with Radioatelier.

14. THE FIRST DECADE OF RADIOATELIER

These sources of inspiration helped shape the entire
design of the first decade of the programme’s
existence. The predominantly local pool of artists
was continuously internationalised. First through
those who came to Czechia and were interested in
sound. The radio studio soon became a natural target
of interest for artists, and a regularly maintained
online sound archive (radiocustica.cz) with new

1La Radia Manifesto presents a series of radical proposals for the
establishment of radio as a communication medium and technolog-
ical tool in the life of society and in contemporary art and science. A
rather late futurist manifesto, it is rooted in a strong futurist poetics
fascinated with the aesthetics of noise, the eruption of technical
development and the technology of power (Fisher 2012).
2The Karl Sczuka Prize has been awarded since 1955, originally for
music in radio plays. After the rules were changed in 1972, the
competition gradually became one of the most important initiatives
to promote top radio art works worldwide (Naber, Schlichting and
Vormweg 2000).
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commissions helped increase the international aware-
ness and visibility of the initiative.
It was very interesting to see how Central and

Eastern Europe was reconnecting culturally with the
rest of the continent and the UK at that time. As early
as the turn of the millennium, there was a remarkable
interest from Austria and Germany in particular –

their cultural ambassadors came see for themselves
what was actually happening on the Czech musical/
acoustic art scene in order to increase mutual cultural
understanding. Among other things, the interest gave
rise to remarkable publications (Niedermayr and
Scheib 2003; Babias and Klingan 2010; Seiffarth,
Stabenow and Föllmer 2012).
Inspired by Kunstradio and motivated by the EBU

Ars Acustica group, Czech Radio joined the global
radio network in 2004 on the occasion of Art’s
Birthday. This was four years after the aforemen-
tioned Internet Radio Jelení (2000–4) joined the
network. Commemorating the Whispered History of
Art by Fluxus artist Robert Filliou and his idea of
‘permanent creation’, a vast interactive network of art
initiatives is presenting its works around the world on
this day to celebrate Art’s Birthday (Art’s Birthday
2023) (Figures 1 and 2). In recent times, venues all
over the world have been connected via the internet,
telephone lines or even – in the case of radio stations –
via satellites. Art performances from around the world
are live-streamed to the radio, but also local scenes
and challenged once the radio is brought to the venues.
The unique chance to produce the first Art’s Birthday
event happened to be on the eve of 17 January 2005. It
seemed that the Art’s Birthday platform might present
an opportunity to invite artists from different back-
grounds and art scenes to share their work in a way
they normally would not. Thus, intermedia artists
performed with jazz musicians, theatre artists and
electronic musicians. During subsequent issues of
Art’s Birthday, experimental rock or drum and bass
musicians met with sound artists who created live
sound installations at the venues. Indie stars teamed
up with composers of classical music, theatre artists
met the DYI community or acoustic ecologists. The
Czech Radio’s Art’s Birthday evening was always a
combination of live broadcast and on-site events at
various venues including theatres, galleries, public
libraries and music clubs. Local non-profit organisa-
tions were usually approached to join in. The event
encouraged mutual exchange among different creative
discourses and scenes that would otherwise be
confined within their own communities.

15. OTHER MEDIA

In order to intensify wider media coverage, annual
CDs with selected commissions were launched

between 2003 and 2012. Through various partnerships
with newspapers or music magazines, several hundred
copies per year were distributed to reach different
types of listeners.

In 2010, the English version of my PhD thesis as
published by Pfau Verlag; one of the aims of the thesis
was to describe the initial context of Radioatelier and
its efforts to take root in the wider network of the
European radio scene (Rataj 2010).

On the occasion of Radioatelier’s 10th anniversary,
22 authors were invited to submit texts on the
contemporary acoustic art scene in the broadest sense
of the word. The resulting book was published by the
Academy of Performing Arts Press, documenting
the changes and development of the local scene
(Rataj 2012).

In 2017, after 15 years of the programme’s existence, a
DVD with most of the commissioned works was
released as an mp3 catalogue. In the same year,
Radioatelier accepted its 150th commission. The anni-
versary piece, Mezihlas – Přeshlas – Nahlas (Radio –

Figure 1. Main poster Art’s Birthday 2006. Graphic by Aleš
Killian.
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Voice – Overs) was composed by Leigh Landy; it was a
kind of celebration of live media broadcasting in the
form of a radio collage. It combined samples of national
radio broadcasts open to both national and internation
interpretation and thus developed the original focus of
the programme. A special evening with artists and guests
was organised for the occasion (on 22 September 2017),
during which Landy’s work was also available to the
audience as a sound installation.

16. AWARDS AND ALL THAT JAZZ

A producer’s greatest joy is the belief in what the
chosen artists are doing. He does not judge because he
must always be part of the creative process. It is only
when many productions are created that some of them
can resonate in a unique way. But without the ‘many’,
uniqueness is meaningless; only among the ‘many’,
progress can be observed; only among the ‘many’, a
new language can emerge. If there is no progress, we
are dealing with the petrification of the ‘familiar’.
There is no better way to realise this than listening

to different pieces by the same artists over time: a truly
rewarding experience in itself. One travels in time and
observes how the creative approach and personal
aesthetic changes along with the overall quality of
expression.
One of the most striking artists that can be followed

this way is the Hörspiel author Lukáš Jiřička. He
created his first radical text-sound composition in
2004; since then he has composed 10 more pieces with
various musical partners. Intermedia artist Miloš
Vojtěchovský worked on six productions between
2004 and 2018, and in 2005 he was the main creative
soul behind the first Czech Art’s Birthday broadcast.

Jiří Adámek (joined later by his vocal group Boca
Loca Lab) has evolved from his first rather conserva-
tive theatre-radio production in 2003 to one of the
most radical theatre artists of his generation, focusing
on text-and-sound material, case in point being his
latest work from 2013, Dedicated to the Bathtub. The
distinctive musical language of Brno-based intermedia
artist Jiří Suchánek can be approached in all three of
his works through an acousmatic musical paradigm,
albeit with traces of pop culture. In his eight radiophonic
compositions from 2008 to 2023, Alex Švamberk draws
a poignant border between sound composition and radio
feature. Always relying on a strong storyline, he is
one of the most prolific authors searching for new
forms of radiophonic creativity. Award-winning
feature maker Pavel Novotný brings a simple musical
line into the context of his acoustic poetry. He
composed five unique sound features, including
Tramvesty, which inspired composer Petr Wajsar to
compose a new opera for the National Theatre in
Prague (Novotný 2016). I should also mention Jan
Trojan, Stanislav Abrahám, Jakub Rataj, Miroslav
Tóth and Ladislav Železný, composers and sound
artists who contributed their diverse sound compositions
to Radioatelier and later joined the Czech Radio as
sound designers or radio artists. Thus, another of the
programme’s original visions came true.

It took more than 10 years of Radioatelier’s
existence before it received international recognition.
Since 2014, there have been several artists who have
won the EBU Palma Ars Acustica international award
for their works commissioned by Radioatelier. They
were Sivan Eldar in 2014, Alessandro Bosetti in 2015,
Veronika Svobodová in 2020 and Elia Moretti in
2022. Elia was also awarded the Prix Phonurgia Nova

Figure 2. Art’s Birthday cake in 2013.
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for Once Enea Stuck an Apple Seed to My Ear, and so
was Pablo Sanz for his Strange Strangers in 2020.
The preceding very first Radioatelier commission

brought together theatre director Jiří Adámek and
Ladislav Železný, resulting in their Karl Sczuka grant
in 2019, awarded for the text-sound composition Hra
na uši (The Ears Game; Adámek and Železný n.d.).
In the 20th edition of Radioatelier, two productions

were – rather symbolically – awarded major media
prizes. The Prix Italia 2021 went to the project Music
for Sirens, a series of site-specific compositions to be
performed together with a siren warning test in the
capital city of Prague. The project was proposed by the
Prague Berg Orchestra (Music for Sirens 2022). The
sirens are tested in Czechia on the first Wednesday of
every month. Since October 2017, Radioatelier has
been broadcasting every Wednesday at 10 pm: what a
nice coincidence.
The beautiful concept of the Concert for Animals by

the current Radioatelier producer Ladislav Železný
was later awarded the Prix Europa (Železný 2022).
Both awards made amazing anniversary gifts.

17. AS TIME GOES BY

I left my producer’s post in the radio in 2013 and have
been freelancing as an independent producer on a
good half of all productions since then. This distance
from the organisation has helped me eventually take a
detached view of the radical changes I was involved in
after 2000. This is basically why this text could be
written in the first place.
I handed my post over to Ladislav Železný, an

intermedia artist who was one of the pioneering souls
of acoustic art and independent internet radio
broadcasting and who has been cooperating with
Radioatelier since its very the beginning. This fact has
ensured the continuity of Radioatelier and all
associated activities up to the present day.
On 21 October 2021, we celebrated the 200th edition

of the premiere edition of Radioatelier with a
composition by ambient music composer and pub-
lisher Michal Kořán. His Music from Airports was a
tribute to Brian Eno, as well as to all the previous
pieces that have been brought to the airwaves
since 2003.

18. CONCLUSION

When the programme started in 2003, the most
challenging vision was to bring non-mainstream
experimental acoustic art production to the airwaves
to help a scene emerge. In reality, however, there are
now multiple scenes that have emerged since then. It
has been fascinating for me to watch the growth of
new artistic communities and collectives across the

country; some of them occasionally meet in the radio
broadcast. Alongside the jazz, electronic and contem-
porary music scenes, there are diverse improvisational
scenes; sound installations are now appearing in public
spaces, bringing sound art into galleries; contempo-
rary music eschews petrified concert halls, inhabiting
new spaces with new sonic ideas. However, those
scenes often do not overlap at all.

I believe that the importance of local scenes has
grown immensely with the pandemic experience
behind us. Bringing evidence of their existence and
intrinsic richness to the public is still one of radio’s
most important tasks as a public service institution. At
the same time, it is increasingly evident that the public
service’s orientation towards the massification of
audiences across Europe means reserving less and less
space for borderline curatorial activities.

Sadly, all those prestigious media prizes that were
awarded for radio art activities within the Czech
Radio had zero supportive effect. Au contraire, for
2023, the number of new commissions was reduced
by 50 per cent to just six, and the volume of non-
primetime weekly Radioatelier broadcasts was
reduced by the same amount. This is bad news for
the programme’s third decade, especially given how
the economic support for artists will be affected. Yet
there are things that can be seen as rather positive in
the wider context.

The paradigm of radio as a medium that is linear in
time has mostly been replaced by the paradigm of
multiple on-demand network services. The incredible
global rise of podcast culture may hold great promise
for the future, even though the overall quality of their
output varies widely, as do the listening habits of end
users. The widespread availability of recording and
post-production technology means that many new
users still have to work hard to get it right. On the one
hand, this trend presents a huge challenge. On the
other hand, there has already been a huge rise of audio
culture in our country, as a result of which much of the
cultural heritage of radio may be revised and trans-
formed into a completely new media paradigm and
listening habits of users. I believe that the obsession
with sound as a creative material, which has
accompanied us since the beginning of Radioatelier,
will find new forms of presence. It will do so not only
in communities of artists, but also in a broader social
context where the huge emphasis on the visual and
visibility can be balanced by an emphasis on sound in
a whole new way.
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české elektroakustické hudební tvorby do roku 1989.
Prague: Národní muzeum.

Fisher, M. 2012. ‘The Art of Radia’: Pino Masnata’s
Unpublished Gloss to the Futurist Radio Manifesto
Introduction. Modernism/modernity 19(1): 155–8. https://
doi.org/10.1353/mod.2012.0025.

Flašar, M. 2012. The East of the West: The Conditions
under Which Electroacoustic Music Existed in
Czechoslovakia, 1948–1992. www.soundexchange.eu/
#czech_en?id=46 (accessed 30 April 2023).

Grundmann, H. 1994. The Geometry of Silence. Radio
Rethink. Banff, Canada: Banff Centre for the Arts.

Hein, V. 2002. Brauchen wir Interpreten für elektroakusti-
sche Musik? In E. Ungeheuer and M. Brech (eds.)
Elektroakustische Musik. Laaber: Laaber-Verlag,
165–71.

Kahn, D. 2001. Noise, Water, Meat: A History of Sound in
the Arts. Cambridge, MA: MIT Press.

Kahn, D. and Whitehead, G. 1992. Wireless Imagination
Sound, Radio, and the Avant-Garde. Cambridge, MA:
MIT Press.

Klusák P. 2012. Asylum Zone – A Czechoslovakian
Sountrack. www.soundexchange.eu/#czech_en?id=48
(accessed 30 April 2023).

Landy, L. 2007. La musique des sons/The Music of Sounds.
Paris: Observatoire Musical Français.

Naber, H., Schlichting, H. B. and Vormweg, H. 2000.
Akustische Spielformen. Von der Hörspielmusik zur
Radiokunst. Der Karl-Sczuka-Preis 1955–1999. Baden-
Baden: Nomos Verlagsgesselschaft.

Novotný, P. 2016. Tramvestie. Ostrava: Protimluv.
Novotný, P. 2020. Akustische Literatur. Experimentelles

Hörspiel im Zeitalter analoger Technik. Eine
Untersuchung im deutsch-tschechischen Kontext.
Dresden: Thelem 2020.

Niedermayr, S. and Scheib, Ch. 2003. European Meridians.
New Music Territories. Report From Changing Countries.
Saarbrücken: Pfau 2003.

Rataj, M. 2010.ElectroacousticMusic and Selected Concepts
of Radio Art. Friedberg, Germany: Pfau Verlag.

Rataj, M. (ed.) 2012. Zvukem do hlavy: sondy do současné
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APPENDIX: COMPLETE LIST OF NEW COMMISSIONS 2003–2022

2003
Sound pieces by the Department of Sound, FAMU, Prague 25. 1. 2003
#1 Jiří Adámek: Joys of Life (from texts by Frantisek Gellner) 22. 2. 2003
Michal Rataj: Africká krása v Berlíně. African Beauty in Berlin (re-broadcast of previous work) 29. 3. 2003
#2 Tomáš Pálka: An Absurd Play with a Pointless Text 26. 4. 2003
#3 Bořivoj Suchý: A Day with Reynek 31. 5. 2003
#4 Slavomír Hořínka: Médea. Music to the Text By Heiner Müller 28. 6. 2003
#5 Miroslav Srnka: We are giving birth! 26. 7. 2003
#6 Vilém Faltýnek & comp.: The Pilgrim Fleeing from the Stresses of the World 30. 8. 2003
#7 e.o _ ORGANISM 27. 9. 2003
#8 a u v i d_______________DAYANDNIGHTS 25. 10. 2003
KOMPOZITOR – the best of listeners’ composition competition 29. 11. 2003
4 DIMENSIONS (re-broadcast of previous work) 27. 12. 2003
2004
#9 TÍLKO: Country Auction 31. 1. 2004
#10 Martin Janíček: Reflection 808 28. 2. 2004
#11 Petra Gavlasová: 24 hours In Ova 27. 3. 2004
#12 Vlastislav Matoušek: Vox Clamantis 24. 4. 2004
#13 Miloš Vojtěchovský: Stalker 29. 5. 2004
#14 Sumad: Disubbidiente L’eskamatore 26. 6. 2004
#15 Jiří Adámek: Making a Poem 31. 7. 2004
#16 Jaroslav Kořán: The Hidden Appeal of Czech Railways 28. 8. 2004
#17 Karakoe Mouse: Experimental Workshop 28. 8. 2004
#18 Pavel Klusák: My Country Remixed 30. 10. 2004
#19 Věra Linhartová, Lukáš Jiřička, Matěj Kratochvíl: Hourglass 27. 11. 2004
#20 Meanders and Sediments (Art’s Birthday pre-broadcast) 18. 12. 2004
2005
#21 Miroslav Posejpal: Three Chapters from the Book of Travels 29. 01. 2005
#22 PARANEURO: 11/10/2004 26. 2. 2005
#23 Ivan Palacký: Heda’s Diary 26. 3. 2005
#24 Arno Peeters: Fossile Sounds. Memory Mining 30. 4. 2005
#25 Michael Delia: Kiki’s Kitchen 28. 5. 2005
#26 Sylva Smejkalová: Once Upon the Time There Was a Radio 25. 6. 2005
#27 c8400: The Ghost in the Machine 24. 09. 2005
#28 A Heart in a Stone 29. 10. 2005
#29 Ambut ponori 26. 11. 2005
#30 Michaela Plachká – Ivana Skokanová: Fragments from Early Spring 31. 12. 2005
2006
#31 Antonio della Marina: No-Piece 28. 1. 2006
#32 Jiří Suchánek: Pec 24. 2. 2006
#33 Andres Bosshard: DVRKSpace 25. 3. 2006
Kompozitor – posluchačské akustické kompozice 29. 4. 2006
#34 Jaromír Typlt: Zmutované autorské vysílání 27. 5. 2006
#35 Mario Verandi: Prague – Imaginary Fragments 24. 6. 2006
#36 Jiří Adámek: Tiká tiká politika/Tick Tock Politics 30. 9. 2006
#37 Eric Rozenzveig: I don’t understand; Czech Politics 28. 10. 2006
#38 Lenka Župková: S.P.S.K. 25. 11. 2006
#39 Four Dimensions: Doorsphony 30. 12. 2006
2007
#40 Jan Trojan: Pearl 27. 1. 2007
#41 Tomáš Šenkyřík: Dear Kitty 24. 2. 2007
#42 Birds Build Nests Underground: Magic Flute 31. 3. 2007
#43 Roman Štětina: Who’s Done It 28. 4. 2007
#44 M. Topinka / L. Jiřička / K. Topolski: Rat’s Nest 2. 6. 2007
#45 Jaroslav Kořán: The Walker 30. 6. 2007
#46 Antje Vowinckel: Call Me Yesterday 29. 9. 2007
#47 Pavel Novotný: The Teaspoon 27. 10. 2007
#48 Jiří Adámek: Click on the Video 24. 11. 2007
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(Continued )

#49 Tomáš Pálka: Submersion 29. 12. 2007
2008
#50 Tape-beatles: Sombre Gertrude – Piece for Strings 26. 1. 2008
#51 Peter Machajdík: Healing Heating 23. 2. 2008
#52 Alex Švamberk / Jaroslav Rudiš: Trainstory 29. 3. 2008
#53 Ladislav Železný: Before during after 26. 4. 2008
#54 Miloš Vojtěchovský: What’s Inside the Wires 31. 5. 2008
#55 Andre Bartetzki: Jázvuk 28. 6. 2008
#56 Soundprints – The Prague Pressings 27. 9. 2008
#57 Peter Kutin, Daniel Lercher, Florian Kindlinger: áttenir 25. 10. 2008
#58 Johana Švarcová: Stolen Songs 29. 11. 2008
#59 Petra Gavlasová: Symphony of Tongues 27. 12. 2008
2009
#60 Jan Dufek: OnkBott found a Casio in the attic 31. 1. 2009
#61 Alex Švamberk: A Broken Key to Determining Fate: The Life and Times of Hildegard. S. 28. 2. 2009
#62 S. Dvorský, L. Jiřička, P. Wirkus: From the Diary of a Ventriloquist II 28. 3. 2009
#63 Georgy Bagdasarov: Ant’s in the Sky 25. 4. 2009
#64 Stanislav Abrahám: I’ll Tell You What I See 30. 5. 2009
#65 Tomáš Pálka: Moijecroisque 27. 6. 2009
#66 Jaromír Typlt: A Mutated Radiophonic Reading 25. 7. 2009
#67 Petr Wajsar: Unfinished Radio 26. 9. 2009
Kurt Schwitters: Ursonate (with Pavel Novotný and Jaromír Typlt) 31. 10. 2009
#68 Petr Cusack, Miloš Vojtěchovský: Favourite Sounds of Prague 28. 11. 2009
#69 Arsenije Jovanovič: Approaching 19. 12. 2009
2010
#70 Pavel Novotný: The Universe 30. 1. 2010
#71 Alessandro Bosetti: Gloriously Repeating 27. 2. 2010
#72 George Cremaschi: Nearly Last Breath (for Birgit Helene Scheib)
A requiem for chamber ensemble and electronics 27. 3. 2010
#73 Milan Guštar: Abakus 24. 4. 2010
#74 Július Fujak: Pentrophony 29. 5. 2010
#75 Lukáš Jiřička, Robert Piotrowicz: Rancio 26. 6. 2010
#76 Tomáš Vaněk: Particip 108. Audiosituation 25. 9. 2010
#77 Marek Choloniewski: Almost Nothing 30. 10. 2010
#78 Lukáš Jiřička, Martin Ježek: Fratricide, or Wenceslaus and Boleslaus 27. 11. 2010
#79 Thomas Gerwin: The Philosopher’s Stone 18. 12. 2010
2011
#80 Mario Verandi: Noise Networks 29. 1. 2011
#81 Guy van Belle: Thinking of Katastrofa 26. 2. 2011
#82 Andrea Dancer: Cloist(au)ral 26. 3. 2011
#83 Jaroslav Kořán: NYC 1997 30. 4. 2011
#84 Jan Trojan: Ultreia – El diario del peregrino 28. 5. 2011
#85 Jiří Kadeřábek: The Storm Is Comming 25. 6. 2011
#86 Johana Švarcová and Michal Kindernay: Him 24. 9. 2011
#87 Andrea Dancer and Michal Kindernay: Sounds of the Walk 29. 10. 2011
#88 Petra Gavlasová, Klára Čížková: Halí Belí 26. 11. 2011
#89 Pavel Novotný: Tramvesty 31. 12. 2011
2012
#90 Michael J. Schumacher: The Episodes 28. 1. 2012
#91 Jorge Boehringer: Wind Icon/River Totem 25. 2. 2012
#92 Lukáš Jiřička, Martin Ježek: Volition 31. 3. 2012
#93 BOOT_audiovisual (Daniel Hanzlík andPavel Mrkus). State of Weightlessness 28. 4. 2012
#94 Hana Železná: The Noise 26. 5. 2012
#95 Ondřej Gášek: Master_Castle_Man_Machine 30. 6. 2012
#96 Tomáš Sýkora: Signage 29. 9. 2012
#97 Jan Burian: Before They Disappeared : : : 27. 10. 2012
#98 Alex Švamberk: Projekt L. 24. 11. 2012
#99 Lucie Vítková: Memory and Perception 29. 12. 2012
2013
#100 Pavel Novotný: Emergency Rules 26. 1. 2013
#101 Ivan Boreš, Jan Trojan: Wind Fusion 23. 2. 2013
#102 Boca Loca Lab: Dedicated to the Bathtub 30. 3. 2013
#103 Alan Courtis: Vltaraná 27. 4. 2013
#104 Sivan Eldar: On Air | Behind Glass 25. 5. 2013
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#105 Jiří Suchánek: TIME.BREAK 29. 6. 2013
#106 Július Fujak: Nitrianské Atlatídy / Nitrian Atlantises 28. 9. 2013
#107 Eliška Cílková: ZONE 26. 10. 2013
#108 Peter Machajdík: Can you ear me ell? es? 30. 11. 2013
#109 Lukáš Jiřička, Tomáš Procházka: The Burnt Plain 28 .12. 2013
2014
#110 James Wyness: The Ice Factory 25. 1. 2014
#111 Slávo Krekovič: Kurzwellen mit Fragezeichen 22. 2. 2014
#112 Pavel Novotný: Taking Measure 29. 3. 2014
#113 Filip Jakš: Stitching Up the Skins 26. 4. 2014
#114 Andreas Hagelüken: Refrigerator 28. 5. 2014
#115 Jakub Rataj: Between the Words 27. 6. 2014
#116 Peter Ferenc: Dictionary of Methods 26. 9. 2014
#117 Lukáš Jiřička, Martin Ježek: How to Make the Weather 31. 10. 2014
#118 Martin Klusák: The Princess (nominations for Phonurgia Nova 2014) 28. 11. 2014
#119 Petr Vrba and Veronika Mayer: A.I.R. pressure 26. 12. 2014
2015
#120 Katharina Schmitt: In Furs 30. 1. 2015
#121 Alessandro Bosetti: The Notebooks (Palma Ars Acustica award) 27. 2. 2015
#122 Tomáš Reindl: Voice From the Šumava Desert 27. 3. 2015
#123 Tae Hong Park: CityGram 24. 4. 2015
#124 Gerald Fiebig, Christian Z. Müller: Echoes of Industry 29. 5. 2015
#125 Martin Vajgl: Relationships 24. 6. 2015
#126 Matouš Hejl, Ian Mikyska: Havel – A Musical Essay 31. 7. 2015
#127 Kolektiv (martin Blažíček a spol.): Kolektiv 28. 8. 2015
#128 Sara Pinheiro: Acousmatic Foley / study I. 25. 9. 2015
#129 Jiří Lukeš: Dozvuky / Reverberations 30. 10. 2015
#130 Phill Niblock: FIRST OUT 27. 11. 2015
#131 Jonáš Gruska: The Bats 18. 12. 2015
2016
#132 Alex Švamberk / Ava’n’Garde: Action K 29. 1. 2016
#133 Christina Kubisch, Christopher Williams: Groundwave Rondo – Magnetic Travelling 26. 2. 2016
#134 Tomáš Pálka: Oasis – Six Elements 25. 3. 2016
#135 Peter Cusack, Michal Kindernay, Lloyd Dunn, Tomáš Šekyřík, Sonya Darrow, Martin Zet,

Marcus Held, Miloš Vojtěchovský: Frontiers of Solitude
29. 4. 2016

#136 Arturas Bumšteinas: The Year of the Catdog 27. 5. 2016
#137 Terri Hron: Forensic Music 24. 6. 2016
#138 Lukáš Jiřička, Tomáš Procházka, Josef Bolf: YOU 29. 7. 2016
#139 Roman Štětina: Instructions For The Use Of Miroslav 26. 8. 2016
#140 Miroslav Tóth: BallOnAir 30. 9. 2016
#141 Petr Studený a kolektiv: Futuristic soirée 28. 10. 2016
#142 Martin Ožvold: Noisekins 25. 11. 2016
#143 Tomáš Reindl: Perinatal 30. 12. 2016
2017
#144 Matouš Hejl: Exponential Joys 27. 1. 2017
#145 Miroslav Tóth: Cyberpunkomsa: Life after Life 24. 2. 2017
#146 Tomáš Vtípil: RADIAtion 20161028 31. 3. 2017
#147 Slavomír Hořínka: Shining Wounds 28. 4. 2017
#148 Jáno Podracký a kolektiv: Collective Composition No. 1 26. 5. 2017
#149 Pavel Klusák: Elsewhere than Usual 30. 6. 2017
#150 Leigh Landy: Radio – Voice — Overs 28. 7. 2017
#151 Kevin Drumm, Lukáš Jiřička: The Hell 25. 8. 2017
#152 Vendula Guhová: Premačice 22. 9. 2017
#153 Snediggen Snurssla: Moving Spaces – STEPS 25. 10. 2017
#154 Pierre Alexandre Tremblay: Attempts at Stillness 29. 11. 2017
#155 Ian Mikyska: Hearing Not Something, But Rather According to Something, with Something 27. 12. 2017
2018
#156 Marek Hlaváč: Listening Warm-Up 31. 1. 2018
#157 Jiří Suchánek: Movements 28. 2. 2018
#158 Lenka Kerdová, Eliška Perglerová: Concentration on Wednesday 28. 3. 2018
#159 Filip Jakš: The Drain 25. 4. 2018
#160 Peter Graham, ‘Ivan Palacký: LAX LAX LAX 30. 5. 2018
#161 Martin Režný: Säkkikangas 27. 6. 2018
#162 Alex Švamberk: Apollo? Apollo : : : 25. 7. 2018

50 Michal Rataj

https://doi.org/10.1017/S1355771823000225 Published online by Cambridge University Press

https://doi.org/10.1017/S1355771823000225


(Continued )

#163 Vendula Guhová: Puffing Subconscious 29. 8. 2018
#164 Alexandra Cihanská Machová: Sentimental 26. 9. 2018
#165 Marek Piaček: Rieky, ľudia, mosty / Rivers, People, Bridges 31. 10. 2018
#166 Miloš Vojtěchovský, Lloyd Dunn: Deep Space Gateway 28. 11. 2018
#167 Monty Adkins, Deborah Templeton: Water’s Edge 26. 12. 2018
2019
#168 Mikuláš Mrva: Východní zrcadla / Eastern Mirrors 30. 1. 2019
#169 Ian Mikyska, Maryanna Kozak, Martina Smutná: Médea 27. 2. 2019
#170 Veronika Svobodová: RORBU (Palma Ars Acustica award) 27. 3. 2019
#171 Solstice Ensemble: Ornitology 24. 4. 2019
#172 Martin Hurych: Why Doesn’t Anyone Want Anything from Me 29. 5. 2019
#173 Michel Doneda, Petr Vrba: Theoral 26. 6. 2019
#174 Petr Wajsar: The Rape of Scholze 31. 7. 2019
#175 Jorge Boehringer: A Humid Bell in the Shape of a Bird Resonates the Conspiratorial

Landscape
28. 8. 2019

#176 Martin Janíček: Declining Gravity 25. 9. 2019
#177 Pablo Sanz: Strange Strangers (Phonurgia Nova Awards 2020) 30. 10. 2019
#178 Dariusz Mazurowski: Thirty Novembers 27. 11. 2019
#179 Michaela Pálka Plachká: Christmas Play – Not Only about Christmas 25. 12. 2019
2020
#180 Andreas Hagelüken: Waschmaschine absolute 29. 1. 2020
#181 Lukáš Jiřička, Jakub Adamec, Pavel Pernický: Come, People, to the Theatres with Iron

Hammers
26. 2. 2020

#182 Iva Polánecká, Matin Marek: Murmurs of the Earth 27. 3. 2020
#183 Matouš Hejl – Concert for Cymbals 28. 4. 2020
#184 Handa gote research & development: Faust Digital 27. 5. 2020
#185 Petr Vrba, Zdeněk Závodný, Petr Borkovec: The Sound Is Dry, Droughty, Light Grey and

Lighter Than You Think Before You Pick It Up
24. 6. 2020

#186 Ladislav Mirvald a.k.a MIRVIS: Silences 29. 7. 2020
#187 Alex Švamberk: Butoh in the Twelve Images 26. 8. 2020
#188 George Cremaschi: A Subtle Effect of Lag and Distance 30. 9. 2020
#189 Amen Tma: 2,3,6-trimethoxy amphibian 25. 11. 2020
#190 Tomáš Šenkyřík: Marry 30. 12. 2020
2021
#191 Lucie Páchová: Voissage 27. 1. 2021
#192 Michal Cáb and Collective: Music is Obsolete 24. 2. 2021
#193 Slavomír Hořínka: Splinters under my Skin 31. 3. 2021
#194 Elia Moretti: Once Enea Stack an Apple Seed to My Ear 28. 4. 2021
#195 Mariya Kamarova: 555 Bugs 26. 5. 2021
#196 Polina Khatsenko: Hyperlistening 30. 6. 2021
#197 Lucie Vítková: Guts 28. 7. 2021
#198 Petr Vrba: Opus Symbioticum 25. 8. 2021
#199 Jan Faix: Until the Cuckoo Cucks 29. 9. 2021
#200 Michal Kořán: Music from Airports (Tribute to Brian Eno) 27. 10. 2021
#201 Hybrid Session #14 24. 11. 2021
#202 Michal Nejtek: Der Spaziergang mit Traumen 29. 12. 2021
2022
#203 Armeno Alberts: Dutchtown - A Journey into the Unknown 26. 1. 2022
#204 Darina Žurková: Breathers 23. 2. 2022
#205 Lucia Kašiarová, Tomáš Vtípil: Quantum Roar 30. 3. 2022
#206 Radim Hanousek: Reaction K 27. 4. 2022
#207 Fredrik Rasten, Ian Mikyska: Strands 25. 5. 2022
#208 Andreas Bick: Faux Persona 29. 6. 2021
#209 Ondrej Kalužák: Silent Mail (Chinese whisper) 31. 8. 2022
#210 Barbora Tomášková: Hystrix Indica 28. 9. 2022
#211 Arsenije Jovanovič: The Unfinished Diary of the Sailing Ship Galiola Nuria 26. 10. 2022
#212 Jasmina Al-Qaisi, Veronika Svobodová: Swinging Dry Water 30. 11. 2022
#213 Vít Zouhar: Natum 28. 12. 2022
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