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program festivalu/ program of the festival

19:00 / velké koncertné studio slovenského rozhlasu/

18.9./ erscheinung/zjavenie

schubert/rihm

isabelle VAN KEULEN husle /igor KARSKO, marian SVETLIK, jozef HORVATH husle

martin RUMAN, peter ZWIEBEL, martin MIERNY viola /jozef LUPTAK, andrej GAL, boris BOHO violongelo/
rudiger LUDWIG kontrabas/ /pablo BARRAGAN Karinet/ / peter KAJAN fagot/

viliam VOJCIK lesny ron/ /nora SKUTA Klavir/ /milan OSADSKY akordesn

19:00 / moyzesova sierl/

19.9./ gringolts quartet
haydn/schonberg/brahms

ilya GRINGOLTS 1. husle /anahit KURTIKYAN 2. husle
silvia SIMIONESCU viola / claudius HERRMANN violon¢elo/
igor KARSKO viola /jozef LUPTAK violoncelo/ ah/ (Brahms)

20:00 / mestské divadlo p. 0. hviezdoslava/

20.9./tango plus
isabelle van keulen ensemble
isabelle VAN KEULEN husle / christian GERBER bandoneén
ulrike PAYER klavir/ /rudiger LUDWIG kontrabas/

20:00 / velké koncertné studio slovenského rozhlasu/

21.9./atom heart mother suita/talent transport
anton POPOVIC dirigent /michal BUGALA gitara /jozef LUPTAK violoncelo/
LUCNICA spevacky zbor

18:00 / design factory

22.9./hudobnici 016: godar/burlas/hatrik /
Juraj Hatrik rézia JurajLehotsky/Martin Burlas rézia Marek Sulik/ Vladimir Godar rézia Martin Sulik
milan PALA husle /peter BIELY viola /ivan PALOVIC viola /jozef LUPTAK violoncelo/
ronald SEBESTA Klarinet/ /nora SKUTA Klavir/ /jordana PALOVICOVA klavir/



19:00 / koncertna sien klarisky/
23.9./inventio
marco AMBROSINI nyckelharfa /jean-louis MATINIER akordedn

15:30 / design factory

24.9./ uspévanky/detsky koncert/
jozef LUPTAK violoncelo/ /boris LENKO akordeén, bandoneén
marcel COMENDANT cimbal /branislav DUGOVIC Klarinet, basklarinet/

19:00 / moyzesova sienl/

24.9./les années folles
debussy/enescu/heifetz/ravel/piazzolla/gershwin/antheil

daniel ROWLAND husle /natasa KUDRITSKAYA Kklavir/

20:45 / moyzesova sient/

24.9./Sostakovi€ 110/moc a samota/
peter MIKULAS bas /jevgenij IRSAI Kavir/ /ECHO spevacky zbor

/ §tefan BUGALA vibrafon

milan PALA husle /marian SVETLIK husle /peter BIELY viola /jozef LUPTAK violoncelo/

17:00 / velké koncertné studio slovenského rozhlasu/

25.9./ Sostakovi€ 110/sonaty /
daniel ROWLAND husle /milan PALA viola /jozef LUPTAK violongelo/

natasa KUDRITSKAYA klavir/ /katarina PALOVA Wavir/ /nora SKUTA klavir/

20:00 / velké koncertné studio slovenského rozhlasu/

25.9./ $ostakovi¢ 110/svedectvo /
robert ROTH ¢ita z knihy Sum casu/
daniel ROWLAND / maridn SVETLIK / jozef HORVATH / peter BIELY husle
milan PALA / martin RUMAN viola /jozef LUPTAK /boris BOHO violoncelo/



It won't be anything new if | say that we're living in an age of the relativisation of values, in times of uncertainty, coarseness,
arrogance, but above all universal passivity (the silent majority) and lack of interest in the things around us. The quality of
education is not rising, rather the contrary. White is publicly proclaimed to be black, and vice versa. A person who today still
believes in some “good and evil” seems not to belong to this world. Is it possible for us to live in it, know what it is, and yet at
the same time love it and try to bring to it something of value? Can one exist in this world without cynicism, contempt and
humiliation? Despite everything that's happening around us, amidst which we live our daily lives, we long to touch something,
experience something, thatis positive, pure, beautiful, truthful and meaningful. Something that transcends us. But does any
such thing still have a place here? Is there any point? Will someone still listen to it? When in February of this year, with many
of my friends, | listened to the fifteen Shostakovich quartets performed by the splendid Brodsky Quartet (it was a fairly long
time since I'd been sitting and listening and not playing), | had a personal feeling of fulfilment and a longing for this to go on.
Thatit should not end. | didn't have enough of it. That music swallowed me up completely, transcended me, opened up new
worlds, spaces, doors... Music is a gift that's hard to describe. | cannot express in words my gratitude for the fact that there
is music. Music, meeting musicians and meeting you, the public, who become part of creating it from the moment you enter

the hall — thatis a powerful motivation for us after seventeen years to go on further, to seek and to provide those evenings of

Convergences again and again. By doing so | don't suppose we will change the socio-political climate we live in, but together
we can create a place for repose, drawing breath, recuperating, letting the soul rest, and also perhaps reinforcing the spiritand
gaining the strength to continue onwards in everyday life in a meaningful way. Maybe | have exaggerated expectations, but if
some of us at least say after the festival, “l| didn't have enough of it", the mission could be fulfilled...

jozef LUPTAK




Nebude ni¢ nové, ak napiSem, Ze Zijeme v dobe relativizacie hodndt, v Casoch neistoty, hrubosti, arogancie, no najma neuveri-
telnej pasivity (mlciacej vacsiny) a nezaujmu o veci okolo nés. Kvalita vzdelania nestupa, skér naopak. Na biele sa verejne povie,
7eje to &ierne a vice versa. Clovek, ktory dnes este verf na nejaké ,dobro a zlo” do tohto sveta azda uZ ani nepatri. Je mozné, aby
sme v fiom zili, poznali, aky je, no pritom ho zaroven mali radi a snazili sa do neho priniest nie€o hodnotné? D4 sa tu existovat
bez cynizmu, pohfdania a ponizovania? Napriek tomu, €o sa okolo nés deje, v €om Zijeme svoje kazdodenné Zivoty, sa tuzime
dotykat nie€oho, zazivat nieco, €o je pozitivne, Cisté, krasne, pravdivé a zmysluplné. Niec€o, o nés presahuje. M4 to tu ale eSte
nejaké miesto? Ma to vobec zmysel? Bude to eSte niekto pocut? Ked som vo februéri tohto roku spolu s mnohymi priatelmi
poduval patnast Sostakovidovych kvartet v interpretacii skvelého Brodsky Quartet (po dlh§om éase som sedel a podval a nie
hral) prezival som zvlastny pocit naplnenia a zaroven tuzby, aby to pokracovalo. Aby sa to neskoncilo. Bolo mi mélo. T4 hudba
ma Uplne pohltila, presiahla ma, otvorila mi nové svety, priestory, brany... Hudba je tazko opisatelny dar. Neviem vyjadrit slovami
vdacnost za to, Zze hudba je. Hudba, stretnutie s hudobnikmi a s vami — publikom — ktoré sa momentom prichodu do saly stava
sucastou jej tvorby, je pre nés silnou motivaciou ist aj po sedemnéstich rokoch dalej, hladat a prinasat konvergencné vecery
zas a znovu. Asi tym nezmenime politicko-spolo¢ensku klimu, v ktorej Zijeme, ale spolu mézeme vytvorit priestor na spocinutie,
nadychnutie, naplnenie, odpocinok duse, azda aj na posilnenie ducha a ziskanie sily pokracovat v kazdodennosti zmysluplne
dalej. MoZno mam prehnané o¢akavania, ale ak si aspor niektori z nas znovu po festivale povieme ,bolo mi mélo” — misia by
mohla byt splnena...

jozef LUPTAK
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nedela/ 18.9.2016/ 19:00 hod. / velké koncertné sStudio slovenského rozhlasu
erscheinung/zjavenie/apparition

sunday/ 18" september 2016 /7 pm/ great concert studio of slovak radio
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isabelle VAN KEULEN husle/violin
igor KARSKO, marian SVETLIK, jozef HORVATH husle/violin
martin RUMAN, peter ZWIEBEL, martin MIERNY viola/viola

jozef LUPTAK, andrej GAL, boris BOHO violonéelo/cello
rudiger LUDWIG kontrabas/double I

pablo BARRAGAN Karinet/clarinet
peter KAJAN fagot/k

viliam VOJCIK lesnyroh/ French horn
nora SKUTA klavir/piano

milan OSADSKY akordeén/accordion

program / Franz Schubert (1797—1828)
Huslova sonata A dur op. 162 D 574 (1817)/
I. Allegro moderato
II. Scherzo: Presto
III. Andantino
IV. Allegro vivace

Wolfgang Rihm (1952)
Am Horizont (1991)
Erscheinung (1978)

prestavka/

Franz Schubert
Okteto F dur op. 166 D 803 (1824)/
1. Adagio / Allegro
II. Adagio
III. Allegro vivace
IV. Andante
V. Menuetto
VI. Andante molto / Allegro



erscheinung

.Mozné je vzdy to, Co pride,” tak by sa dala v skratke zhrnut odpoved, ktort mi dal pred rokmi Wolfgang Rihm na otazku:
,Komponovanie dnes — &o je viastne este moZné?" Co nové je edte v dnednej dobe moZné po staro&iach eurépskej hudobnej
produkcie, o povazuje sticasny skladatel za vychodiska, referenéné body pre svoju tvorbu? Rihmove prosté slova su sticasne
najlepSou vypovedou o spésobe jeho prace. U Wolfganga Rihma, ktory sa narodil v roku 1952 v Karlsruhe a patri nepochybne
medzi najproduktivnejsich stic¢asnych skladatelov, ,je vzdy nie€o mozné.” Zoznam jeho diel mozno uz len z €isto kvantitativneho
hladiska sotva prehliadnut. MnoZstvo jeho diel moze lahko priviest k otazke, i existuje este iny sucasny skladatel disponujuci
podobne rozsiahlym katal6gom. Keby bolo nutné vyzdvihnut niektoré z jeho pocCetnych kompozicii, boli by to urcite dve z jeho
javiskovych prac: Jakob Lenz (1977/1978) a Die Hamletmaschine (1983—1986). Prva, lyricka komorna opera na nédmet
Georga Buchnera, mu otvorila dvere do mnozstva mensich i vacsich opernych divadiel, v druhej (podla predlohy Heinera Mul-
lera) doké&zal presveddivo svoju schopnost vytvorit nanajvys aktualne a komplexné dielo, ktorého text nie je len ,zhudobneny”,
ale hudbou zédsadne dotvoreny a obohateny. Skladba Erscheinung (1978) s velavravnym podtitulom ,Skizze tiber Schubert”
vznikla v roku vyrocia Schubertovho Umrtia. Posluchac vsak musf byt s hudbou tohto skladatela velmi doverne oboznameny,
aby rozpoznal, ze Rihm vo svojom diele pracuje s ¢astami z posledného Sldcikového kvarteta D 887, Sldcikového kvinteta
D 956 a Wanderer-Fantasie D 760, ktoré sa ocitaju v novom hudobnom kontexte. Kompozicia pre devat slacikovych néstrojov
a klavir ad libitum predstavuje sice obsadenie, ktoré sa v Schubertovom diele nikde neobjavuje, sti¢asne vsak v sebe nesie
rozliéné podoby slagikovych ansémblov. Podobne ako pri malbe al fresco sa aj v hudbe Erscheinung spociatku objavuju akoby
z0 zachvevov okamihu vznikajlce farebné tahy ténov, postupne sa rozvijajice do ¢oraz dlhsich fraz s imanentnou melodikou,
v ktorej mozno rozpoznat vazby zdanlivo smerujice k Schubertovi, potom sa v8ak hudba opat vyda Uplne inou a vlastnou

erscheinung

“What comes is always possible”: that is the gist of Wolfgang Rihm's reply to me some years ago when | asked him, “Com-
posing today — what is there that's still possible?” Which possibilities are there of something new in our time, after centuries of
musical production in Europe; which reference points does the present-day composer have for his new creations? Rihm's plain
words are at the same time the best statement about his own work. Born in 1952 in Karlsruhe, Wolfgang Rihm is certainly one
of the most productive living composers; for him “something always comes”. In purely quantitative terms his works are difficult
to overlook. One might well ask whether any other contemporary composer can show such an extensive oeuvre. If required to
single out some of his numerous compositions, one would certainly choose two of his stage works: Jakob Lenz (1977/1978)
and Die Hamletmaschine (1983—1986). The first, a lyrical chamber opera on a theme by Georg Buchner, opened the doors of
many opera houses, large and small, to its author. The second (inspired by Heiner Muller) convincingly showed Rihm's ability
to create a highly topical and complex work, whose text was not merely “set to music” but musically completed and enriched.
Erscheinung (1978), a work with the significant subtitle “Skizze tiber Schubert”, appeared in the centenary year of Schubert's
death. However, only a listener who is thoroughly familiar with that composer's work will recognise that Rihm has made use
here of fragments from the final String Quartet D 887, String Quintet D 956 and Wanderer-Fantasie D 760, which are setin
a new context. While this composition for nine string instruments and piano ad libitum presents a line-up which one will not
find in Schubert, it does show his taste for a variety of string ensemble formations. Asin an al fresco painting, the musical notes
of Erscheinung from the outset show dashes of colour, trembling as if they emerged from the very moment, and gradually de-
veloping into ever-longer phrases with an immanent melody; here one may recognise what are seemingly connections leading
to Schubert, although afterwards the music goes its own quite different way. Likewise in the shorter Am Horizont (1991) for
violin, cello and accordion, there is a subtitle which leads the listener in the desired direction. “Quiet Scenes” was dedicated



cestou. Aj kratSia kompozicia Am Horizont (1991) pre husle, violoncelo a akordeén obsahuje podtitul, ktory posluchaca vedie
spravnym smerom. ,Tiché scény” venoval Rihm k 60. narodenindm argentinskemu skladatelovi Mauriciovi Kagelovi. Podobne
ako v jeho performativnych skladbach, aj v pripade Am Horizont hra délezitl Glohu priestor — trojica nastrojov je na podiu
umiestnend od seba tak daleko, ako je to len mozné a posiela si z dialky tiché posolstva. Spociatku ide Casto len o jeden dlhSie
drzany ton, postupne sa vSak dostava k slovu i dynamika tazZiaca z kontrastov medzi hlasnymi a extrémne tichymi momentmi.
Snovy zaver skladby opisuje Rihm nasledovne: ,Huslista naznaci mi¢ky gestom zvolanie ,Hallo” a jeho spoluhrddi s rukami
priloZzenymi k usiam, Ze pocuvajd.”

Zaciatok Schubertovho Okteta D 803 (1824) akoby evokoval hru tonov z Am Horizont. Nemuselo by byt preto tplne mérne,
keby sa niekto podujal — zvlast vzhladom na lyricky charakter hudby obidvoch skladatelov — preskimat duchovnu pribuznost
medzi Wolfgangom Rihmom a Franzom Schubertom (1797—1828). Schubert sa pri obsadeni svojho Okteta zjavne inspiroval
Vv jeho dobe oblubenymi vacsimi ansdmblami, ktoré vznikali spojenim sl&cikovych a dychovych néstrojov. Predobrazom mu
bolo Beethovenovo Septeto, sucasne vSak chapal svoju zdmerne rozsiahlu kompoziciu ako Studiu k pripravovanej symfoénii,
ktora by predcila vSetky jeho dovtedajSie diela v tejto oblasti. Zamer sa stal skuto¢nostou o dva roky neskér v podobe ,Velkej
symfénie” C dur D 944. Prekvapivou ¢rtou Okteta je SestEastovost, typické pre skladby divertimentového charakteru, aké po-
zname z tvorby Mozarta, alebo akou je uz zmienené Beethovenovo Septeto, ktora kontrastuje s troj- €i Stvoréastovostou v inych
Schubertovych dielach. Lahkost a zabavny charakter st pritomné najma v hudbe prvej a zavere€nej €asti, no medzi nimi sa
dostavaju k slovu hibka, vaZnost a velké dramatické gestd, ktoré st pre Schubertovu tvorbu typické.

christian HEINDL

by Rihm to the Argentinian composer Mauricio Kagel on his 60" birthday. As in his performative works, in Am Horizont also
space plays an importantrole: the three instruments are positioned as far as possible from one another on the stage and send
quiet messages from a distance. At the beginning there is often just a single long held note, but gradually the dynamics come
more into play, drawing on the contrasts between very loud and extremely faint sounds. Rihm gives the following description
of the dreamy conclusion: “The violinist makes a silent gesture of calling, ‘Hallo', and his colleagues, putting their hands to
their ears, indicate that they hear him".

The beginning of Schubert's Octet D 803 (1824) seems to have evoked the play of notes in Am Horizont. It might not be
entirely futile, then (especially considering the lyrical character of the music of both composers), to explore the spiritual kinship
between Wolfgang Rihm and Franz Schubert (1797—1828). In the line-up for his Octet Schubert manifestly found inspiration
in those larger ensembles, very popular in his day, which were created by a combination of string and wind instruments. He
had a model in Beethoven's Septet, but at the same time he conceived his deliberately wide-ranging composition as a study
towards a prepared symphony, which would outdo all his previous works in this field. This ambition became a reality two
years later in the "Great” Symphony in C Major D 944. A surprising feature of the Octet is its six-movement form, known to us
from the work of Mozart and the aforementioned Septet by Beethoven, but contrasting with the three- and four-movement
structure of Schubert's other works. In the first and concluding movements particularly, the music has a light and entertaining
character, but between these one finds considerable depth, earnestness, and the grand dramatic gestures which are typical
of Schubert's work.

christian HEINDL



pondelok/ 19.9.2016/ 19:00 hod. / moyzesova sien
gringolts quartet

monday/ 19" september 2016/ 7 pm/moyzes hall
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gringolts quartet

ilya GRINGOLTS 1. husle/1*violin igor KARSKO viola/viola
anahit KURTIKYAN 2 husle/2" violin jozef LUPTAK violoncelo/cello

silvia SIMIONESCU viola/viola
claudius HERRMANN violon&elo/cello

program / Joseph Haydn (1732—1809)
Slacikové kvarteto D dur op. 50/6 Hob. I1I:49 (1787)/
1. Allegro
II. Poco adagio
III. Menuet: Allegretto
IV. Allegro con spirito

Arnold Schénberg (1874—1951)
Slacikové kvarteto €. 4 op. 37 (1936) /
1. Allegro molto
II. Comodo
III. Largo
IV. Allegro

Johannes Brahms (1833—1897)
Slacikové sexteto ¢. 2 G dur op. 36 (1859/60) /
1. Allegro manon troppo
II. Andante ma moderato
III. Scherzo: Allegro molto
IV. Rondo: Poco allegretto e grazioso



,Najdokonalejsim vyjadrenim ludského sprdvania je sldcikové kvarteto.”
jeffrey TATE

hudba ako rozhovor

Ked Johann Wolfgang Goethe prirovnal sl&Cikové kvarteto ku konverzécii Styroch rozumnych ludf, vedel presne, o €om hovorf.
Kvarteto vzniklo v druhej polovici 18. storo¢ia ako hudba priatelov. V sukromf{ sal6nov sa stretavali Slachtici, meStania a hudob-
nici, aby viedli privatne konverzacie v tbnoch, kde mal kazdy hlas svoje miesto i vahu. Akokolvek demokraticky slacikové kvarteto
posobilo, vyzadovalo investicie v podobe nastrojov a notového materialu a preto sa rychlo stalo predmetom obchodu. Dopytu
sa prisp6sobila aj ponuka. Len v Parizi bolo medzi rokmi 1770—1800 vydanych niekolko tisic kvartet od dvesto skladatelov,
dalsim vyznamnym centrom boli Londyn a samozrejme Vieden, kde ,ve¢né Standardy” pre tento zaner stanovili svojimi dielami
Haydn, Mozart a Beethoven. Na notoveé pulty sa vSak nekladli len pévodné kompozicie, ale aj transkripcie najnovsich symfénif
a vybery z opier i oratorif, kvarteto v istom zmysle teda suplovalo dneSnu reproduként techniku. V istom zmysle preto, lebo
kazdy, kto niekedy hral komornu hudbu, urcite rad potvrdi, ze bezprostredny kontakt s dielom nenahradi ani ta najdokonalejSia
interpretacia. Hoci kvartetovej hre holdovali aj prusky ¢i anglicky kral, skutocné ,superkvarteto” vSak opisal spevak Michael
Kelly: spolu s najzndmejsimi viedenskymi hudobnikmi v fiom na husliach hral Haydn a na viole Mozart. Prave Joseph Haydn
(1732—1809), rodék z nedalekého rakuskeho Rohrau, ktory v sluzbach kniezata Esterhazyho ¢asto navstevoval dnesnu Bra-
tislavu, byva ¢asto ozna¢ovany za ,otca” slacikového kvarteta. Podla skladatelovho Zivotopisca Georga Augusta Griesingera
(1769—1845) za ,vynalez” slacikového kvarteta mdze isty bardn Furnberg, ktory Haydna poziadal, aby skomponoval nieco,
¢o by si mohol zahrat spolu so spravcom svojho sidla, miestnym pastorom a bratom znameho skladatela Johanna Georga



Albrechtsbergera. Veci nie su, samozrejme, také jednoduché, no pravdou je, Ze Haydn v patnéstich opusoch a Sestdesiatich
6smich dielach postupne spojil technickd dokonalost, logiku, vaznost, pévab a vtip spésobom, ktorému sa s ndmahou pribli-
zovali i ti najvacsi. Ked v roku 1785 po troch rokoch prace Mozart dokonéil Sesticu kvartet, ktoré neskor dostali pomenovanie
,haydnovské”, v dedikacii star§iemu skladatelovi pide, Ze st vysledkom ,dIhého a naméhavého Gsilia“. Sest kvartet opusu 50,
patriaceho medzi najobdivovanejsie kvartetové zbierky, vyslo tladou v roku 1787 a Haydn ho venoval pruskému monarchovi
Wilhelmovi Friedrichovi Il., ktory nevladol pevnou rukou len $tatu, ale aj violon&elu. Sieste kvarteto z op. 50 z tohto cyklu si ziskalo
neobvyklt prezyvku ,Zaba". T4 mé pdvod v 8pecidlnej hragskej technike prechodu cez struny (bariolage) pouZitej vo finale diela,
ktoré evokuije Zabie kvakanie. Dal$f z ranych kronikarov Haydnovho Zivota, Talian Giuseppe Carpani (1752—1825) — ktorého
précu nevelmi kolegialne ,vysamploval” Stendhal —, rozvinul Goetheho metaforu nasledovne: prvé husle pripominaji odusev-
neného a prijemného muza v strednom veku, ktory prindSa do rozhovoru témy, druhé husle su jeho priatelom, jeho Ulohou je
udrziavat konverzaciu, len zriedka vSak na seba puta pozornost, violon¢elo je déstojné, moralizujice, davajuce vypovediam
prvych husli vahu a viola ako Zena, ktord je sice mila, no v zdsade nem4 prilis ¢o povedat, ale napriek tomu sa do rozhovoru
neustéle miesa. Tento obraz méze byt vnimany ako zdbavny, nepresny i povrchny, jedno posolstvo vSak ukryva — slacikové
kvarteto Coskoro prekrocCilo prah sukromnych rezidencif a vydalo sa do velkych sal, no atmosféru intimity a déverného poro-
zumenia si od Hay-dnovych ¢ias uz navzdy nieslo so sebou. Slacikové kvarteto v8ak preslo este jednou délezitou premenou:
z hudby uréenej na uslachtilt zabavu, ktorej sa mohli ,dotknut” i amatéri sa (najma v poslednych Beethovenovych kvartetach)
premenilo na privatny priestor na experimentovanie, ktory bol uréeny najma pre ,zasvatenych”.

.Mdm rdd sukromie, ale chcem do neho zahrntt i svojich priatelov, priatelov svojich myslienok a mojej hudby,” napisal Arnold
Schoénberg (1874—1951). Tvorba (a nielen komorné tvorba) tohto raktskeho skladatela patri bez akychkolvek pochybnosti prave

“The most perfect expression of human behaviour is a string quartet.”
jeffrey TATE

music as conversation

When Goethe compared a string quartet to a conversation of four reasonable people, he knew exactly what he was talking
about. The string quartet was created in the second half of the 18" century as music for friends. Aristocrats, bourgeoisie and
musicians met in the privacy of saloons and conducted private conversations in music, where each voice had its own place
and importance. Despite the democratic nature of the string quartet, it required investments in the form of instruments and
scores. Its rising popularity therefore made it a lucrative business. Supply also adapted to demand. Several thousand quartets
by about 200 composers were published in Paris alone between 1770 and 1800. Other important music centers were London
and Vienna, where the works of Haydn, Mozart and Beethoven set the “eternal standards” for this genre. Quartets did not play
only original pieces: they also played transcriptions of the latest symphonies and extracts from operas and oratories. Hence in
a certain sense the quartet was a substite for today's reproduction technology. But only in a sense, because anyone who was
then playing chamber music would certainly have said that not even the most perfect performance could replace the immedi-
ate contact with the work. Although the quartet was a musical favourite of the Prussian king of England, the real “superquartet”,
as described by the singer Michael Kelly, had the finest Viennese musicians, with Haydn playing the violin and Mozart on the
viola. It is precisely Joseph Haydn (1732—1809), a native of not-far-distant Rohrau in Austria, and a frequent visitor, in the
service of Count Esterhazy, to whatis now Bratislava, who is often described as the “father” of the string quartet. According to
the composer’s biographer Georg August Griesinger (1769—1845), the “invention” of the string quartet can be attributed to
a certain Baron Furnberg, who asked Haydn to compose something that he could play with the steward of his estate, the local
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vicar and the brother of the well-known co er Joha 20 Dre erger. s 5 to say, are not so simple,
though itis true that. In his 15 ¢ S dually ed te ~al perfe seriousness, charm and
wit together in a way that was difficult even for tlw ery bestto equal. In 1785, whe rt aftel thlee year
his six string quartets (later named Haydn Quartets), he wrote in a dedication to the older comy r that these
“the fruit long and laborous endeavour”. Six QUL rtets, ,which are among the most admired quartetc
publishedin 1787 and Haydn ¢ c commanded notonly his
but the cello too with a f a e al nickname “The Frog"
derive SE
arly chroniclers of Haydn's life, the Italian Giuseppe Carpani (1
in a notvery comradely fashion — developed Goethe's metaphor as follows: the first violin is a spirited aml
d man; the second violin is his friend, whose main function is to ke ersation g Hlym 1wmg

amusing, Impreci ana s ermcial, b SR one ablIc e string artet soon went

eyond the private thresholds and entered the great co a S Haydn's as carrie e here of

intimacy and private understanding along with it forever. However, the string quartet underwent one further important change:

from music designed as entertainment for the nobility, which amateurs too might “try their hanc " itchange becially in
hoven's last quarte 0 a private space for experimentation, designed above all for “the initiated".

but | want it to include my friends, the friends of my thoughts and my music,” wrote Arnold

ork (and not only the chamber work) of this Austrian composer without any doubt belongs




do uz vyssie zmienenej kategorie privatnosti a exkluzivity. Schonberg, ktorého rodina sa do Viedne prestahovala z dnesnej Bra-
tislavy, sa s hudbou zoznamoval prostrednictvom bohatych tradicif hlavhého mesta habsburskej monarchie. Dvadsatdvarocny
skladatel sa s nimi vynajdenim tzv. 12-ténovej techniky (dodekafénie) ako nového sposobu organizacie hudobného materialu
pokusil radikalne rozist. V dodekafonii sa Schonberg definitivne rozlGcil s harmoéniou a material svojich skladieb vytvara z radoy,
v ktorych je poradie tonov dané striktnym uplatfiovanim racionalne zadefinovanych pravidiel. Va¢sina su¢asnikov mala problém
prehryznut uz jeho predchéadzajice kompozi¢né obdobia, kedy rozchod s tradiciou (alebo jej dovfSenie) eSte nebol taky dramatic-
ky. Gustav Mahler (1860—1911), ktory bol ako dirigent dIht dobu ikonou viedenského hudobného Zivota, no i jeho tvorba si pre
svoje novatorstvo hladala pochopenie tazsie, o Schonbergovom Prvom sldcikovom kvartete povedal: ,Dirigoval som najtaZsie
partitary Wagnera, sdm pisem komplikovand hudbu na tridsat i viac notovych osnov, no tu st Styri riadky, ktoré nedokdZem
preditat." Stvrté sld&ikové kvarteto op. 37 (1936) vzniklo v USA, kam bol skladatel v roku 1933 kvéli svojmu Zidovskému povodu
nuteny emigrovat. Podobne ako Béla Bartok, ani Schonberg sa s novou krajinou nezzival lahko. Spociatku prednésal v New Yorku
av Bostone, no zdravotné problémy ho Coskoro prinutili hladat si miesto v priaznivejsej klime. Tak sa dostal do Los Angeles, kde
sukromne vyuc€oval hudbu a neskor pésobil ako profesor kompozicie i na tamojsej univerzite. Podobne ako predchadzajuce, aj
Stvrté kvarteto (posledné v tomto zanri) vzniklo z iniciativy zndmej mecénky komornej hudby Elizabeth Sprague-Coolidgeovej.
Premiéru diela uviedlo Kolischovo kvarteto v ramci festivalu, ktory sa konal na University of California a kde spolu so vSetkymi
Schonbergovymi kvartetami zazneli symbolicky aj posledné Styri kvarteta Beethovena. Prave Beethovenova komorna hudba
(konkrétne Razumovského kvartetd a Velkd fdga op. 133) stala na zaciatku Schonbergovho zadujmu o kvartetovd kompoziciu.
S premiérou bol skladatel spokojny, publikum podla neho ¢elilo ,novym zvukom* s vaznostou a sustredenim. ,S dielom som velmi
spokojny a verim, Ze je vydarenejsie ako Tretie kvarteto. Ale v to napokon verim vZdy," napisal pozitivhe naladeny skladatel v liste

to the above-mentioned category of privacy and exclusivity. Schonberg, whose family migrated to Vienna from present-
day Bratislava, became acquainted with music via the rich traditions of the Habsburg capital. The 22-year-old composer
attempted to make a radical break with them through his invention of the so-called 12-tone technique (dodecaphony), as
a new method of organising the musical material. In dodecaphony Schonberg definitively took his leave of harmony and
created the material of his works from rows, where the sequence of notes is a strict application of rationally defined rules.
The majority of his contemporaries found it difficult enough to digest the preceding compositional periods, when the break
with (or climaxing of) tradition was notyet so dramatic. Gustav Mahler (1860—1911) was for a long time an icon of Viennese
musical life as a conductor, but even he found it difficult to win acceptance of his innovative composition. On Schonberg's
First String Quartet he remarked: “I have conducted the mostdifficult scores of Wagner; | have written complicated music my-
selfin scores of up to thirtystaves and more, yet here is a score of not more than four staves, and | am unable to read them.”
The Fourth String Quartet Op. 37 (1936) was produced in the USA, where the composer was compelled to emigrate in 1933
because of his Jewish origin. Like Béla Bartok, Schonberg found it difficult to adapt to his new country. At first he lectured
in New York and Boston, but his health problems soon compelled him to seek a place in a more congenial climate. Thus he
arrived in Los Angeles, where he taught music privately and later became Professor of Composition at the university there.
Like its predecessors, the Fourth Quartet (the lastin this genre) was produced at the initiative of Elizabeth Sprague-Coolidge,
a notable patroness of chamber music. The premiere was performed by the Kolisch Quartet during a festival held at the
University of California, where together with all of Schénberg's quartets they symbolically also played the last four quartets
by Beethoven. It was actually Beethoven's chamber music (specifically the Razumovsky Quartet and the Great Fugue,
Op. 133) which first aroused Schonberg's interest in quartet composition. The composer was satisfied with the premiere:
according to him, the public confronted “the new sounds” with seriousness and concentration. ‘I am very content with the



work and think it will be much more successful than the third. But | always believe that,” he wrote to Coolidge in an upbeat
mood. For the performance of the quartets Schonberg produced author's notes, which some years later he supplemented
with an epilogue, where he comments on the reception of his music: “It looks as if the time has come when audiences will
listen to my music with more favour and kindness." But while Mahler's “time came”, Schonberg's work still remains confined
to the community of friends of his thinking and his music. One of the possible reasons for this was described by Viadimir
Godar in an essay Kompozi¢ny agnosticizmus a hominizdcia kompozi¢ného média (The Composer’s Agnosticism and the
Hominisation of the Compositional Medium) in the early 1990s: “Schénberg’s works have not become part of our private life
because we have not ‘warmed to them’, they have not radiated human warmth to us; in our consciousness, in our dwellings,
they constitute bizarre objects of admiration; what we admire in them is not their true musical power but rather the Jacob’s
wrestle to change his own |, and many also admire the knowledge of the Mosaic Laws and we are opposed to their being
thrown on the rubbish heap probably for this reason among others, that we are accustiomed to admire more the fragments
of human dreams than the beauty of everyday life." This statement at the same time contains the paradoxical reasons why
Schonberg's life and work are an abiding fascination for many.

andrej SUBA

johannes brahms — sextet no. 2 in G major, op. 36

Although musical circles have often stated just the opposite, Johannes Brahms was wholly a modern personal-
ity of his times. He was a generation younger than Mendelssohn and he humbly, but knowingly considered himself
to be the one to carry on the tradition of Bach, Beethoven, and Schubert. He studied deeply Renaissance and Ba-
roque music (Palestrina, Schutz, Gabrieli) and he also frequently performed it as conductor and choirmaster. He was




also actively interested in collecting and musicological research of folk songs. Brahms believed that progress in mu-
sic is possible only if it is based on a deep knowledge and evaluation of the past. He believed that the traditional forms
achieved architectonic perfection in the process of developmentand the composer should take up the challenge of filling it with
new content. Brahms especially considered the symphony and string quartet to be the “icons” of this progress: he prepared
himself for composing these by extensive and intense studying, “experimenting” by means of composing in related forms or for
similar instrumental combinations. Brahms was more than 40 years old when the first of his four symphonies and the first of
his two string quartets came into being (both in 1876). The symphonies were preceded by two charming orchestral serenades
and the string quartets were preceded by two string sextets (Op. 18 B flat Major and Op. 36 G Major), and a piano quintet.

In spite of the fact that the structure of the string sextet, with its double cast of violins, violas and cellos provides
plenty of sound and scale possibilities, not many composers composed for it (Dvotak, Spohr, Gade, Cajkovskij, Strauss,
Raff, Schonberg). Only Spohr's Sextet, Op. 140 arose before Brahms' Sextet, Op. 18 and it was, perhaps, his source
of inspiration. The second Sextetm, Op. 36 in G Major Brahms wrote in 1864—1865, five years after the Sextet, Op. 18.
Although the composer claimed that in this piece he managed to “free himself from his last love” (it was the sing-
er Agathe von Siebold, whose monograph can be recognized in the second theme of the first movement, in the motive
a-g-a/d/h-e), the music is neither melancholic, nor resigned. Its atmosphere is full of seriousness, but also peaceful, hopeful
joy. Brahms' old friend, the great musician Clara Schumann, commented on the slow, variational movement: “... even the first
motive sounded as if | have always known it..."

Although they are very rarely performed on concert stages, both of Brahms' sextets belong to the most fascinating pieces
of chamber music world-wide.

adrian RAJTER
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,For me, tango was always
for the ear rather than the feet.”
astor PIAZZOLLA




isabelle van keulen ensemble

isabelle VAN KEULEN husle/violin
christian GERBER bandoneén/bandoneon

ulrike PAYER klavir/piano
rudiger LUDWIG kontrabas/double

program / Astor Piazzolla (1921—1990)
Libertango
Invierno Portefio
Verano Porteno
Adiés Nonino
Milonga del Angel
Muerte del Angel
Resurreccién del Angel
Le Grand Tango (arr. Christian Gerber)
Kicho
Soledad
Concierto para Quinteto

,Tango bolo pre mna vzdy viac
hudbou pre usi nez pre nohy.”
astor PIAZZOLLA



astor piazzolla, tango nuevo & dekonstrukcia tradicie

Astor Piazzolla (1921—1990) bol na zaciatku kariéry vo svojej argentinskej domovine povazovany za ,bldzna s cudnymi ndpad-
mi, ktory vyzndva nezmyselny modernizmus®. Tradicionalisti a puristi ho nenavideli, pretoze podla nich svet tanga dostal na Sikmu
plochu tym, ako ho spajal s hudobnymi $tylmi a technikami (jazz, moderna hudba), ktoré sa dovtedy zdali Uplne protikladné. On vSak
vytvaral novd hudbu, ktoré nebola uz viac mienené do tanca, ale na sustredené pocuvanie. Piazzollovo tango nuevo napriek tomu
nikdy nestratilo romanticku tvar tradicného tanga — jeho vasen, dramu, erotickost a emocionalnu intenzitu. Ked mal Piazzolla tri
roky, jeho rodicia, ktorf boli talianskeho pdvodu, sa z argentinskeho Plata del Mar prestahovali do New Yorku. Otec si otvoril holi¢stvo
v Greenwich Village a dfiom i nocou bojoval so smutkom za domovinou poctvanim platni s tangom. Ked objavil synov hudobny ta-
lent, Astor dostaval hodiny klavira a bandonedénu, viac vSak z jeho vole, nez zo svojej vlastnej. V tom ¢ase boli jeho skuto¢nou vasriou
jazz a Bach, nie tango. ,M¢j otec pocuval tango neustdle, myslel pri fiom na Buenos Aires, na svoju rodinu a priatelov. Tango bolo
pre neho zdrojom melanchdlie i radostného vzrusenia,” povedal neskér. Ked sa rodina v roku 1936 vratila do Buenos Aires, Piazzolla
absolvoval iniciacny zazitok v podobe koncertu Elvina Vardara a jeho suboru, ktory nanovo roznietil jeho vasen pre netradi¢né spo-
soby predvadzania tanga. Opat zacal hrat na bandoneodne a v roku 1939 sa stal ¢lenom orchestra Anibala Troila, kde posobil aj ako
aranzér a skladatel. V roku 1940 zac¢al navstevovat hodiny kompozicie u Alberta Ginasteru (1916—1983), vtom ¢ase povazovaného
za najvplyvnejsieho latinskoamerického skladatela. Komponoval orchestralnu i komornt hudbu, bandoneén zacal zanedbavat a hoci
hrat UpIne neprestal, verejne vystupoval len zriedkavo. Chcel, aby ho ludia vnimali ako vyznamného skladatela a nepredpokladal, ze
by mu ktomu hra ha bandoneéne mohla poméct. Tango bolo totiz hudbou verejnych domov a kabaretov a najma u vyssej vrstvy malo
z|U reputaciu. Po ziskanf Stipendia odisiel Piazzolla Studovat kompoziciu do Pariza k slavnej Nadii Boulangerovej, u ktorej sa ucili aj
skladatelia ako Aaron Copland alebo Philip Glass. Tuzil sizdokonalit kompozi¢nu techniku a pomaly zabudal na svoje korene. ,Hanbil

deconstruction of a folk music — astor piazzolla and his tango nuevo

Astor Piazzolla was seen as “a nutter with strange ideas and pointless modernisms” at the beginning of his career in his home
country Argentina, hated by traditionalists and purists, who saw the universe of tango on a slippery slope by the manner in which
he combined elements and ways of performing techniques used by jazz and modernists, fusing musical directions that appeared
from the outside to be opposite, and by doing so creating a new style of Tango, not really meant to dance along with, but designed
fora carefully listening audience. Piazzolla's Tango Nuevo however never looses the romantic side, nor the passion, drama, eroticism
and intensity of traditional tango. Three years after his birth in 1921 in the city of Mar del Plata, Argentina, Astor Piazzolla moved
with his Italian parents to New York. His father opened a barber shop in Greenwich Village and fought against his homesickness by
listening to tango recordings, day and night. Astor's musical talent was recognized and he recieved piano lessons and in the same
time bandoneon lessons, more for his father than himself: Astor's passion at the time was really jazz — and Johann Sebastian Bach,
not tango. "My father listens to tango all the time and is thinking back to Buenos Aires, his family, his friends — his melancholy, his
upsetis Tango, always Tango." In 1936 however, after his family had returned to Buenos Aires, Piazzolla had a crucial experience
after attending a tango concert by Elvino Vardaro and his ensemble, inflaming his passion for the new way of performing tango. Fol-
lowing this experience he now perfected and intensified his own bandoneon playing and in 1939 he became a member of Anibal
Troilo's orchestra, also as arranger and composer. In 1940 Piazzolla took composition lessons with Alberto Ginastera (1916—1983),
one of the mostinfluential Latin American composers of the 20" century. He composed orchestra- and chambermusic, neglecting
the bandoneon, and, in spite of still practicing, he hardly made any public appearances in that time. He wanted to be noticed as
acomposer of importance, a fact he believed he could not achieve through playing bandoneon. The genre tango was mostly played
in brothels and cabarets and had a bad reputation, especially with Upper Class. After recieved a scholarship Piazzolla eventually set
off to Paris to study with Nadia Boulanger, who was in fact the teacher of composers like Aaron Copland and Philip Glass. He longed
to perfect his composition technique, ignoring his tango roots. “In fact was ashamed to say that | used to be a tango musician, that



som sa priznatk tangu a vystupovaniu v bordeloch a kabaretoch. Byt tango hudobnikom bolo vtedy nieco necisté. Bolo to podsvetie,”
spominal neskér. Boulangerova si v Piazzollovych skladbach vSimla vplyvy Ravela, Bartdka, Stravinského a Hindemitha, jeho hudbe
v8ak chybali individualny styl a dusa. Raz ho poziadala, aby jej zahral na klaviri a po skoncenti vykrikla: Vi idiot! Nespoznali ste, Ze
jedine toto je skutocny Piazzolla? Ostatné méZete vyhodit." InSpirovala ho tak, aby sa opat chopil bandoneénu a vratil sa k tangu.
Vase tango je nové a ide zo srdca.” V roku 1955 Piazzolla odisiel naspat do Argentiny, kde zalozil Octeto Buenos Aires v zlozeni dva
bandonebny, dvojo husli, kontrabas, klavir a elektricka gitara. Zrodilo sa tak tango nuevo. Piazzolla tradi¢né tango rozobral, aby ho
mohol nanovo poskladat zo vzrusujucich harmonif a rytmoyv, pricom sa mu podarilo vytvorit originalny hudobny jazyk bez toho, aby sa
vytratili pre tuto hudbu typické akcenty, rytmika, no najma silng, melancholické a expresivna melodika. V roku 1960 Piazzolla zaloZil
dalSiu skupinu — Quinteto Tango Nuevo — pozostavajlcu z husli, gitary, klavira, kontrabasu a bandoneénu. Spociatku boli jeho diela
prijimané so skepsou a podrobované ostrej kritike, pretoze vzal tradi¢né tango z tanecnych pédif a preniesol ho do koncertnych sient,
navyse na posluchacov klddol znacné naroky. Averzia vocijeho hudbe dospela az do takého Stadia, Ze sa s rodinou vyhybal verejnosti,
aby nemusel Celit otvorenej animozite. Napriek vSetkému aj nadalej pracoval neuveritelne tvrdo, komponoval, koncertoval a aranzoval.
Pocas Zivota napisal vySe 300 skladieb, hudbu k S0 filmom a nahral 40 albumov. Spolupracoval s vytvarnymi umelcami, spisovatelmi,
ale aj s Dance Theater slavnej Piny Bauschovej. Medzi rokmi 1976 a 1983 Zil v Taliansku, no do Argentiny sa pravidelne vracal. So svojim
druhym Kvintetom (Pablo Ziegler — klavir, Fernando Suarez Paz — husle, Horacio Malvicino — gitara, Hector Console — kontrabas) sa
napokon stal ispesnym aj vo svojej domovine. Po navrate do Buenos Aires v roku 1985 zfskal Cestné obcianstvo. Ked o rok neskér vydal
Tango Zero Hour, mal 65 rokov a tesil sa zo statusu zijucej legendy. V auguste 1990 dostal v Parizi infarkt, nasledkom ktorého nebol
viac schopny komponovat ani hravat. Zomrel o dva roky neskér v Buenos Aires. Jeho génia docenili jeho krajania naplno az relativhe
nedavno, no komplexnost Piazzollovych kompozicii spojena s emocionalnou silou ovplyvnila medzi€¢asom celé generacie hudobnikov.

rudiger LUDWIG

I played in brothels and cabarets. To be a tango musician was a dirty word in those days. It was the underworld.” Boulanger noticed
influences by Ravel, Bartok, Stravinsky and Hindemith in Piazzolla's compositions. But his music lacked an individual style, his soul.
At some point she asked him to perform a tango at the piano and after hearing this she cried out: “You idiot! Don't you notice that
this is the one and only Piazzolla? You can throw all the other stuff away.” She inspired him to pick up the bandoneon again, and
tango atthe same time: “Your tango is new, and it is from the heart." In 1955 Astor Piazzolla returned to Argentina and founded the
Octeto Buenos Aires, two bandoneons, two violins, a double bass, a cello, a piano and an electric guitar. With this ensemble the new
genre was born: Tango Nuevo. The traditional tango was totally taken apart, put onto new, exciting harmonies and rythms and all in
all became transformed into this new ,language,” without loosing the typical accents, rythms, and above all the strong melancholic
expressive line. In 1960 Piazzolla founded another group, Quinteto Tango Nuevo, existing of violin, guitar, piano, double bass and
bandoneon. Initially his works underwent a lot of criticism and scepticism, because this new tango took the tango from the original
dancing stage to the concert halls, where a lot of concentration was needed from the listeners. It even came to a point where Piazzolla
and his family could hardly go onto the streets because of open animosity. In spite of all this he worked incredibly hard, composed,
performed, arranged with great productivity: In the course of his life he wrote over 300 Tango's, music for nearly 50 films and made
around 40 recordings, cooperated with visual artists, authors and worked together with Pina Bausch's Dance Theater. Between
1976 and 1983 Piazzolla lived in Italy, returning to Argentina on a regular base. Especially the years 1978—1988 he was enormously
productive; with the second Quinteto (Pablo Ziegler — piano, Fernando Suarez Paz — violin, Horacio Malvicino — guitar and Hector
Console — double bass) he finally also become tremendously successful in his home country. He eventually moved back to Buenos
Airesin 1985, seven years before his death, where he was then proclaimed Citizen of Honour. When he finally publishes “Tango Zero
Hour",in 1986 — he is then 65 — Piazzolla has long become a living legend. In August 1990 he suffered a stroke while in Paris, as
aresult he was no longer able to compose or play. Two years later Astor Piazzolla died in Buenos Aires. Relatively late the genius of
Astor Piazzolla has been recognized in his home country. The complexity of the compositions combined with the emotional power

have impressed many new generations of musicians.
rudiger LUDWIG
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talent transport michal BUGALA gitara/g

vladislav SLNKO SARISSKY klavir, spev/piano, vocals jozef LUPF,FAK violoncelo/cello
marian SLAVKA bicie/drums DYCHOVA sekcia br: ction

f.l.].].p HITTR.ICH basgltara/b AT SpeVéCky ZbOI‘ LﬂCNICA choir
elena MATUSOVA zbormajsterka/choirmaster

anton POPOVIC dirigent/conductor

program / Talent Transport
prestavka/

ATOM HEART MOTHER (suita/ )
Nick Mason / David Gilmour / Roger Waters / Richard Wright /Ron Geesin
Father's Shout
Breast Milky
Mother Fore
Funky Dung
Mind Your Throats Please

Remergence



According to wise people from the pastis true, music offers unique possibilities to enter unconscious areas of the human
mind. The trio Talent Transport confirms the truth of this old statement. With every beat, phrase, melody they demonstrate,
that people completely committing their lives to music are still existing, and music is rewarding them in return. It is entirely
possible, that during their musical rejoicing, suffering and loves you get to know something new about yourself.

www.slnkorecords.sk



Mddri ludia v minulosti tvrdili, Ze hudba je jedna zo vzdcnych moZnosti ako prenikntt do nevedomia ¢loveka. Trio Talent
Transport dokazuje pravdivost tohto staroddvneho tvrdenia. Kazdym dderom, frdzou, melédiou dokazuju, Ze stdle existuju
ludia, ktori hudbe obetovali svoje Zivoty a ona sa im za to ndleZite odmenila. TieZ je celkom moZné, Ze pocas absorbovania

ich hudobnych osldv, ttrap a Idsok sa dozviete nieco nové o vds samotnych.
www.slnkorecords.sk

Atom Heart Mother (1970) je piatym albumom skupiny Pink Floyd, pravdepodobne najslavnejsej anglickej kapely psyche-
delického rocku a artrocku, ktort zalozila trojica Studentov architektdry Rick Wrigth, Nick Mason a Roger Waters. Napriek tomu,
ze LP Atom Heart Mother kritiku prilis nenadchla, byva oznac¢ovana aj ako vrchol prvého tvorivého obdobia Pink Floyd, v ktorom
sa kapela rozltcila s rhytm & blues (ale tiez s jednym zo svojich frontmanov Sydom Barettom, ktorého nahradil David Gilmour)
azamerala sa na multimedialne experimenty a artrock. Za tento status vdaci do velkej miery ivodnej Sestéastovej suite, ktora
zaberé cell jednu stranu albumu. Vyznamny podiel na jej findlnej podobe ma skoétsky hudobnik, skladatel Ron Geesin, s kto-
rym Roger Waters spolupracoval na soundtracku k filmu The Body. Geesin, ktorému kapela zadala Ulohu vytvorit ,nieco velké®,
najal na nahravanie, prebiehajlce za Ucasti ¢lenov Pink Floyd, dychovu sekciu, slaciky a violoncelistu, ktorych dirigoval John
Aldiss. Zvuk je obohateny aj o mnozstvo elektronickych efektov. Pri prvom vystipeni Waters ohlasil skladbu ako The Amazing
Pudding. Oficialny nazov skladbe chybal az do rozhlasového vysielania v relacii Johna Peela, kde si hudobnici pomohli titulkom
z novinového ¢lanku — o matke s kardiostimuldtorom na ,atémovy pohon”. Obal platne je vysledkom rozhodnutia ¢lenov kapely
pouzit nie€o normalne a obyc¢ajné, ¢o nema ziadnu suvislost s obsahom. Storm Thorgerson sa preto rozhodol sadnut do auta
a vyfotografovat prvé ,obycajné a normalne”, s ¢im sa stretne. Zhodou okolnosti to bola krava, ktorej meno sa stalo st¢astou
dejin popularnej hudby — volala sa Lulubella lIl.

Atom Heart Mother (1970), the 5™ album of Pink Floyd, probably the most famous English psychedelic rock and art rock
band, was composed by Rick Wright, Nick Mason and Roger Waters, three architecture students. Although critics were not too
enthusiastic about the LP Atom Heart Mother, it represents the culmination of the first period of Pink Floyd in which the group
bids farewell to rhythm & blues (and also to one of its frontmen, Syd Barett, who was replaced by David Gilmour) to focus more
on multimedia experiments and art rock. This position it attained mostly thanks to the opening suite in six movements, which
covers one complete side of the aloum. A notable contribution to its final form was made by Scottish musician and composer
Ron Geesin who cooperated with Roger Waters on the soundtrack to The Body. The band asked Geesin to create ,something
big" For the studio recording, that took place in participation of the Pink Floyd members he hired a brass section, a choir and
a cello soloist conducted by John Aldiss. The sound is enriched by various electronic effects. At the first performance Waters
announced the piece as The Amazing Pudding. Its official title the piece received before a radio performance presented by
John Peel, when the musicians picked a newspaper headline about a woman being fitted by a nuclear-powered pacemaker.
The cover of the album is a result of the decision fo the band members to use “something plain”, that shows no connection
with the music. Storm Thorgerson drove out to a rural area and photographed to first plain thing he met. Coincidentally, it was
a cow, whose name became part of the history of popular music — Lulubella lll.



Stvrtok/22.9.2016/ 18:00 hod. / design factory

hudobnici 016: godar/burlas/hatrik
musicians 016: godar/burlas/hatrik

thursday/ 22" september 2016 /6 pm/ design factory
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milan PALLA husle/violin
peter BIELY viola/viola
ivan PALOVIC viola/v

jozef LUPTAK violon¢elo/cello
ronald SEBESTA Klarinet/clarinet
nora SKUTA Kklavir/piano

jordana PALOVICOVA xavir/piano

program / Juraj Hatrik (194 1) Juraj Hatrik dokumentarny film/
Teraz len nejasne — akoby v zrkadle... (2006) rézia Juraj Lehotsky
produkcia/ Sentimentalfilm
Maly a velky — ruka v ruke — séria dvojhlasov )
pre malého a velkého violistu (2006) Martin Burlas dokumentarny film/
Vpred! — a dodaleka... rézia Marek Sulik

Zapuétanie korienka produkcia/ Sentimentalfilm

Zilky vo mne hraju ]
Vladimir Godar dokumentarny film/

rézia Martin Sulik
produkcia/ Sentimentalfilm

Pocitanie oveciek (s huslami)
Maly tanec pre vtacika (s huslami)
Pokojna voda

Bolelo a prebolelo...

Co sa stromu sniva?

Netrap sa, som s tebou

Fukanie do pupavy

Piesen sa vynara z hlbin

BACH (chvila s Bachom)

My dvaja parobci

Martin Burlas (1955)
13 (1980/rev. 1991)

Vladimir Godar (1956)
Ricercar (1977)/



rezonancia

Ked Ho dlhsie nestretnem, tak mi chyba. Pre¢o? Azda preto, Ze stretnutia s Nim nie su nikdy formalne, ,bon-ténové”. Obsahuju
vzdy podstatny existencialny rozmer — akusi permanentnu dramatickost, ktord moj priatel v sebe nosi. Témou nebolo nikdy
,pocasie” ¢i ,ceny na trhu”, ale vzdy ¢osi, ¢im som Zil aj ja, to znamend, o znepokojovalo aj mna. Preto podstatny aspekt nasho
v istom zmysle taktiez dramatického vztahu by som oznacil terminom ,rezonancia“. Vzajomnu rezonanciu umocrovala zrejme
dramaticka rezonancia s dobou, v akej sme sa stretli. Bola to doba, v ktorej sme sa vzapati ocitli ,na ulici” a tu sme stretavali
znamych, ktori zrazu ,nepoznali®, ¢i ,priatelov”’, ktori prechadzali na druhu stranu, aby sa nemuseli zastavit. Juraj neskor z tej
ulice vstupil do HIS-u a tam sme Ho — postihnuti podobnym osudom — tu a tam navstevovali. Kym isty sidruh viceminister vraj
kultdry neurobil ,poriadok”: ,Nech st radi, Ze nevisia!” Chvéla Bohu neviem ako visenie, ale viem, Ze spolo¢né ,nevisenie” zblizuje
natrvalo. To ,spolo¢né nevisenie” pravda suvisi s ¢imsi, ¢o uréuje nielen nas vztah k Zivotu, ale aj k umeniu a kultdre. Myslim na
zodpovednost. Myslim na zodpovednost voc¢i duchovnej tradicii, zasifrovanej vo velkom umeni. Imponuje mi to, s akym nasa-
denim Juraj Hatrik vzdoruje dneSnému ,brain-washingu” zalozenému na ideologii hlasajucej ,koniec velkych diskurzov”. Ako
skladatelovi je mi blizke to, Ze sa Jeho tvorba nestala ani produkciou vypogitanou na ,uspech” — Juraj vie, Ze dnesny ,Uspech”
znamena ,Uspech na trhu” a nie vo sfére Ducha — ani nezavaznou ,hrou sklenenych peral”. Jeho zavideniahodna kompozi¢na
suverenita nie je vyrazom Kunderovej ,neuveritelnej lahkosti bytia“. Naopak — je iba jednym z plodov Jeho celoZivotnej autentickej
angazovanosti vo sfére kultury. S Jurajom zdielame presvedcenie, Ze fundamentom duchovnej kultiry je vychova. Rozdiel je
,iba” v tom, Ze On to presvedcenie premenil na prax a zo skusenosti dospel k originalnej reflexii, kym ja som sa uz do tej praxe
nevratil. Vysledkom je tu mnohoaspektové komplexné Dielo, ktoré u nas nemé obdobu a ktoré vo mne vyvolava Uctu.

roman BERGER / www.hatrik.sk

resonance

When | haven't met Him for some length of time, | miss him. Why? Probably because meetings with Him are never formalities,
“for good form”. They always contain a basic existential dimension — a kind of permanent drama which my friend carries within
him. The subject of conversation is never “the weather” or “market prices” but always something that | too have lived, which
means something that has left me too disquieted. And so there's a fundamental aspect of our relationship, which likewise is
in a certain sense dramatic, that | would designate by the term “resonance”. Evidently, our mutual resonance is magnified by
a dramatic resonance with the time when we first met. It was a time when we suddenly found ourselves “on the street”, and
out there we would meet acquaintances who suddenly “didn't know us”, or “friends” who went over to the other side so as not
to have to stop. Later Juraj went from the street to HIS, and there we who were stricken by a similar fate used to visit him now
and then. Till a certain Comrade Deputy Minister MIC “sorted things out”, allegedly: “Let them be glad they're not swinging
on arope!” Thanks be to God, | don't know what hanging's like, but | do know that the shared “non-hanging” leaves permanent
wounds. That “shared non-hanging” is actually connnected with something that determines our relationship not only to life
but also to art and culture. | mean responsibility. What | have in mind is responsibility towards the spiritual tradition encoded
in great art. | am impressed with the determination with which Juraj Hatrik defies the contemporary “brain-washing” based
on an ideology that proclaims “the end of the great discourses”. As a composer, | value the fact that His work has not become
a product calculated for “success” (Juraj knows that today’s “success” means “success on the market” and notin the sphere of
the Spirit), norisitan irresponsible “glass bead game”. His enviable compositional mastery is not an expression of Kundera's
“unbearable lightness of Being”. Quite the contrary —itis only one of the fruits of His lifelong engagement in the sphere of culture.
Juraj and | share the conviction that the foundation of spiritual culture is upbringing. What is different is “merely” that he has
transformed that conviction into practice and from experience has proceeded to original reflection, while | have not returned to
that practice. The resultis a complex many-faceted oeuvre, which has no equivalentin Slovakia and which evokes my respect.

roman BERGER / www.hatrik.sk



na zaciatku

Ako piSe Miroslav Valek v jednej zo svojich najkrajsich basni: ,Moja pamdt zrkadlo, na ktoré mi dychli,” ani ja si nepamatam
na prvé stretnutie s Vladom Godarom, ale muselo to byt na jednom z koncertov, na ktorych sme sa vtedy vidavali. Dozvedel
sa, ze chcem Studovat skladbu, ale kedZe som chodil na gymnézium, podla vtedajsich noriem vzhladom na relativne vyssivek
som mal kontrahovat prvy roénik uc¢iva na konzervatoériu. O tom sme sa bavili, ale ovela viac o Mahavishnu Orchestra a o tom,
ako sa Jan Hammer a Gabo Jon&s uchytili v emigracii v USA. Gabo sa neskor vratil a na jeho prvom koncerte v Bratislave sme
s Vladom sedeli spolu prorokujic, ako sa asi bude darit muzikantovi, ktory sa vratil kratko po tom, ¢o sa rozhodol zostat vonku.

Na skolskom koncerte, kde hrali Vladov Trigram pre klavir, mal Vlado noty so sebou. Uz vtedy som sa asi kryStalizoval pri mojej
lenivosti ako &lovek, ktory vsadza skor na efekt znejlcej hudby ako na perfektne zapisant a dokonall partitiru — ¢o sa mi aj
neskor vypomstilo. Ked som vzal do ruky noty Trigramu a po prelistovani som si povzdychol nie¢o ako ,ftha, to je ale zdvazny
zdpis!”, rozosmial sa Vlado smiechom Sialeného profesora, ktorému prave asistenti oznamili, Ze k oZiveniu Frankensteina
chybaju uz len posledné dva stehy a odstrihnutie nite. Vtedy — pokial si pamatam — mal uz kompletne precitané grécke myty
a baje, Kafku a Dostojevského, a zrejme aj nieco, ¢o neviem vymenovat, lebo to nepoznam...

Ked kratko na to vSeobecne cteny pan riaditel Novacek po prijimacich skiskach rozhodol, Ze na kontrakciu prvého roénika
na konzervatériu nemam nadanie a sily, pokradoval som na gymnaziu a na jednom z dal$ich stretnutf sa ma Vlado spytal: ,Co
budes teraz robit?" Ako spravny mlady a nekonformny ctitel dadaistov a surrealistov som bez zavahania odpovedal: ,Vyseriem
sa na to.” Tym sme tuto epizédu ukondili a dalej sme sa stretéavali a bavili o hudbe. Neskor sme sa stali spoluziakmi odboru
hudobna kompozicia na Vysokej Skole muzickych umeni v Bratislave, €o je sice podobny, ale predsa uz len iny pribeh.

at the beginning

As Miroslav Valek divulged in one of his most gorgeous poems: “My memory is a misted mirror” — neither do | remember
my first encounter with Vlado Godar, but it must have been at one of those concerts which we both visited at that time. He
found out that | wanted to study composition, but, being a slightly older grammar school student, according to the then usual
standards | had to skip the first grade curriculum at the conservatory. We chatted aboutit, but much more about Mahavishnu
Orchestra and about how Jan Hammer and Gabo Jonas were doing in emigration in the U.S.A. Gabo later returned back and
at his first Bratislava concert | was sitting next to Vlado and we tried to predict the fate and success of the musician who re-
turned shortly after he had emigrated.

At the school concert where Vlado's Trigram was played, Vlado was sitting with the score on his knees. Maybe it was due
to my laziness that | had been evolving as a person who preferred the effect of sounding music to the flawlessly written and
impeccable score — for which | bitterly paid later. | took the score of Trigram, and after leafing through it for a while | just groaned
something like "Oh, what a weighty notation!” Vlado started to guffaw like a mad professor who had been justinformed by his
assistants that there were only two stitches remaining and a cut of a thread and Frankenstein could be brought to life. At that
moment — if | remember it accurately — he had already devoured the complete set of Greek myths, Kafka and Dostoyevsky
writings, and surely something | cannot name as | do not know it atall...

When sometimes later, after the entrance exams, the generally esteemed director Mr. Novacek decided | did not have enough
giftand power for skipping the first grade and for conservatory studies, | continued attending the grammar school. Vlado asked me
nexttime we met: “What are you going to do now?" Being a fine young and nonconformist lover of dadaists and surrealists | did
not hesitate to answer: “Well, f***it." Thus we closed the episode and we carried on meeting and chatting about music. Later we
became colleagues at the Academy of Performing Arts in Bratislava studying music composition, whatis a similar yet different story.



In the course of time Vlado never demonstrated any feeling of superiority over me. | never spotted a single indication of some
smug conduct, although he surely could have had quite a few reasons for it — at least the fact that, skipping the conservatory,
| lacked the practical music education of the level he mastered and | had to gain on many issues simultaneously with my gram-
mar school studies. | remember him telling me once: At least you haven't been exposed to that monotonous and oppressing
atmosphere.” Even if it wasn't the truth, after years | can say it helped me at the right moment.

I am only sorry that Miroslav Valek's beautiful poetry was printed on the same paper as the fabrications of Dr. Zdenko Novéac&ek.
Life can be so unjust.

martin BURLAS

bygone times...

I met Martin Burlas while | was studying at the conservatory. Martin was attending the high school and he privately studied
the piano play with my teacher Méaria Masarikova. She was an unbelievable lady: in the course of one lesson, which usually
lasted for three hours, she was able to smoke two packets of cigarettes. Yet | never met a pianist whose skillfulness in sight-
reading would be comparable to Mrs. Masarikové's play.

Thatwas the time of arising “normalization” era, when we were stigmatized by the fates of our parents and by the provisional-
ity of the 1968 freedom. Sometime later we became colleagues at the Academy of Performing Arts and here — willy-nilly —we
formed a generation. Although artis an exceptionally individual demonstration, it enters life — to a certain extentinevitably — in
generations. When Viktor Shklovsky was recalling the beginnings of the Russian formalist school and his friends Tynyanov
and Eichenbaum, he wrote: “In their errors were my errors, their successes were mine, too." Shklovsky's “generational” idea
should be slightly supplemented: A complementary sentence is truthful, too — “In my errors were their errors, my successes




were theirs, too.” And itis also true (not so self-evidently), that there exists a complementarity within a generation. When one
of us was very gifted for something, the specified space was considered as occupied by the rest of us and we searched our
own space elsewhere.

Our ideas resulted from our attitudes, our attitudes resulted from a common agreement as well as common disapproval. It
works within a generation, although in the course of time somebody may have changed his/her opinions or attitudes. Gene-
rational friendship is accompanied by a respect toward the others and friendship means also that it is not necessary to talk
about things which are taken for granted.

Once | characterized our complementarity by a remark that while Martin was living in reality much more than I was, | preferred
to construct the world of utopias. Reality was too painful, the construction of utopias was very difficult. Octavio Paz wrote
that Critique and Utopia are the basic symbols of European Renaissance. Paz also noticed that they are twins — both Critique
and Utopia wish to deny the status quo. What a paradox — normalization was becoming our Renaissance! Only gradually do
we start to realize how our Slovak post-communism resembles our Renaissance normalization. Therefore we are not utterly

useless, although our dailiness persuades us about it with enormous urgency. We know today that the destiny of a European
is to spend his life in Renaissance.

vladimir GODAR
translation katarfna GODAROVA

Texts by M. Burlas and V. Godar are taken from the CD Martin Burlas — Vladimir Godar Piano Works (M. Klatik, Pavian records, 2014).




piatok/23.9.2016/ 19:00 hod./ koncertna sien klarisky
inventio

friday /23" september 2016 /7 pm /klarisky concert hall




marco AMBROSINI nyckelharfa/nyckelharpa
jean-louis MATINIER akordeon/accordion

program / Jean-Louis Matinier J.-L. Matinier
Wiosna Oksu
J.-L. Matinier/M. Ambrosini J.-L. Matinier
Tasteggiata Hommage
Marco Ambrosini J.-L. Matinier
Basse Dance Konchanie moje
J.-L. Matinier J.-L. Matinier
Szybko Balinese
Johann Sebastian Bach (1685—1750) M. Ambrosini
Presto zo Sonaty g mol BWV 1001 Tasteggiata 2

André Astier (1923—1994)
J.S.Bach Sicilienne
Invenciadmol ¢. 4 BWV 775

J.-L. Matinier
Taiga

Giovanni Battista Pergolesi (1710—1736)
Qui est homo

Heinrich Ignaz Franz Biber (1644—1704)
Preludium z RuZencovej sonaty €. 1



“Inventio” is a collection of musical gems, composed and arranged by the duo of Jean-Louis Matinier & Marco Ambrosini.
The programme is inspired upon the baroque sonatas of H. F. Biber and J. S. Bach, but also upon the passionate melodies of
G. B. Pergolesi and meditative Norwegian sounds, resulting in an explosion of rhythmic patterns. Marked by research and in-
novation, or perhaps improvisation, the project developed by these two virtuoso performers is revealed through a wide variety
of musical styles, ranging from early music to contemporary music, displaying a magical and meditative intimacy sprinkled
with highly rhythmic passages of powerful sound. A journey thatis as visual and unprecedented as the instrumental marriage
between the accordion (of which the French musician Matinier is one of the most innovative and virtuoso players) and the
nyckelharpa, a traditional Swedish instrument (of which Ambrosiniis a pioneer in continental Europe).

www.ecmrecords.com
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‘I remember the first time on stage with Jean-Louis: my firstimpression was to feel a strong musical telepathy between us.
And itwas true. After so many years, we enjoy every time we have the chance to play together. We love to improvise, to surprise
and to be surprised, to create on every concert a complete new musical context, a new sound, a new feeling. We love to know

how to start the concert but to not know how to end our performance: every concert is different and exciting — | think, music
should be exactly so: a mixture of communication, feeling, pleasure, freedom and joy: INVENTIO!"

marco AMBROSINI




sobota/24.9.2016/15:30 hod./ design factory

uspavanky /detsky koncert
lullabies /children's concert

saturday/ 24" september 2016/ 3:30 pm/ design factory




jozef LUPTAK violoncel
boris LENKO akordedn, bandoneén/accordion, bandoneon
Stefan BUGALA vibrafén/vibrapl

marcel COMENDANT cimbal/dulcimer
branislav DUGOVIC «larinet, basklarinet/clar

program / Uspavanka
Mikulas Schneider Trnavsky/arr. Stefan Bugala

Maruta
moldavska/arr. Marcel Comendant

Cierne o&i
slovenska/arr. Stefan Bugala

Doina
moldavska/arr. Marcel Comendant

Ovecka
Ivan Valenta/arr. Jozef Luptak -

Zahrajte mi tichucko
slovenska/arr. Stefan Bugala ¥

Eja, lulumi, lulu 1/2
rusinska./arr. Boris Lenko N

Pastier, ¢o stado miluje .
slovenska/arr. Jozef Lupték

Zaspal Pave
chorvatska z Istrie/arr. Boris Lenko &

Dobru noc, ma mila
slovenska/arr. Branislav Dugovi¢ CD Uspdvanky (2015) je Uspesnym projektom
z dielne Konvergencii. Na jeho nahréavanie Jozef Luptak
Nani nani pozval priateloy, skvelych hudobnikoy, ktorf st z&roveri
moldavska/arr. Marcel Comendant otcovia mensich ¢ivacsich detf
www.facebook.com/cduspavanky
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Let me tell you what my little sister thought when she had a tummyache or headache, when her feet were hurt-
ing, when something somewhere suddenly started to itch, pinch, press, in short whenever anything unusual was
happening in her body. My sister thought she had mice living inside her. Every so often the mice needed to clean
their dwelling, and like ourselves they needed to repair whatever wasn't working, or shift things to a different place;
sometimes they'd use a hammer or a broom, sometimes a wet towel or some bristly thing on a stick to sweep
cobwebs (what we call a shaker). When they nail something down, it pinches. When they run to and fro with the
broom, it scratches. When they boil cocoa, something inside us bubbles. When they sweep cobwebs, it tickles,
and when they splash out a bucket of water, we sweat or our tears flow.

In the evening, before they sleep, the mice need to air the room. Then we yawn, we open the mouth wide, we
draw fresh air into our lungs. When it's aired sufficiently inside, our eyes begin closing —the dark, after all, is best
for sleeping. And then even stranger things begin happening. The mice crawl into their little dens and begin talking
quietly in that darkness. About what happened to them during the day, what they liked and what they didn't; they
speak about beautiful things and about their fears. Sometimes there are so many of those incidents, thoughts
and experiences that the mice begin shouting all together, everything gets confused and mixed up, and out of all
this we have strange dreams. There are days though, when calmness before bedtime does not come and then
the music comes to help, a quiet gentle lullaby. When the mice settle down they tidy up their thoughts and sort
them out, forgetting what they don't need and keeping safe what might bring them some good. And so we wake
up in the morning with our heads clean and tidy and refreshed.

If you don't believe in the mice, ask my sister. She's called Miska... with an ‘i, not a 'y’, not Myska, which would

be Slovak for “little mouse”. And if you don't believe in the power of music, listen to the lullabies.
monika KOMPANIKOVA
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Pocuvaijte, Co si myslela moja mal4 sestricka, ked ju bolelo brugko alebo hlava, ked ju boleli nohy, ked ju zrazu
zacCalo niekde nieCo svrbiet, pichat, tlaCit, skratka, ked sa v jej tele dialo nieCo neobvyklé. Moja sestra si myslela,
Ze v nej prebyvaju mysky. Mysky obc¢as potrebuju svoj pribytok poupratovat, potrebuju tak ako my opravit to, ¢o
nefunguje, poprenasat vecina iné miesto, ob¢as pouziju kladivko alebo metlu, ob&as mokru utierku alebo taku tu
chlpatl vec na palicke, s ktorou sa vymetaji pavuciny (my ju voldme chvejacka). Ked pritlkaju, pichd to. Ked behaju
s metlou sem a tam, Skrabe to. Ked si varia kakao, tak v nas ¢osi buble. Ked vymetaju pavuciny, tak to Stekli a ked
vySplechnu vedro vody, spotime sa alebo ndm tecu slzy.

Vecer, predtym ako idu spat, potrebuju si mysi vyvetrat izbicku. Vtedy sa ndm ziva, otvdrame dokoran Usta, vhana-
me do pluc Cerstvy vzduch. Ked je vo vnutri vyvetrané, zacnu sa ndm zatvarat o¢i — najlepSie sa predsa spi potme.
A potom sa zacnu diat eSte CudesnejSie veci. Mysky zalezu do pelieSkov a za¢nu sa v tej tme potichu zhovarat.
O tom, €o zazili cez den, o sa im pacilo a €o nie, rozpravaju o krdsnych veciach aj o svojich strachoch. Niekedy je
tych zézitkov, skisenostf a myslienok tolko, ze sa zacnu mysi prekrikovat, vdetko sa im popletie a pomieSa a my
potom z toho mame zvl&Stne sny. Su dni, kedy pokoj pred spanim neprichddza a vtedy pomdze hudba, ticha nezna
uspavanka. Ked sa mys&i upokoja, myslienky si poupratuju, pretriedia, to, ¢o nepotrebuju zabudnu a to, o by saim
mohlo zist, si dobre uchovaju. A my sa rdno zobudime s Cistou upratanou a oddychnutou hlavou.

Ak neverite na mysi, spytajte sa mojej sestry. Vol sa Miska... MiSka s makkym i. A ak neverite v silu hudby,
pocuvajte uspavanky.

monika KOMPANIKOVA



sobota/24.9.2016/19:00 hod./moyzesova sien

les années folles

saturday/ 24" september 2016 /7 pm/moyzes hall

foto © karinvan der MEUL
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daniel ROWLAND husle/violin
nataga KUDRITSKAYA klavir/pi

program / Claude Debussy (1862—1918)
Sonata pre husle a klavir (1916/1917)

1. Allegro vivo
II. Intermede: Fantasque etléger
III. Finale: Tres animé

Claude Debussy/arr. Jascha Heifetz (1901—1987)
Beau Soir

Georges Enescu (1881—1955)
Impressions d'enfance, Op. 28 (1940)

—

. Menetrier

II. Vieux mendiant
1L
IV. L'oiseau au cage et le coucou au mur

=

Ruisselet au fond du jardin

V. Chanson pour bercer
VI
VIL. Lune atravers les vitres

—

Grillon

VIII. Vent dans la cheminee
IX. Tempete au dehors, dans la nuit
X. Lever de soleil

Astor Piazzolla (1921—1992)
Milongain Re

Maurice Ravel (1875—1937)
Piece en forme de Habanera

Maurice Ravel
Sonata pre husle a klavir (1923—1927)

1. Allegretto
II. Blues: Moderato
III. Perpetuum mobile: Moderato

George Gershwin (1898—1937)/arr. Jascha Heifetz
It Ain't Necessarily So
Bess, You Are My Woman Now

George Antheil (1900—1959)
Sonata pre husle a klavir €. 2 (1923)



les années folles

Priprava programu z diel spatych s malebnym, vizionarskym i drzym Parfzom ¢ias, ktoré vosli do histérie ako Les années
folles, predstavovala ¢iru radost. Poulenc skomponoval svoju fascinujicu sonatu po smrti Lorcu, ktory zahynul pod hlaviiami
Francovej popravcej Caty. Ide o dielo pIné drsnej vasne a sucasne bezhranicnej nehy. Prva Cast, Uzkostna i romantick4 zaro-
ven, zacina vystrelom a vystrelom sa symbolicky aj koné&i. Po nej prichadza hudba, ktora evokuje Lorcovu poéziu ,La guitarre
fait pleurer les songes..." a patri medzi Poulencove najosobnejsie a najdojemnejsie vyznania. Zavere¢né ,Allegro barbaro” je
vybuchom — frenetickym, Uzkostnym a Ustiacim do vykriku zUfalstva. Zda sa, ze Lorcu opustame na vecnosti a skladba skoncf
v posmutnelej nehe, no napokon prichadza este posledny zachvev Gzkosti. Dielo je dedikované Ginette Nevueovej, ktora zahy-
nula prileteckom nestasti nad Azorskymi ostrovmi kratko po premiére tejto skladby. Ravelova o¢arujica Habanera s atmosférou
lenivého popoludnia v andaltzskej palave i Debussyho Uchvatny Beau Soir su zastaveniami na ceste k poslednému dielu tohto
skladatela, vynimoc¢nej Huslovej sondte. Nepoznam Ziadnu int podobnu skladbu. Debussy v nej sprevadza posluchada sve-
tom krehkej nehy, ocarujucej krasy, senzuality a brilantnosti. Obsahuje vSak tiez okamihy hlbokej temnoty, ale tiez humor — so
skladatelom vstupujeme do jazzového klubu, ocitame sa akoby mimo reality, aby sme sa vzgpati objavili v cirkusovej manézi...
V rdmci necelych Strnastich minut hudby dokazal Debussy vytvorit nespocetné mnoZstvo obrazov, farieb a nalad, no podma-
nivy a oc¢arujuci narativ troch ¢asti sonaty tvori si¢asne genialnu jednotu. Ravelova sonata akoby sa naproti tomu skladala
z troch rozli¢nych ¢asti. Prvéd mi evokuje scenérie a vnemy provensalskeho vidieka, druha (Blues) je tnosom do jazzového
baru kdesi v New Orleanse, finalne perpetuum mobile je smrstou nepokojného vzrusenia. Traduje sa historka, Ze ked Astor
Piazzolla priSiel do Pariza Studovat k legendarnej Nadi Boulangerovej, po predlozeni niekolkych pokusov o ,vaznejsie skladby”
ho poZziadala, aby jej zahral niektoré zo svojich tang. Po dozneni hudby Gdajne vykrikla: ,Vy idiot, toto je skutocny Piazzolla!"

les années folles

What a pleasure it has been compiling this program of works rooted in Paris during that most colourful, imaginative, daring
period known as “Les années folles”. Poulenc wrote his astonishing sonata after the death of Lorca at the hands of Franco's
firing squad. Itis a work suffused with both raw passion and the utmost tenderness. The piece begins with a gunshot, and the
first movement is both anxious and romantic, only to end with another shot. The second movement, one of Poulenc's most
personal and touching creations evokes Lorca's poetry: “La guitarre fait pleurer les songes...", music as in a dream. Then the
finale bursts upon us, "Allegro barbaro”, frenetic, and anxious, and with close to the end a cry of despair. Then Lorca seems to
be in another world already, and the works end sadly, tenderly, and a sudden last burst of anxious energy ends this inspired
work. The piece was dedicated to Ginette Nevue, who died in a plane crash over the Azores shortly after premiering it. Ravel's
beguiling Habanera, alazy afternoon in the Andalusian heat, and Debussy's ravishing Beau Soir lead us to Debussy's last work,
his absolutely unique Violin Sonata. For me this piece is truly a one of a kind: no other piece | can think of is quite so quicksilvery,
Debussy taking us through moments of sublime tenderness, sweetness, sensuality and brilliance. There are fleeting moments
of real darkness, humour, we seem enter a jazz club, find ourselves in otherworldly dream sequences, in the circus. In these
mere 14 minutes Debussy paints endless images, colors and moods — 3 movements that in this genius way become one
bewitching narrative. Ravel's brilliant sonata on the other hand seems almost like three quite distinct pieces: the dreamy first
movement for me evokes the scents and senses of the Provencale countryside. The second, Blues, whisks us to a New Orleans
jazzbar, and the last a whirlwind Perpetuum mobile, building up a tremendously exiting momentum and ending in a flurry of
red blooded energy. Astor Piazzolla came to Paris to study with the great Nadia Boulanger, who after he had tried to write more
“serious” music, asked him to play one of his tangos and then famously exclaimed: “You idiot, .... THAT is Piazzolla!" | find his
Milonga en ré one of his darkest, most haunting pieces, a melody both tender and black expanding over an almost Bach-like



piano part. George Gershwin loved his time in Paris in the 1920's and dived into these “Années folles” with relish. | like the story
of him coming to Ravel for lessons, and the master, upon learning what Gershwin made from his compositions exclaiming:
"Butthen itis me who should study with you! " The entire Porgy and Bess Suite, brilliantly transcribes by Heifetz is captivatingly
sensual and imaginative, and this excerpt It ain't necessarily so is delightfully tongue in cheek. The other George on this disc,
Antheil is really a one of a kind figure. He was in his younger years a real enfant terrible, who was known to bring a revolver on
stage with him, in case matters got too much out of hand! This second, by far the most concise of his 4 sonatas is a piece |'ve
adored since my childhood, when my father introduced me to it. The constant mood changes, graphically indicated (Church
organ like, giggling, up to the minute, sour, snappy) culminate in an outrageous piano cadenza, and then the “coup de theatre™:
a coda of a simple, plaintive violin line over soft bongo rhythms, making this one of the most crazily original pieces | know!

daniel ROWLAND




sobota/24.9.2016/20:45 hod./moyzesova sien

Sostakovi€ 110/moc a samota
shostakovich 110/power and solitude

saturday/ 24" september 2016/ 8:45 pm/moyzes hall

program / Jevgenij Irsai (1951)
Slovensky zo8§it (2015) premiéra/
na basne Ivana Kraska

Interludium L.

1. Chladny dazdik

2. Hej, v tej mojej mladej hrudi
Interludium IL.

3. Keby, keby...

4. Balada

5. Srdce moje

Interludium III.
6. Iba pripominat
7. Nepozriem viac v tvoje o€i

Interludium IV.
8. Bola jedna mlada pani
9. Jednu len jedina
10. Modlitba

Dmitrij Sostakovié (1906—1975)

Dve skladby pre slacikové kvarteto (1931)/
1. Elégia/
II. Polka

Antiformalisti¢eskij rajok /



peter MIKULAS pas/bass milan PATLA husle/violin

jevgenij IRSAI Kavir/piano marian SVETLIK husle/violin
spevacky zbor ECHO choir peter BIELY viola/viola
ondrej SARAY zbormajster/choirmaster jozef LUPTAK violoncelo/cello
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o Sostakovicovi a jeho dobe

Vlyrastal som v rodine profesionalnych hudobnikov a hudba ma sprevéadzala od Utleho detstva. Moji rodicia boli velmi pohostin-
nif, vzdy u nas bolo vela réznych ludi. Diskutovali o vSetkom. Nielen o hudbe, ale aj o literature, fyzike, matematike a samozrejme
o vesmire. Meno Dmitrij Sostakovi& som preto poznal odmalicka. Rozpréavalo sa o tiom mnozstvo véelijakych prihod a legiend.
Bol som fascinovany, e Sostakovié dokéazal uz ako 16-roény chlapec skomponovat symféniu, ktort nésledne premiéroval
v zahrani¢i Bruno Walter, a potom ju zahrali Otto Klemperer, Leopold Stokowski a Arturo Toscanini.

S hudbou Sostakovi&a som sa blizsie zoznamil, ked som zagal chodit do $pecialnej hudobnej $koly. Hréval som jeho detské
skladby, uz si nepamatam presne ktoré. Ked som bol tretiak, mal som obrovsky z&Zitok suvisiaci prave s jeho hudbou. Zacal
som hravat s ansamblom huslistov, ktory zorganizovala pedagogicka nasej Skoly Tatiana Isakovna Zacharijna, ktora pre nase
zoskupenie upravila Sostakovidovu pieseti. Volala sa Usvit stiipa (3apsa BcTaéT). S touto skladbiékou, uZ neviem ako sa to stalo,
vybrali nds ansémbel na otvaraci koncert XXII. zjazdu komunistickej strany. Hrali sme v Kremli vo Dvorci (Palaci zjazdov). Bol
vtedy Cerstvo dostavany. Dobre si pamatam, ako na skuske rezisér koncertu pokrikoval, Ze musime hrat rychlejSie. Mne sa to
voébec nepozdavalo, pretoze potom by téa hudba nemala silu. A ked sa koncert zac¢al a my sme koneéne vysli na pédium, udal
som tempo, ktoré som povazoval za vhodné. Séla bola preplnena a nam samozrejme tlieskali o dusu. Bol to fantasticky zazi-
tok pre decka, ktoré mali len 9 &i 10 rokov. Ale to najneuveritelnejsie prislo potom, ked nas Tatiana Isakovna prisla pochvalit.
Povedala, Ze Sostakovi&, ktory vraj bol v sale, pochvalil n43 ansdmbel a rytmus klaviristu.

V Petrohrade (v tom &ase Leningrade) mali ludia Sostakovi¢a velmi radi. Kazd4 premiéra jeho nového diela zaplnila sély. Ked
som nhastupil na Konzervatérium, zoznamil som sa so Studentmi, ktorf vyStudovali kompoziciu v hudobnom ucilisti. Niektorf z nich
u Galiny Ustvolskej, ktora bola Sostakoviovou Ziagkou. S prekvapenfm som sa od nich dozvedel, 2e Ustvolské Sostakovi&a ani jeho

the age of shostakovich

I grew up in a family of professional musicians and music accompanied me from my childhood. My parents were very hos-
pitable, there were always many people of different kinds in our home. They discussed everything — not only music but also
literature, physics, mathematics, and of course the universe. | was therefore familiar with the name of Dmitri Shostakovich
from when | was a little child. A great many stories and legends were told involving him. It fascinated me that Shostakovich as
a 16-year-old boy managed to compose a symphony, which was subsequently premiered abroad by Bruno Walter and was
afterwards played by Otto Klemperer, Leopold Stokowski and Arturo Toscanini.

I became more closely acquainted with Shostakovich when | began to attend a special music school. | played his pieces for
children — now | don't remember which exactly. When | was in third class, | had a tremendous experience connected with his
music. | began to play with a violinists' ensemble, organised by a teacher in our school, Tatijana Isakovna Zacharijna, who ar-
ranged a song by Shostakovich for our grouping. The song was called The Dawn Is Rising (3apsa Bcta€T). With this little piece,
I don't know how it happened, but we were chosen for the opening concert at the 22" Congress of the Communist Party. We
played atthe Kremlin in the Palace of Congresses. It was freshly renovated. | can well remember how the director of the entire
concertyelled at us during rehearsal, that we must play faster. | didn't see any sense in that, because then that music would
have no power. And when the concert began and we finally went on stage, | gave the tempo that | regarded as appropriate.
The hall was packed and of course they heartily applauded us. It was a fantastic experience for a child of nine or ten. But the
mostincredible thing was afterwards, when Tatijana Isakovna came to praise us. She said that Shostakovich, whom she said
was there in the hall, praised our ensemble and the pianist's rhythm.

In St. Peterburg (then Leningrad) they liked Shostakovich very much. Every premiere of a new work of his attracted full halls.
When | entered the Conservatory, | became acquainted with students who were studying composition in the musical college.



hudbu nema rada. Vtedy to bol vistom zmysle pre mna Sok. Potom na Zapade, ako sa vtedy hovorilo, vySla velmi kontroverzna kniha
Solomona Volkova Svedectvo: Pamdti Dmitrija Sostakoviéa. Dnes méme vela materidlov a dokumentov o tej dobe, aj o Sostako-
vi¢ovi. K dispozicii su listy medzi Ustvolskou a moskovskym skladatelom Viktorom Suslinom (1942—2012). Ustvolska sa v liste
Suslinovi stazuje, Ze hudba Sostakovia pésobi na Hu depresivne, utlada ju a Ze ho nema rada ani ako &loveka. Suslin jej odpovedé
rozsiahlou analyzou Sostakovigovej tvorby a charakterizuje ho ako priemerného, no velmizruéného a plodného skladatela. vV den-
nikoch Edisona Denisova, ktoré vysli v knihe Nezndmy Denisov (Moskva, 1997) najdeme nasledovné poznéamky: ,Vsetka hudba
Prokofieva a Sostakovida je antivokdina. Je $karedd a intonadne neprirodzend." Dalej dodava: , Prokofiev a Sostakovié hudbe velmi
uskodilimechanickym myslenim. Ich vplyv odpudzuje interpretov a publikum od skutocnej hudby.” Ale nielen skladatelia (teraz uz
byvalého ZSSR) neprijimali Sostakovi¢ovu hudbu. Arturo Toscanini, jeden z prvych dirigentov 1. symfénie, sa po koncerte na ktorom
uviedol ,Leningradskud” vyjadril: ,Musel som sa spytat sdm seba, naozaj som to dirigoval? Strdvil som dva tyZdne, aby som sa toto
dielo naucil? NemoZné, musel som byt hlupdk. Skutocne som nastudoval taky nezmysel?* Nehovoriac o Pierrovi Boulezovi a inych.

Len méloktory skladatel v Sovietskom zvaze nepodlahol Sostakovidovmu vplyvu. V prvych huslovych koncertoch Alfreda
Schnittkeho ho napriklad citit Gplne zretelne. Schnittke sa ale k Sostakovidovi sdm otvorene hlésil a mal k nemu velkd tctu.
No ani tvrdy kritik Suslin mu neusiel. Napriek velkému talentu a originalite pocut v celom rade skladieb, aj tych neskorsich,
Sostakovitovské intondcie. V tej dobe existovalo mnoho Sostakovidovych epigénov. Aj v tvorbe niektorych velkych skladate-
lov, medzi ktorych patril napriklad Moisey Weinberg, hudbu ktorého si Sostakovi& osobne vysoko cenil, bolo citit spoésob jeho
hudobného myslenia. Napriek averzii Galiny Ustvolskej, Sostakovic tito skladatelku obdivoval a jej hudbu obhajoval a vychva-
loval na véetkych férach. Aby &lovek lepsie pochopil Sostakovita a precitil, &o véetko prezival, treba &itat jeho listy Glikmanovi
a Sollertinskému. Z nich moZno vycitit, ako Sostakovié trpel, ako tazko preZival svoju bezmocnost. Z listu Iz&kovi Glikmanovi:

Some of them were studying with Galina Ustvolskaya, who was Shostakovich's pupil. With surprise | learned from them that
Ustvolskaya didn't like either Shostakovich or his music. At the time, in a certain sense that was a shock to me. Later, Solomon
Volkov's very controversial book, Testimony: The Memoirs of Dmitri Shostakovich, was published in the West (as one called it
then). Today we have many materials and documents about that time and about Shostakovich. We also have at our disposal
letters between Ustvolskaya and Moscow composer Viktor Suslin (1942—2012). Ustvolskaya complains in a letter to Suslin
that Shostakovich's music has a depressing and oppressive effect on her and that she does not like him either as a person. She
repeated that many times in a variety of interviews. Suslin replied to Ustvolskaya with an extensive analysis of Shostakovich's
work and characterises him as a very average but very skilful and prolific composer.

In Edison Denisov's diaries (The Unknown Denisov. From His Notebooks. Moscow, 1997) we find the following remarks: “All
of the music by Prokofiev and Shostakovich is anti-vocal. It's ugly and tonally unnatural.” He adds: “Prokofiev and Shostakovich
did great damage to music by their mechanical thinking. Their influence repels musicians and the public from real music.”
But it was not only the composers of what is now the former Soviet Union who did not accept Shostakovich's music. Arturo
Toscanini, who was one of the first conductors of his 15 symphony, said after a concert where he presented his Symphony
No. 7. "I asked myself, did | conduct that? Did | spend two weeks memorising that symphony? Impossible. | was stupid! Did
I really learn and conduct such junk?” Not to speak of Pierre Boulez and others.

It's interesting that few composers in the Soviet Union came under Shostakovich's influence. For example, in the first violin
concertos from Alfred Schnittke one can feel Shostakovich's influence absolutely clearly. Schnittke, however, himself openly
declared his affinity with Shostakovich and had great respect for him. Even that harsh critic Suslin was not far removed. Despite
his greattalent and originality he was unable entirely to avoid the influence of Shostakovich, and so in an entire range of works,
even later ones, we hear Shostakovich's intonation. During that period the epigones of his work were quite numerous. Evenin



solitudo

O, boZe ubohych a poniZenych,
modlitbu moju milosrdne prijmi!

Ty velky, pretoZe si bohom malych,

u noh, 6, uzri svojho najmensieho,

jak beznddejne predkladd ti,

jak beznddejne vykladd ti

nezmernu velkost ubohosti svojej.

Bez zdsluh leZi v prachu nizkej zeme,
hla, nepatrnost biedna medzi vietkym tvorstvom
Holubka nezloZila na tvoj oltdr,

olejom nemazala rany uhnetenych,

a nikdy nezvonila sldvne Resurrexit!

O, boZe tibohych a ponizenych,

kym pride velké micanie,

kym pride velké mi¢anie —

modlitbu moju smutnt milosrdne prijmi!

Ivan KRASKO Nox et solitudo




Ako som sa len snaZil napisat hudbu k filmu, no zatial som toho nebol schopny. Namiesto toho som skomponoval nikomu
nepotrebné a ideovo zvrdtené kvarteto (ide o Kvarteto ¢. 8). Rozmyslal som, Ze ked zomriem, sotva niekto zloZi hudbu venovant
mojej pamdti. Preto som sa rozhodol sém napisat takd skladbu.”

Ja osobne som bol niekolko rokov zaltibeny i zahlbeny do Sostakovidovej hudby a musel som tvrdo pracovat, aby som sa od
tohto vplyvu oslobodil. O tomto skladatelovi je napisanych nesmierne vela knih, eseji a Studif, no myslim si, Ze to eSte zdaleka
nie je koniec. Ete stale o fom nevieme véetko a mozno ani nikdy nebudeme vediet. Sostakovié vo svojej tvorbe obsiahol takmer
véetky hudobné Zanre. Od jednoduchej pesnic¢ky po monumentéalne symfénie a opery. Urite st ludia, ktorym hudba Sostakovica
nie je blizka a povazuju ju za nepochopitelnd. Tvorivé osobnost, o to viac také velka osobnost, akou Sostakovié nesporne bol,
vzdy vzbudzuje nielen obdiv, ale aj nepochopenie az nepriazen. Zazili to aj Prokofiev, Stravinskij, Schonberg a tisice dalSich. Ale
priaznivcov a fanusikov Sostakovitovej hudby na celom svete st miliény. Osobne si myslim, Ze sa mu, pravdepodobne Uplne
nechtiac, podarila unikatna vec: stat sa hudobnym symbolom svojej epochy.

jevgenij IRSAI

slovensky zosit

,Slovensky zosit na bdsne Ivana Kraska je
cyklom desiatich piesni ¢i presnejsie baldd, roz-
¢leneny Styrmi klavirnymi interlddiami, v podsta-
te chordlovymi varidciami na jednu tému, ktord
hrd v celom cykle najdéleZitejSiu tlohu, ¢o sa viak
stane jasnym len na konci. V tychto bdsriach je
histéria Zivota a Idsok Ivana Kraska. VZdy som
tazil zhudobnit pribeh umelca. A tak som sa po-
kusil, cez bdsne Ivana Kraska, nazriet do tajnosti
jeho duse; duse velkého bdsnika, na jednej stra-
ne zahlbenej do svojej tvorby a zdroveri navonok
Zijuceho Zivot obycajného &loveka, existujliceho
v kaZdodennom, ob&as azZ nudnom kolobehu ba-
ndlnych udalosti, posadnutého ludskymivasriami
a veénymi témami Idsky, smrti, nevery, pokory...
A dokdzal to vetko dat potom na papier.”

jevgenij IRSAI



nedela/25.9.2016/ 17:00 hod. / velké koncertné studio slovenského rozhlasu

Sostakovié 110/ sonaty
shostakovich 110/sonatas

sunday/ 25" september 2016/ 5 pm/ great concert studio of slovak radio
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daniel ROWLAND husle/violin natasa KUDRITSKAYA klavir/piano
milan PALA viola/viola katarina PALLOVA klavir/piano
jozef LUPTAK violon¢elo/cello nora SKUTA klavir/piano

program / Dmitrij Sostakovié (1906—1975)
Sonata d mol pre violoncelo a klavir op. 40 (1934)/
1. Allegro non troppo
1I. Allegro
III. Largo
IV. Allegro

Sonata G dur pre husle a klavir op. 134 (1968) /
1. Andante
II. Allegretto
III. Largo

prestavka/

Sonata pre violu a klavir op. 147 (1975)/
I. Moderato
II. Allegretto
III. Adagio



nedela/25.9.2016/20:00 hod. / velké koncertné stidio slovenského rozhlasu

Sostakovic 110/svedectvo
shostakovich 110/testimony

sunday/ 25" september 2016 /8 pm/ great concert studio of slovak radio

program / Dmitrij Sostakovié (1906—1975)
Dve skladby pre slacikové okteto op. 11 (1924—1925)/
I. Preludium/
II. Scherzo

Julian Barnes (1946)
Sum ¢asu/
(vyber/ )

Dmitrij Sostakovié
Slacikové kvarteto ¢. 8 c mol op. 110 (1960) /
I Largo — attacca:
II. Allegro molto — attaca:
III. Allegretto — attacca:
IV. Largo — attacca:
V. Largo



robert ROTH rozpravac/narrator

daniel ROWLAND husle/violin
maridn SVETLIK husle/violin
jozef HORVATH husle/violin
peter BIELY husle/violin

milan PALA viola/viola
martin RUMAN viola/viola
jozef LUPTAK violoncelo/cello
boris BOHO violoncelo/cello




enigma Sostakovié

V hudbe 20. storoéia azda neexistuje desivejsi priklad konfrontacie umelca s mocou ako osudy Dmitrija Sostakoviéa.
Po ruskom skladatelovi, ktory preZil Zivot v krehkej symbiéze s totalitnym reZzimom, ostala silnd hudba smutku, strachu
inadeje.

Je m4j roku 1937 a pred vytahom v jednom z leningradskych obytnych blokov stoji muz okolo tridsiatky. Stoji tam celt noc
a ¢aka, ze si po neho pridu. Nikto z mocnych a vplyvnych, ktorych kedysi poznal, mu uz neméze pomact. Takto zacina britsky
spisovatel Julian Barnes svoju hajnov&iu knihu The Noise of Time, ktorej hlavnym hrdinom je Sostakovi&. Umelca, ktorého
zivot pripomina tazivu existencionalnu dramu s prvkami absurdnej frasky, charakterizovala ruska skladatelka Sofia Gubaj-
dulina (1931) ako ,stelesnenie tragédie, bolesti a teroru nasich &ias". Dmitrij Sostakovi& (1906—1975) sa narodil v carskom
Sankt Peterburgu, v Petrohrade bol svedkom Oktébrovej revollcie, v rodnom meste, medzi¢asom premenovanom na Lenin-
grad, prezil ¢ast nemeckej blokady. Pocas stalinistickych &istiek ho niekolkokrat ovanul dych smrti, zazil chrus€¢ovovsky odmak
i ndstup normalizacie pocas Breznevovej éry. V rezime, ktory od umelcov vyzadoval, aby angazovane participovali na Zivote
spolo&nosti ako ,inZinieri ludskych dusi” sa kontaktu s politikou prakticky nedalo vyhnut. Sostakovida $tatna moc striedavo
chvalila a zatracovala. Bol skladatelom, ktorého hudba Uspes$ne reprezentovala sovietsky rezim doma i v zahranici, si¢asne
opakovane ¢elil obvineniam najvyssieho vedenia strany i kultirnych aparatcikov, Ze je ideologicky slabym dekadentnym for-
malistom a nepriatelom ludu, ktory nenaplia poZiadavky socialistického realizmu. Zvlast kriticky bol pre skladatela koniec 30.
rokov 20. storocia, no pod neustalym tlakom, ktory ho dohnal az k myslienkam na samovrazdu, bol prakticky az do Stalinove;j
smrti v roku 1953. ,Ked niekoho oznacili ndlepkou nepriatel ludu, vsetci sa od neho odvrdtili. Kazdy v panickom strachu nicil
vsetko, ¢o ho s takym ¢lovekom spdjalo. Pokial napisal nepriatel ludu knihu, zahod'ju! Ak mds od niekoho list, spdl ho! Ludskd
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predstavivost nedokdZe obsiahnut. kolko listov, dokumentov, pozndmok, knih s venovanim ludia vtedy spdlili. Ziadna vojna
neznici sikromné archivy s podobnou dokonalostou. Fotografie leteli do ohria, samozrejme, ako prvé. Stacilo udanie, Ze niekto
md fotky nepriatela ludu a mohlo ho to stdt krk,” mozno si preditat v knihe Solomona Volkova Svedectvo. Pamdti Dmitrija Sosta-
kovica, ktora vysla v roku 1979 v New Yorku. Hoci okolo autentickosti ,Volkovovho svedectva” existuje viacero nejasnosti, kniha
navzdy zmenila sposob, akym Z&pad na skladatela nazeral. Namiesto poslusného syna Komunistickej strany, ktory akceptuje
ideologicku kritiku, sa na scéne objavil zliomeny ¢lovek zijuci vo vnutornom azyle, v tichej opozicii voci rezimu a komunikuje so
svetom prostrednictvom kédov a inotajov svojej hudby. No existuju autori, ako napriklad znamy americky muzikolég Richard
Taruskin, ktorf st presved&ent, Ze Sostakovi& okolo seba mytus martyra do istej miery vytvoril prostrednictvom Volkovovej knihy
umyselne. ,Stretol som sa s nim v Moskve. Vtedy uz mal najhorsie ¢asy za sebou, napriek tomu stdle pésobil utiahnutym,
mdlovravnym a nervéznym dojmom," spomina na stretnutie so Sostakovi¢om slovensky hudobny historik a skladatel Ladislav
Burlas (1927). Skuto&ny Sostakovié ostéva aj 110 rokov od svojho narodenia hddankou.

chaos namiesto hudby

,Zavrhndt, zabudnt a zaplut rymy, drie aj ruZe a ich Sumenia, aj vsetok dalsi herberg, ktory je po arzendloch umenia. (...)
Prec¢ s hlupdkmi, o lovia maestrove slovd, sledujuc jeho Usta ako nové vrdta. Umenie nové dajte, stidruhovia — také, ¢o vy-
tiahne ndm republiku z blata,” verSuje Vladimir Majakovskij (pozn. preklad L. Feldek) v Rozkaze ¢. 2 armdde umenia (1921).
Spociatku vSetko vyzeralo dobre. Nova doba potrebovala nové odvazne umenie a mlady génius sa rychlo stal hy¢kanym
zazradnym dietatom sovietskej avantgardy. Prva symfénia, ktoré bola absolventskou pracou devatnéstroéného Sostakovida,
sa v roku 1926 dockala verejnej premiéry v podani Leningradskej filharménie a po entuziastickom domacom prijati sa jej na

someone an enemy of the people, everyone turned away from him. In a frenzy of panic everyone destroyed everything that
connected him to such a person. If the enemy of the people wrote a book, throw it out! If you have a letter from someone, burn
it Human imagination cannot contain the number of letters, documents, notes, and books with dedications people were then
burning. No war destroys private archives with such thoroughness. Photographs, needless to say, were the first to fly into the
fire. A denunciation sufficed, that someone had photos of an enemy of the people, and it could cost him his neck,” we read in
Solomon Volkov's book Testimony. Memoirs of Dmitri Shostakovich, which appeared in 1979 in New York. Although there are
a number of uncertainties surrounding “Volkov's Testimony”, the book forever changed the way the composer was regarded
in the West. Instead of an obedient son of the Communist Party who accepted ideological criticism, a broken man appeared
on the scene, one who lived as an inner exile, in silent opposition to the regime and communicating with the world through the
codes and mysteries of his music. But there are writers, for example the well-known American musicologist Richard Taruskin,
who are convinced that Shostakovich to a certain extent, by means of Volkov's book, deliberately created round himself the
myth of a martyr. ‘I met him in Moscow. He had the worst times behind him by then, but nonetheless he still gave the impres-
sion of being tense, taciturn and nervous,” the Slovak music historian and composer Ladislav Burlas said of Shostakovich
(1927). The real Shostakovich still, 110 years after his birth, remains an enigma.

chaos instead of music

“To spurn, forget and spit out the rhymes, the arias and the roses and their murmurs, and all the rest of the mess that's left
from the arsenals of art. (...) Away with the idiots who chase a master’s words, following his mouth as if it were the gate to the
new. Give a new art, comrades — such as will pull our Republic out of the mud,” said the poet Vladimir Majakovskij in Directives



to No. 2 Army of Art. (1921). At first everything looked good. The new age needed a new courageous art and the young genius
quickly became a pampered Wunderkind of the Soviet avantgarde. The first symphony, which was the graduation work of the
19-year-old Shostakovich, had its public premiere in 1926 performed by the Leningrad Philharmonic, and after an enthusias-
tic home reception was taken up in the West by star conductors such as Bruno Walter (Berlin) and Leopold Stokowski (New
York). The signals that something was not quite right came gradually, for example when in 1930 the Russian Association of
Proletarian Musicians condemned Shostakovich's operatic farce Nose, on a theme of Gogol's, as an expression of “bourgeois
decadence. " The state power's crushing assault upon bourgeois decadence came, however, in the form of the article Chaos
Instead of Music, which Pravda published on Stalin's orders. This occurred after the dictator had attended a performance of
Shostakovich's opera Lady Macbeth of Minsk in January, two years after the daring work had its premiere. (The first foreign
production of this opera, also known as Katarina Izmailovova, was held in Bratislava under the baton of Oskar Nedbal as early
as 1935.) A ballet on collective agriculture in Cuba did not help the composer to win back trust, and his 4" Symphony had to
wait two decades for its premiere. In an oppressive atmosphere, which seem to give living form to the pages of Kafka's Trial
and “the composers wrote denunciations of each other on music paper” (IIf and Petrov), people from Shostakovich's milieu
began to go missing. Representing them all, one might single out the influential “red Napoleon”, Marshal Michail Tuchachevsky
(1893—1937), or the well-known director Vsevolod Mejerhold (1874—1940), whom Stalin had executed. “Waiting for execu-
tion is one of the themes that tormented me all my life. There are reams of my music which testify to that. Sometimes I'd want
to explain that to a performer, in the hope that afterwards he would understand the work better. But every time | was deterred
by the thought that | wouldn't be able to explain it to a bad performer and the good performer would work it out by himself,”
says the composer in Volkov's book.




hra vyznamov

.Kto chce pochopit udalosti v Sovietskom zvéze od 30. do 70. rokov 20. storo&ia, musf po&ivat Sostakovidove symfénie,"
povedal o hudbe svojho priatela svetoznamy rusky violonéelista Mstislav Rostropovi&. Spoznat patnast diel, ktoré Sostakoviovi
zabezpedili status jedného z najvyznamnejsich symfonikov hudby 20. storo¢ia, m6zu milovnici hudby na celom svete aj vdaka
dnes uz legendarnym a stale cenenym nahravkam dirigenta Ladislava Slovaka (1919—1999) so Symfonickym orchestrom
Ceskoslovenského rozhlasu v Bratislave. Ako komplet ich zadiatkom 90. rokov 20. storo&ia vydala nahrévacia spolo&nost
Naxos. Slovak stretol Sostakovida po&as $tidif v Sovietskom zvaze, kde bol Ziakom a asistentom $éfdirigenta Leningradskej
filharmonie Jevgenija Mravinského (1903—1988). Tomu skladatel zveril — poénuc Piatou symféniou, vdaka ktorej sa z autora
na indexe stal pre reZim opat akceptovatelnym — aj premiéry dalsich piatich svojich symfénif. V Sostakovidovych dielach sa
stretavaju hibka, patos a drdma s banalnostou, iréniou, groteskou a za&ifrovanymi odkazmiv pribehoch, aké sa od &ias Gustava
Mahlera nepodarilo v hudbe dovtedy nikomu vyrozprévat. Jedna zo zaujimavych charakteristik Sostakoviovej tvorby pochadza
od skladatelovho blizkeho priatela, muzikol6ga Ivana Solertinského (1902—1944): ,Dostojevskij prerozprdvany Chaplinom”.
Medzi symféniami patri vynimoc¢né postavenie dvom dielam: Siedmej ,Leningradskej” (premiéra 1942) a Trindstej ,Babij Jar"
(1962) na poéziu basnika v nemilosti Jevgenija Jevtudenka (1932). Sostakovi& sa zt&astnil kopania protitankovych zakopov
pri Leningrade, z tohto obdobia pochadza tiez znama propagandisticka fotografia skladatela s poziarnickou helmou, ktora
poslizila ako predloha obalky Time. Clanok v &asopise hlésal: ,Pomedzi bomby zneju v Leningrade akordy vitazstva." Lenin-
gradskd symfénia putovala po premiére z Nemcami obliehaného mesta na mikrofilme letecky cez Teheran, Kéhiru az do New
Yorku, kde sa prvého ,zapadného” uvedenia diela ujal slavny taliansky dirigent Arturo Toscanini (1867—1957). Uvadzanie




the play of meanings

"Anyone who wants to understand events in the Soviet Union between the 1930s and the 1970s must listen to Shostakovich's
music,” said a friend of his, the world-renowned Russian cellist Mstislav Rostropovi¢. Music lovers all over the world can make
now acquaintance with the fifteen works by which Shostakovich secured his status as one of the mostimportant symphonists
of the 20™ century, in part because of the legendary and still valuable recording by conductor Ladislav Slovak (1919-1999)
with the Czechoslovak Radio Symphony Orchestra in Bratislava. They were issued complete by Naxos recording house in
the early 1990s. Slovak met Shostakovich during his studies in the Soviet Union, where he was a pupil and assistant to the
chief conductor of the Leningrad Philharmonic Yevgeny Mravinsky (1903—1988). It was Mravinsky to whom the composer
entrusted the premiere of his Fifth Symphony (thanks to which, from being an author on the index, he again became accept-
able to the regime) and of five other symphonies also. In Shostakovich's works depth, pathos and drama meet with banality,
irony, the grotesque, and ciphered messages, in stories such as no one since the times of Gustav Mahler had been able to tell
in music. One of the most interesting characterisations of Shostakovich's work comes from his close friend, the musicologist
Ivan Solertinsky (1902—1944): “Dostoyevsky as told by Chaplin.” There are two of his symphonies which have an exceptional
status: the Seventh (“Leningrad”) Symphony (premiered 1942) and the Thirteenth “Babi Yar" Symphony (1962), to the poem
by the out-of-favour poet Yevgeny Yevtushenko (1932). Shostakovich took part in digging anti-tank trenches at Leningrad.
There is a well-known propaganda photograph from this time, of the composer with a fireman's helmet, which featured on
the cover of Time. An article in the magazine declared: "Amidst the bombs, the chords of victory are sounding in Leningrad.”
After its premiere the Leningrad Symphony travelled by air on microfilm, from the German-encircled city through Teheran
and Cairo as far as New York, where the first “western” performance of the work was given by the famous Italian conductor
Arturo Toscanini (1867—1957). The performance was intended to spur the Allies to activity on the western front. The original




Vynimku z meditativnej a celkovo pochmurnej nélady diela tvori sarkasticky pochod 2. ¢asti (Allegretto). V zavere¢nom Largu
sa opatvracia téma 1. asti a ako epilég sa ozyva citat z Huslového koncertu Albana Berga. Smutocné hudba v hudbe smutku.
.Nachddzam sa momentdIne v nemocnici. Hnevaji ma srdce a plica. Pravou rukou pisem len s velkym usilim. Napriek tomu,
Ze to bolo velmi tazké, podarilo sa mi dokondit sondtu pre violu a klavir." Styri tyzdne po napisanf tychto riadkov Sostakovic
zomrel, premiéry Violovej sondty sa nedozil. Sonata, obsahujica beethovenovskeé allzie, zaznela prvykrat 25. 9. 1975 v kruhu
skladatelovych priatelov ako spomienka. Nepokoj, dramatickost Uvodného Moderata a tane€nost nasledujuceho Allegretta
vyvazuje pokoj zavere¢ného Adagia, ktoré je chapané ako rozltcka so svetom. Na oficialnej premiére diela spolutcinkoval
legendarny rusky klavirista Sviatoslav Richter. Spolu s Violovou sondtou — ,vynimoc&nym dielom nadpozemskej krdsy, ktoré
prekracuje hranicu medzi Zivotom a smrtou, no niet v nej hrézy pred nediprosnym Osudom, len ludskost, Cistota a mudrost *
(D. Sollertinskij) — na tomto koncerte, podobne ako na Konvergenciéch, zazneli i Huslovd a Violoncelovd sondta. Koncert sa
uskutoénil na Medzinarodny deri hudby (1. 10. 1975) v Leningrade a v Malej sale filharmonie ostalo jediné miesto volné — to,
na ktorom obvykle sedaval skladatel.

prakticky manudl na boj proti formalizmu a za realizmus v hudbe...

Satiricka kantata AntiformalitiGeskij rajok je parédiou na Zjazd zvazu sovietskych skladatelov z februara roku 1948, na kto-
rom boli Sostakovi&, Prokofiev, Cha&aturian a Miaskovskij oznadenf za ,formalistov”, ,nepriatelov [udu” a museli opustit svoje
akademické pozicie, nakolko Komunisticka strana vyZzadovala tvorbu v duchu socialistického realizmu postulovanom tzv.
Zdanovovskymi dekrétmi. Dielo bolo uréené na privatnu zabavu, islo v&ak o zahrévanie sa s ohiiom. Jedni&kin je samozrejme

interpetations of the symphony as a protest against Nazism gave way to the recognition that its concept dates from an earlier
time and may equally well have been conceived as an expression of resistance to the brutality of the Stalin regime. In similar
fashion the 11" Symphony "1905" (1957) was understood by listeners as a condemnation of what happened in Hungary in
1956. The Thirteenth Symphony, which thanks to its text presents an open criticism of Russian antisemitism, was inspired by
the Nazi massacre of thousdands of Jews in 1941, which could not be spoken of publicly in the Soviet Union. This was not the
first time Shostakovich had contributed to this theme.

diaries of the spirit

“When | composed the 8" Quartet, it was described as a condemnation of fascism. Whoever said that must have been
deaf and blind. Because everything in that quartet is as clear as in the spelling bee. | quote there from Lady Macbeth, and
from the 1t and 5" Symphonies. What have these works got to do with fascism? The Eighth Quartet is autobiographical.
I used a song in it which everybody knows: You who who are greatly oppressed and unfree. There's a Jewish theme also in
this quartet, from the Piano Trio. If we're talking about musical influences, | think it was Jewish music that had the strongest
influence on me. (...) It's able to put on a cheerful front, but in reality it is deeply tragic. Almost always it is laughter through
tears. This quality in it is close to my own understanding of music. The Jews were oppressed so long that they started to
conceal their desperation. And they expressed it in dance music. (...) It's not just a musical question, but also an ethical and
moral one. People are often judged according to their attitude towards Jews. No one who wants to be regarded as a decent
person can be an antisemite today. That seems to be so clear that it doesn't even need to be mentioned. In reality though,
I've been arguing about that for the last 30 years,” Shostakovich told Volkov while they were talking about a work of his from
1960, whose content the composer signed with the initials of his name coded in the notes D-Es-C-H. On the first weekend in



v&emocny a vSevediaci Stalin (charakterizovany svojou oblibenou piestiou Suliko), Dvojkin je Andrej Zdanov (&len politbyra
KSSZ a hlavny ideolég socialistického realizmu) a Trojkin, dokola omielajuci frazy o potrebe nasledovat klasikov (na trivialny
operetny népev a znamu odrhovacku Kalinka), jeho nastupca Dmitrij Sepilov. Zdanov sa rad chvalil spevom, o Sostakovié v jeho
parte karikuje; zmienka o lezginke je odkazom na operu Velké priatelstvo Gruzinca Vana Muradeliho, ktora Stalina poburila ab-
senciou tohto narodného tanca. Skladatelov priatel Iz&k Glikman tvrdf, e Sostakovi¢ sa zagal touto hudobnou fragkou zaoberat
v roku 1948 a revidoval ju v roku 1957 a koncom 60. rokov 20. storocia. Muzikol6g Lev Lebedinskij, ktory sa oznacuje za autora
libreta, tvrdi, Ze dielo je z roku 1957. Prvé verejné uvedenie sa uskutocnilo 12. 1. 1989 a zasluzil sa ofi Mstislav Rostropovic.

denniky duse

.Ked som komponoval 8. kvarteto, bolo oznacené ako odsudenie fasizmu. Ten, kto to vyslovil, musel byt hluchy a slepy.
PretoZe v tomto kvartete je vietko také jasné ako v $labikdri. Citujem v fiom z Lady Macbeth, z 1. a 5. symfénie. Co maj tieto
diela spolo&né s fasizmom? Osme kvarteto je autobiografické. PouZil som v fiom pieseri, ktort poznd kaZdy: Ty neslobodou
taZkou tyrany. V tomto kvartete zaznieva i Zidovskd téma z Klavirneho tria. Ked sa hovori o hudobnych vplyvoch, myslim, Ze
ma najsilnejsie ovplyvnila Zidovskd hudba. (...) DokdZe sa tvdrit veselo, no v skutocnosti je hlboko tragickd. Takmer vZdy je to
smiech cez slzy. Tdto jej viastnost je blizka aj méjmu chdpaniu hudby. Zidia boli tryzneni tak diho, aZ sa svoje zufalstvo naudili
skryvat. A vyjadruji ho tanecnou hudbou. (...) Nie je to len otdzka hudobnd, ale i etickd a mordina. Ludi ¢asto posudzujt podla
postoja k Zidom. Nikto, kto chce byt povaZovany za slusného ¢loveka, dnes neméze byt antisemitom. Zdd sa to byt také jasné,
Ze sa o tom netreba zmieriovat. V skutoénosti sa o tom hddam uz 30 rokov," zveril sa Sostakovié po&as rozhovorov Volkovovi




o diele z roku 1960, ktorého obsah skladatel podpisal inicidlkami svojho mena zakédovanymiv ténoch D-Es-C-H. Prvy februarovy
vikend zaznelo v Slovenskom rozhlase v podani britského suboru Brodsky Quartet po prvykrat na Slovensku vSetkych patnast
slagikovych kvartet Dmitrija Sostakovi¢a. Skladby z obdobia medzi rokmi 1935 az 1974 sa ako celok ocitli v centre intenzivnej-
Sej pozornosti publika a interpretov az v priebehu poslednych dek&d a v porovnani so symféniami prindSaju intimnejsf portrét
Sostakovita. Skladatelova manzelka Irina ich nazvala ,dennfkom duge”. ,Jednym z dévodov prirodzeného ludského zdujmu
o Zivot velkych skladatelov je aj porovndvanie nasich viastnych Zivotnych sktisenosti s osudmi inych. Kvalita, ktord robi umelca
velkym, je schopnost symbolického vyjadrenia takychto skiisenosti," konstatuje v eseji Pocuvanie cyklov Richard Taruskin.
.Mobzes si odpocintt, zotavit sa a po chvili zase uvidis td istd obohrand frasku. UZ ddvno ti vsak nepripadd komickd. A ak sa
vedla teba predsa len niekto zasmeje, potom st to mladi [udia. Zdd sa im to smiesne, lebo tu Spinavost vidia prvykrdt. Nemd
zmysel im niec¢o vysvetlovat, nepochopili by to. Hladds divdkov svojho veku. S nimi sa dd hovorit. LenZe uz nikoho nendjdes.
Zomreli. A ti, ¢o preZili su beznddejne hldpi. Len preto mohli preZit. Alebo sa ako hldpi tvdrili, i to pomdhalo. Nikdy neuverim,
Ze okolo mnia su len sami hlupdci. Maskuju sa a taktizujd, aby si zachovali aspori trochu slusnosti. Dnes vsetci hovoria: ,My
sme nic nevedeli, ni¢ sme si nevsimli. Verili sme Stalinovi. Podviedol nds, strasne nds podviedol!” Dostanem zlost vZdy, ked to
pocujem. Kto nic nepochopil? Koho podviedli? Nevedomt mliekdrku? Hluchonemého cistica topdnok na Ligovskej? Nie, boli
to takzvani vzdelanci. Spisovatelia, skladatelia, herci," hovori Sostakovi¢ rezignovane na konci Volkovom vydanych pamati.
Zijeme v kulturnom i geografickom priestore, kde mézeme kontakt s hudbou ruského skladatela prezit zvl4st intenzivne.
andrej SUBA
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Bezpochyby fajcil aj vtedy, ked do jeho Zivota vkrocila Nita. Nina Varzarova,
najstarsia z troch sestier Varzarovych, priamo z tenisového kurtu, Siriaca
okolo seba veselost, smiech a pot. Atleticka, sebavedoma, oblibena, s vlas-
mi takymi zlatymi, az sa zdalo, akoby pozlacovali aj jej oci. Naslovovzata
fyzicka, vynikajuca fotografka, ktor4 mala svoju vlastnu fotokomoru. Je
pravda, Ze sa prilis nezaujimala o vedenie domacnosti; ale vlastne ani on.
Ako v poviedke vSetky jeho Zivotné tzkosti, zmes sily a slabosti, jeho sklo-
ny k hystérii mala rozmetat kratiiava lasky, veduca do blazeného zavetria
manzelstva. No jednym z mnohych Zivotnych sklamani bolo, Ze to nebola
poviedka, Maupassantova alebo Ciakolvek. Dobre, azda kratky satiricky
pribeh od Gogola.

A tak sa s Nitou zblizili a stali sa z nich milenci, no on sa stale pokusal
ziskat Tafiu od jej manzela spat, a potom Tafa otehotnela, a potom on
a Nina stanovili defi svojej svadby, ale v poslednom okamihu tomu nebol
schopny €elit, nuz nenaplnil o¢akavanie, usiel a skryval sa, ale aj tak vydrzali



spolu a o par mesiacov nato sa zobrali, a potom si Nina nasla milenca, a potom sa uzhodli, Ze ich problémy su natolko vazne,
Ze by sa mali odlucit a rozviest, a potom si on nasiel milenku, a odlU¢ili sa a podali Ziadost o rozvod, ale kym presli rozvodovym
konanim, uvedomili si, Ze spravili chybu, a tak sa Sest tyzdnov po rozvode opat zosobasili, ale svoje tazkosti eSte stéle nedorie-
Sili. A uprostred toho vSetkého napisal svojej milenke Jelene. ,Mdm velmi slabt vélu a neviem, &i budem schopny dosiahnut
Stastie.” A potom Nita otehotnela a vSetko, €o vzniklo z ntidze, sa ustalilo. Okrem toho, Ze Nita bola v Stvrtom mesiaci, zacinal
sa priestupny rok 1936 a v jeho dvadsiaty Siesty defi sa Stalin rozhodol, Ze zajde do opery.

Po pregitani Gvodnika v Pravde najprv zatelegrafoval Glikmanovi. PoZiadal svojho priatela, aby zaSiel do centralneho lenin-
gradského postového Uradu a vybavil si predplatné na vsetky relevantné noviny a zbieral vystrizky. Glikman mu ich mal kazdy
den prindsat do jeho apartménu, aby siich spolu kazdy der presli. Kupil si velky zapisnik a prilepil ,Chaos namiesto hudby” na
prvu stranu. Glikman to povazoval za prili§ masochistické, no povedal: ,Musi to tam byt, musi to tam byt." Potom tam prilepil
kazdy novy €lanok, len €o sa objavil. Nikdy predtym sa nazapodieval zhromazdovanim recenzif; toto v8ak bolo iné. Teraz nielenze
prehodnocovali jeho hudbu, ale roztvodnikovali sa o jeho jestvovant.

Vsimol si, ako kritici, €o uz dva roky nepretrzite chvalili Lady Macbeth Mcenského okresu, v diele znenazdajky nenachadzali
ni¢ cenné. Niektorf otvorene priznavali svoje predchadzajuce omyly, objasnujuc, Zze clanok v Pravde spésobil, Ze sa im otvorili
oci. Ako strasne boli obalamuteni tou hudbou a jej skladatelom! Kone¢ne zistili, akému nebezpecenstvu formalizmu a kozmo-
politizmu a lavi¢iarstva bola vystavena prava prirodzenost ruskej hudby! Taktiez si v§imal, ktorf hudobnici ihned ucinili verejné
vyhldsenie proti jeho dielu a ktorf priatelia a zndmi sa rozhodli od neho distancovat. S rovnakym zdanlivym pokojom cital listy,
ktoré prich&dzali od obycajnych ludi z publika, ktorych vacsina cirou nahodou poznala jeho sukromnu adresu. Mnohf{ z nich ho
varovali, ze by mu jeho oslie usi mohli useknut vedno s gebulou. A potom sa v novingch zacala objavovat formulécia, z ktorej

The first thing he had done after reading the Pravda editorial was to telegraph Glikman. He asked his friend to go to the
Central Leningrad Post Office and open a subscription to receive all the relevant press cuttings. Glikman would bring them
round to his apartment each day, and they would read them through together. He bought a large scrapbook and pasted ‘Muddle
Instead of Music' onto the first page. Glikman thought this unduly masochistic, but he had said, ‘It has to be there, it has to be
there. Then he pasted in every new article asitappeared. He had never bothered keeping reviews before; but this was different.
Now they were not just reviewing his music, but editorialising about his existence. He noted how critics who had consistently
praised Lady Macbeth of Mtsensk over the past two years suddenly found no merit at all in it. Some candidly admitted their
own previous errors, explaining that the Pravda article had made the scales fall from their eyes. How greatly they had been
duped by the music and its composer! At last they saw what a danger formalism and cosmopolitanism and Leftism presented
to the true nature of Russian music! He also noted which musicians now made public statements against his work, and which
friends and acquaintances chose to distance themselves from him. With equal apparent calm he read the letters which came
in from ordinary members of the public, most of whom just happened to know his private address. Many of them advised him
that his ass's ears should be chopped off, along with his head. And then the phrase from which there was no recovery began to
appear in the newspapers, inserted into the most normal sentence. For instance: ‘'Today there is to be held a concert of works
by the enemy of the people Shostakovich." Such words were never used by accident, or without approval from the highest level.

Why, he wondered, had Power now turned its attention to music, and to him? Power had always been more interested in
the word than the note: writers, not composers, had been proclaimed the engineers of human souls. Writers were condemned
on page one of Pravda, composers on page three. Two pages apart. And yet it was not nothing: it could make the difference
between death and life. The engineers of human souls: a chilly, mechanistic phrase. And yet ... what was the artist's business
with, if not the human soul? Unless an artist wanted to be merely decorative, or merely a lapdog of the rich and powerful. He



sa neslo spamatat, zakomponovana do tych najbeznejsich viet. Napriklad: ,Dnes sa bude konat koncert z diel nepriatela ludu
Sostakovica." Také slové sa nikdy nevolili ndhodou alebo bez stihlasu z najvy$sich miest.

Nechépal, pre€o moc prave teraz obratila svoju pozornost k hudbe a k jeho osobe. Moc sa vzdy viac zaujimala o svet, v kto-
rom: spisovatelia, nie skladatelia, boli oznacovani za inzinierov ludskych dusi. Spisovatelia byvali odsudeni v Pravde na titulke,
skladatelia az na tretej strane. Delili ich od seba dve strany. A to predsa nebolo zanedbatelné: mohlo to znamenat rozdiel medzi
Zivotom a smrtou.

InZinieri ludskych dusi: chladna, neosobna fraza. A predsa... s ¢im narabal umelec, ak nie s ludskou dusou? S vynimkou
umelca, ktory chcel byt len ozddbkou, iba psic¢kom bohatych a mocnych. Pokial Slo onho, v pocitoch, ndzoroch a umeleckych
zasadach bol vzdy antiaristokraticky. V tych optimistickych ¢asoch — naozaj len pred niekolkymi rokmi —, ked buducnost celej
krajiny — ak nie aj samotného ludstva — sa pretvarala, zdalo sa, akoby sa vSetky umenia napokon mohli zomknut do jediného
Uzasného spolo¢ného projektu. Hudba a literatura a divadlo a film a architektira a balet a fotografia by mohli vytvorit dyna-
mické partnerstvo, nielen reflektovat alebo kritizovat, alebo satirizovat spolo¢nost, ale vytvarat ju. Umelci zo svojej slobodnej
vole a bez akéhokolvek politického usmernenia by mohli poméhat svojim kolegom, aby [udské duse napredovali a prekvitali.

Prec€o by nie? Bol to najodvekejsi sen umelcov. Alebo, ako sa domnieval v momentalnom rozpolozeni, najdavnejsia chiméra
umelcov. Pretoze politicki ¢inovnici sa poponahlali chytro prevziat kontrolu nad tymto projektom, aby z neho vylthovali slo-
bodu a imaginaciu a zlozitosti a odtienky, bez ktorych sa umenie stava smieSnym. ,InZinieri ludskych dusi.” S tym suviseli dva
hlavné problémy. Tym prvym bolo, Ze mnohfi [udia nechceli inZinierovat svoje duse: Ze velmi pekne dakujeme, vrela vdaka. Boli
spokojni so svojimi dusami, ak im ich nechali také, aké boli, ked prisli na svet; a ked ste sa ich pokdsali usmertiovat, odolavali.

himself had always been anti-aristocratic, in feeling, politics, artistic principle. In that optimistic time — really so very few years
ago — when the future of the whole country, if not of humanity itself, was being remade, it had seemed as if all the arts might
finally come together in one glorious joint project. Music and literature and theatre and film and architecture and ballet and
photography would form a dynamic partnership, not just reflecting society or criticising it or satirising it, but making it. Artists,
of their own free will, and without any political direction, would help their fellow human souls develop and flourish. Why not?
It was the artist's oldest dream. Or, as he now thought, the artist's oldest fantasy. Because the political bureaucrats had soon
arrived to take control of the project, to leach out of it the freedom and imagination and complication and nuance without which
the arts grew stultified. ‘The engineers of human souls.' There were two main problems. The first was that many people did not
want their souls to be engineered, thank you very much. They were content with their souls being left as they were when they
had come into this world; and when you tried to lead them, they resisted. Come to this free open-air concert, comrade. Oh, we
really think you should attend. Yes, of course it is voluntary, but it might be a mistake if you didn't show your face ... And the
second problem with engineering human souls was more basic. It was this: who engineers the engineers?

He remembered an open-air concert at a park in Kharkov. His First Symphony had set all the neighbourhood dogs barking.
The crowd laughed, the orchestra played louder, the dogs yapped all the more, the audience laughed all the more. Now, his
music had set bigger dogs barking. History was repeating itself: the first time as farce, the second time as tragedy.



Sudruzenko, prid na tento bezplatny koncert pod Sirym nebom. Ach, naozaj sa domnievame, Ze by si sa na riom mal zu¢astnit.
Ano, samozrejme, Ze je to dobrovolné, ale bolo by chybou, ak by si sa neukdzal... A druhy problém s inZinierovanim [udskych
dusf bol ovela trivialnejsf. Slo o nasledovni vec: kto inZinieruje tych inZinierov?

Spominal si na koncert pod holym nebom v parku v Charkove. Prvd symfénia rozputala brechot vSetkych psov v okoli. Zhro-
mazdeny dav sa smial, orchester hral hlasnejSie, psy ziapali eSte mocnejSie, obecenstvo sa valalo od smiechu. Teraz jeho
hudba vyvolala brechot vacsich psov. Histéria sa opakovala: prvy raz ako fraska, druhy raz ako tragédia.

Julian Barnes sa narodil v roku 1946 v anglickom Leicestri. Studoval na prestiZnych &kol4ch City of London School a na
Magdalen College Oxfordskej univerzity. Po ich absolvovani posobil ako lexikograf pre Oxford English Dictionary, ako kritik
a literarny editor v médiach. Patri medzi poprednych britskych spisovatelov. Je autorom jedenastich romanov, medzi ktoré
patri Metroland, Flaubertov papagdj, Dejiny sveta v 10 a 1/2 kapitoldch, Ked ma este nepoznala, Arthur & George, Pocit
konca, Roviny Zivota (posledné menované vysli aj v slovenskom preklade); ako aj troch zbierok poviedok: Prejst cez kandl La
Manche, Citrénovy stél a Pulz. Knizne mu vysli aj novinarske ¢lanky v zbierkach Listy z Londyna, Nie¢o na preclenie a Puntickdr
v kuchyni. Julian Barnes sa tesi velkému reSpektu nielen na britskych ostrovoch, ale aj v mnohych dalSich krajindch ako autor,
ktory sa zaobera témami historie, reality, lasky, pravdy. Jeho diela boli prelozené do viac ako tridsiatich jazykov a priniesli mu aj
mnohé vyznamné ocenenia. Napriklad v roku 2011 ziskal Cenu Davida Cohena za literatlru a za roman Pocit konca prestiznu
Man Bookerovu cenu. Jeho najnovaf roman o Sostakovidovi The Noise of Time/Sum &asu sa stal stiéastou ,$ostakoviovskych
vojen”. Zije v Londyne.



profily interpretov / performer profiles

Marco Ambrosini (nyckelharpa, IT) —

taliansky hudobnik a skladatel zijici v Nemecku.
Medzindrodne zndmy hrac na nyckelharpe
debutoval ako soélista v divadle La Scala v Milane,

v Alte Oper Frankfurt, na koncertoch Royal Swedish
Concert Agency, vo Filharmonii v Koline nad Rynom,
v Berline, v Moskve a v Carnegie Hall. VyStudoval hru
na husliach a kompoziciu na Hudobnom institite
G.B. Pergolesiho v Ancone, hraval v komornych
orchestroch, v siboroch starej, barokovej i sti¢asnej
hudby. V roku 1982 zalozil s Petrom Rabanserom
medzinarodny subor Oni Wytars, v ktorom je
aktivny dodnes. Od roku 1991 je umeleckym
veducim studia Katharco — Sound:Creations,
vroku 1993 ho German radio SWF zvolilo za
novacika a skladatela pre New Jazz Meeting

V uplynulych rokoch spolupracoval s radiami,
televiziami a vydavatelstvami (viac ako 150) ako
solovy umelec, skladatel, ¢len stiborov Oni Wytars,
Els Trobadors, Unicorn, Ensemble Kapsberger,
Camerata Nordica... Pravidelne vedie majstrovské
kurzy (Scuola di Musica Popolare di Forlimpopoli,
Academy of Burg Fursteneck), workshopy
(Musikhochschule Trossingen, Escuela Superior de
Musica, Artes e Espectaculo do Porto, University of
Nanchang), je tiez koordinatorom pre vzdelavanie

v mnohych Eurdpskych projektoch, umeleckym
riaditelom podujatia Summer Master Classes for
Early Music a spolu s Karsten Evers riaditelom
International Days of the Nyckelharpa
www.marcoambrosinijimdo.com

Pablo Barragan (klarinet, ES) — kritikmi
vyzdvihovany nielen kvoli vynimocnym technickym
dispoziciam, ale aj kvoli pédiovej charizme, vasni,
citu a komunikacii s hudobnikmi i publikom.
Studoval na Conservatorio Superior de Musica
Manuel Castillo, bol ¢lenom Orquesta Joven de
Andalucia a patril ku vplyvnej andaltizskej generacii
hudobnikov. V roku 2009 dostal grant a Stipendium
od naddcie Fundacion Caja Madrid a prestahoval
sa do $vajciarskeho Bazileja, kde Studoval komornu
hudbu (Anton Kernjak, Ferenc Rados, Benjamin
Engeli, Felix Renggli, Sergio Azzolini) a klarinet

u renomovanych interpretov (Martin Frost,

Reto Bieri, Dimitri Ashkenazy, Piotrek Szymslik

a Vicente Alberola). Ziskal viaceré medzinarodné
ocenenia (ARD Munich International Competition,

Juventudes Musicales de Espana, Special Prize

of European Music Competitions for Youth)
Spolupracoval s Clemensom Schuldtom a Orquesta
Radio Television Espanola RTVE, koncertoval so
Sinfonieorchester Basel. Za zmienku stoji aj jeho
nedavna spolupréaca s komornym orchestrom
Sinfonietta Bratislava na festivale Allegretto a tiez
spolupraca s Orquesta Bética de Camara. V roku
2015 nahral live Mozartov Klarinetovy koncert, o rok
neskor debutoval spolu s vynikajucou klaviristkou
Maki Wiederkehrovou v ramci Schloss Elmau
Concert Series. Intenzivne sa venuje komornej
hudbe a byva pozyvany na festivaly ako Davos
Festival Young Artist in Concert, Lingotto di Torino,
Salzburger Kammermusik Fest, Ciclo Generacion
Ascendente, Frankische Musiktagen Alzenau alebo
Sommer Kammermusik Zurichsee.
www.pablobarragan.es

Peter Biely (husle, ES/SK) — $tudoval na
Konzervatériu v Bratislave (T. Nedelceva, A. Vrtel).
Ako 18-ro¢ny vyhral Stipendium v USA, kde
absolvoval majstrovsky kurz u sldvneho Josefa
Gingolda. Vo vzdelavani pokracoval na Yale
University, kde sa venoval hre na husliach (S. Harth),
komornej (Tokyo String Quartet) a barokovej

hudbe (J. Schroder). Posobil v Assai String Quartet,
s ktorym ziskal viacero cien a vystupil v Carnegie
Hall. V. 1995 nahral CD s Anmadom Jamalom. Po
névrate na Slovensko bol vedtcim skupiny 2. huslf
v Cappelle Istropolitane. Od r. 1997 je 2. koncertny
majster Granadského komorného orchestra,
spoluzalozil Granadsky barokovy orchester,
komornej hudbe sa venuje v siboroch Ars Nova
Cuarteto a Ecos Trio. Venuije sa tieZ jazzrockovej
fuzii flamenca (Mesopotamia, T.O.M)

Boris Boho (violoncelo, SK) — studoval na
Konzervatériu v Bratislave (K. Filipovi¢), neskor
na VSMU (J. Podhoransky, J. Slavik). Studia si
doplnilv Prahe u prof. Daniela Weisa. Posobil
ako solovy violoncelista v orchestroch Cappella
Istropolitana, SOSR, momentélne je koncertnym
majstrom v Slovenskej filharmonii. V komornej
hudbe spolupracoval s umelcami ako Arto Noras,
Benoit Fromanger, Raphael Perraud a Nina Corti
Posobil v slacikovom triu s violistom Janom
Talichom a s huslistkou Marie Piere Vendéme
Momentalne Ucinkuje v klavirnom triu s lvanou

Pristasovou a klaviristom Christianom Zauggom
Svoje skusenosti v oblasti orchestralnej hry si
zdokonaloval na kurzoch Viedenskych filharmonikov
v Attergau. V komornej hudbe sa zdokonaloval

v Holandsku na kurzoch Daniel String Quartet

a u Levona Chilingriana, v solovej hre u Daniila
Shafrana

Branislav Dugovi¢ (klarinet, SK) — studoval na
Konzervatoriu a na VSMU v Bratislave (J. Luptacik st,
R.Sebesta), kde v r. 2007 ukon¢il aj doktorandské
Studium. Pocas Studif sa zUc¢astnil viacerych

kurzov, seminérov ¢i sikromnych konzultacif
urenomovanych pedagogov (R. Wehle, M. Lethiec,
A.Brandhofferai.). Vr. 1995 zvitazil na Sutazi
slovenskych konzervatorif, v r. 2006 bol finalistom
1.ro¢nika medzinarodnej sutaze Concorso
Giuseppe Tassis. Ako solista Ucinkoval s Capellou
Istropolitanou a Statnou filharmoéniou Kosice
Spolupracuje s Cluster Ensemble, Ensemble
Ricercata, posobi ako lektor Veni Academy, s ktorym
ziskal cenu Radio_Head Award 2013 za CD

Rolling Tones. Je ¢lenom Bergerovho tria, s ktorym
nahral CD s tvorbou R. Bergera pre vydavatelstvo
Naxos. Skladby mu dedikovali viacerf slovenskf
skladatelia (R. Berger, A. Steinecker, L. Bernath a i)
Spolupracoval s mnohymi domacimi i zahraniénymi
umelcami (Moyzesovo kvarteto, N. Skuta, M. Pala,

J. Luptéak, E. Sugkova, N. Bulffone, E. Stevensom a d)
Okrem klasickej hudby sa venuje aj inym zanrom

a improvizacii — napr. v triu Stroon, v kapele Jany
Kirschner ¢i folkovej skupine Bukasovy Masiv. Spolu
s Cluster ensemblom sa podielal na nahravke
Cluster ensemble plays Philip Glass, ktort do
katalogu zaradilo skladatelovo vydavatelstvo Orange
Mountain Music. Posobf ako pedagdg na Katedre
hudobnej vychovy PdF UK v Bratislave

Andrej Gal (violon¢elo, SK) — hru na violoncele
Studoval na Konzervatoériu v Bratislave (K. Filipovic)
anaVSMU (J. Podhoransky). Absolvoval
majstrovské kurzy u R. Wallfischa a J. Waltza.

V1. 1997—2002 zastaval post veduceho
violoncelovej skupiny v réznych medzinarodnych
orchestroch (Young artist's festival Bayreuth,
Internationale Junge Orchesterakademie

a ldyllwild Summer Arts Festival USA). Od r.2001
je ¢lenom SKO B. Warchala. V r.2002 ziskal na
letnej akadémii Praha-Vieden-Budapest s Zwiebel



Quartet Thomastik-Infeld cenu za interpretaciu
Sostakovi¢ovych kvartet. Absolvoval majstrovské
kurzy u ¢lenov Alban Berg, Smetana, Janacek

a Bartok a Hagen kvartet. V r. 2008 absolvoval
majstrovsky semestralny kurz v Bazileji u W. Levina
(LaSalle Quartet) a R. Schmidta (Hagen Quartet).
Bol ¢lenom Quasars Ensemble a Ostravskej bandy.
Hra aj na barokovom violoncele, prilezitostne
spolupracuje so suborom Musica aeterna. Ako
solista spolupracoval s Janackovou filharmaéniou,
Slovenskym komornym orchestrom a Quasars
Ensemble. V r6znych improviza¢nych zoskupeniach
spolupracuje so skladatelom Mirom Téthom
Koncertoval na vyznamnych pédiach a festivaloch
(Lincoln Center New York, Carnegie Hall New

York, Parizske konzervatérium, Bachfest Leipzig,
Prazska jar, VarSavska jesen, Ostravské Dninovej
hudby, Tokyo, Los Angeles, Berlin, Lisabon, Moskva,
St. Petersburg)

Jevgenij Irsai (klavir, RU/SK) — rusky skladatel

a klavirista posobiaci na Slovensku. R. 1969 ukonil
$tudium na Specialnej desatroénej hudobnej

Skole (kompozicia u S. J. Volfenzona, klavir
T.B.Rum&evic¢a), pokracoval na Konzervatoériu

N. Rimského-Korsakova v Petrohrade (kompozicia
S.S. Cernoy, V. A. Uspenskij, klavir P A. Serebrjakov)
Ako klavirista koncertoval v Spanielsku, Bulharsku
aMadarsku. Vr. 1971—1991 posobil ako pedagog
klavira a kompozicie na Specialnej desatroénej
hudobnej skole v Petrohrade. Po prichode na
Slovensko bol korepetitorom opery SD v Banskej
Bystrici (1991—1992), posobil na Konzervatériu

J. L. Bellu (1992—1996), od r. 1996 prednésal na
Katedre hudobnej a estetickej vychovy na PdF UMB
v B. Bystrici. V si¢asnosti vyuc¢uje kompoziciu na
VSMU. Dominantnou ¢astou jeho tvorby st zborové
skladby i diela pre sélovy hlas so sprievodom
roznych néstrojovych kombindcii. Venuje sa
komornej, orchestralnej tvorbe i malym hudobno-
dramatickym formam, tiez poézii a publikovaniu
odbornych ¢lankov. Autora, ktorého diela odzneli
0.1.na javisku akademického Maleho divadla opery
a baletu v Leningrade (Don Juan, 1973) a v ramci
medzinarodnych festivalov vo viacerych europskych
krajindch i v USA, zaradil S. Vasenko do ,skupiny
neskorého postkonzervativizmu”. Jeho tvorba sa
nachédza na viacerych CD

Igor Karsko (husle, CH) — presovsky rodak,
absolvent prazskej AMU a Menuhinovej akadémie
v Gstaade posobfi ako koncertny majster
Luzernského symf. orchestra a ¢len komorného
suboru The Serenade Trio. Ako koncertny majster
barokoveého orchestra La Scintilla absolvoval

v r.2005 americké turné s C. Bartoli, s kt. nahral
CD Maria Malibran. Zalozil zoskupenia La Banda
Antix a La Gioconda, je ¢lenom Minkowského Les
Musiciens du Louvre. S tymto orchestrom nahral
Haydnove a Schubertove symfénie pre label naive
Je pravidelnym hostom Konvergencii, pre ktoré o. i
nastudoval Stravinského Pribeh vojaka. Od r.2010
vedie s Th. Demengom suibor Camerata Zurich, je
profesorom na Musikhochschule v Luzerne

Peter Kajan (fagot, SK) — $tudoval na
Konzervatoriu v Bratislave (M. Hlavacka), na VSMU
(J. Martanovic¢), absolvoval majstrovské kurzy

u G.Janotu (Rakusko) a postgraduélne studium

na Akadémii umenf v B. Bystrici. Od roku 2004 je

1. fagotistom Slovenskej filharmonie. Posobil ako
¢len rozlicnych zoskupeni (Slovenské dychové
kvinteto, Melos Ethos Ensemble), zG¢asthuje sa
renomovanych festivalov (BHS, Kosicka hudobné jar,
Melos -Etos, Konvergencie, Prazska jar, Ostravské
dninovej hudby a i.). Ako solista i hra¢ hostoval

v orchestroch Cappella Istropolitana, SKO Zilina,
SKO B. Warchala a d. Jeho repertoar zahtfia vsetky
Stylové obdobia, aktivne sa venuje st¢asnej hudbe,
premiérovo uvadza tvorbu slovenskych skladatelov,

Isabelle van Keulen (husle, NL) — véestranna
holandska huslistka, ktoré s rovnakym
majstrovstvom, energiou a vasnou ovlada aj violu
a obidva nastroje dokaze skombinovat v ramci
jedného koncertu. Povest vSestrannej hudobnicky
potvrdzuje aj ako liderka Isabelle van Keulen
Ensemble, ktory sa venuje hudbe Astora Piazzollu.
Recenzent britského dennfka The Guardian

v prejave charizmatickej hudobnicky vyzdvihol
hudobnu inteligenciu, syty zvuk, cit a jej hru
celkovo opisal ako magicku. Isabelle van Keulen
uz pocas Studia na prestiznom amsterdamskom
Konzervatoriu vyhrala medzinarodnu sutaz
Eurovision Young Musican of The Year, ktoru
sledovali miliény divakov v celej Eurdpe. Ako solistka
Ucinkovala s prestiznymi orchestrami ako Royal
Concertgebouw Orchestra, Berlinska filharmonia

alebo NHK Symphony Orchestra Tokyo. Viac nez dve
dekéady trva jej spolupraca so znamym holandskym
klaviristom Ronaldom Brautigamom, koncertuje

a vedie Norsky komorny orchester a je zakladatelkou
Festivalu komornej hudby v holandskom Delfte

V rokoch 1997 az 2006 bola jeho umeleckou
riaditelkou. V jej repertodri su rovnako zastipené
diela klasickych majstrov i skladatelov 20.a 21
storoc¢ia (H. Dutilleux, J. Adams, L. Auerbach,
O.Knussen, B. Dean). Viacer z nich jej dedikovali
svoje huslové koncerty (Theo Loevendie, Erkki-Sven
Tuur). Spropagovala tiez diela Colina Matthewsa,
koncerty Kfeneka, Petterssona a Busoniho. Na
konte mé mnozstvo nahréavok: Huslovy koncert
Albana Berga, sonaty Straussa, kompletné sonaty
Prokofieva a Beethovena. Od roku 2012 posobf ako
profesorka hudby v Luzerne, kde vyucuje komornu
hudbu a hru na husliach a viole
www.isabellevankeulen.com

Natasa Kudritskaya (klavir, UA) — narodila

sa vroku 1983 v ruskom meste Perm, hudobné
vzdelanie zfskala na Kyjevskej hudobnej Skole

M. Lysenka a na Cajkovského hudobnej akadémii
na Ukrajine. Od roku 2003 Studovala na znamom
Parfzskom konzervatériu, kde spolupracovala

s vyznamnymi klavirnymi umelcami (Alain Planes,
Jacques Rouvier). Medzi jej pedagogov patrili aj
Elisabeth Leonskaja a Ferenc Rados. Vo svojej
umeleckej ¢innosti sa zameriava prevazne na
tvorbu obdobia baroka (Bach, Rameau, Couperin)
aromantizmu. Na CD nahrala diela Jeana-Philippa
Rameaua, Maurica Ravela a Luciana Beria. V roku
2009 jej Safran Foundation for Music udelilo cenu
Grand Prix. Za interpretaciu franctzskej hudby
ziskala Cenu Roberta Casadesusa, ziskala tiez
hlavnd cenu na medzinarodnej hudobnej stazi
Vibrarté International Music Competition. Je
vyhladévanou komornou hrac¢kou, U¢inkovala na
znamom finskom festivale Kuhmo, spolupracuje
s huslistom Danielom Rowlandom

Boris Lenko (akordedn, SK) — absolvent
Zilinského Konzervatoria (A. Pittner) a VSMU

v Bratislave (M. Szokeova) zac¢al medzinarodnu
kariéru Uspechmi na sutaziach, najma vitazstvom
v Andrezieux-Boutheon vr. 1987.V 90. rokoch

sa zaradil medzi etablovanych interpretov

s pravidelnou koncertnou a nahravacou ¢innostou.



Lenko predstavuje typ vSestranného hudobnika

so zaberom od klasického repertoaru, sucasnej
hudby, cez ré6zne crossoverové projekty (Pozor
sentimental, Phurikane gila, ALEA, Chassidic
Songs, Triango). V slov. kontexte vniesol do
akordednového repertoaru viaceré novatorské
prvky, najma uvadzanim diel osobnosti povojnovej
americkej a eurdpskej scény (Zorn, Kagel, Lindberg,
Klucevsek, Vierk, Berio, Serensen) ¢i premiérovanim
a iniciovanfm novych slov. diel (Benes, Zagar,
Burlas, Machajdik, Zeljenka, Szeghy, Piacek,

Ir8ai, Burgr, Kupkovi¢). Vystupuje na festivaloch
su&asnej hudby (Vedery novej hudby, Melos-Etos)
Vr.2001 mal ako prvy akordeonista v historii BHS
celovecerny recital. O rok neskor sa predstavil na
prominentnom festivale stc¢asnej hudby Varsavska
jesen. B. Lenko sa na Slovensku stal priekopnikom
uvadzania diel A. Piazzollu, v r. 2001 zalozil komorny
suibor ALEA (akordeodn, husle, klavir, kontrabas),
sUstredujlci sa na interpretaciu Piazzollovej hudby.
Lenkovo ocarenie argentinskym tangom vyustilo

v poslednych rokoch do spoluprace s P. Breinerom
v Uspesnom projekte Triango. Venuje sa i vlastnej
tvorbe, je docentom na VSMU v Bratislave. V1. 2015
mu v Hudobnom fonde vyslo autorské CD Arwa

Rudiger Ludwig (kontrabas/DE) — narodil
savr. 1970 v Mainzi a prvé hodiny kontrabasu
absolvoval ako 15-ro¢ny. Po roku sa dostal

do Nemeckého narodného mladeznickeho
orchestra a ako mlady talent aj na konzervatérium
v Mainzi. O dva roky neskor pokracoval v $tudiu

na Hochschule fur Musik und Darstellende Kunst
vo Frankfurte nad Mohanom u prof. Guntera
Klausa. V1. 1991 urobil konkurz do Mladeznickeho
orchestra Europskej Unie, kde Ucinkoval ako veduci
skupiny kontrabasov pod taktovkou dirigentov

ako Claudio Abbado, Bernard Haitink, Carlo

Maria Giulini, Mstislav Rostropovich, Viadimir
Ashkenazy alebo James Conlon. Po roku posobenia
v Rozhlasovom orchestri Saarbrucken sa vr. 1995
stal prvym kontrabasistom v Symfonickom
orchestri Hanoverského rozhlasu, s ktorym
koncertoval v Europe i zamorf. Okrem toho
hostoval v Hamburskej Statnej opere, rozhlasovych
orchestroch v Koline a Frankfure, v prestiznom
Luzernskom festivalovom orchestri i v Norskom
komornom orchestri. S viacerymi orchestrami sa
predstavil aj ako sdlista vo vsetkych vyznamnych

kontrabasovych koncertoch. Rudiger Ludwig ma
na svojom konte viacero CD nahravok, sélovych

i ako ¢len Ensemble Oktoplus. V komornej hudbe
je partnerom umelcov ako Isabelle van Keulen,
Leopold String Trio alebo Ulrike Payer. Hré na
kontrabase ,Bernardel Pere” z roku 1856

Jozef Luptdk (violoncelo, SK) — jedna

z osobnostf profilujucich slov. hudobnt scénu.
Absolvent VSMU v Bratislave a Royal Academy
of Music v Londyne (R. Cohen). Realizoval
viacero CD nahréavok (o.i. Bachove Suity pre
solove violoncelo, projekt Cello spéjajuci vytvarné
umenie a stc¢asnu hudbu ingpirovanu tvorbou
J.S.Bacha, premiéry diel V. Godéra, live zd&znam
recitélu v Londyne), stél pri zrode pocetnych

diel suc¢asnych autorov. Je spoluzakladatelom
suboru Opera Aperta, iniciatorom a umeleckym
riaditelom festivalu Konvergencie. Pravidelne
koncertuje na podiach v Eurépe i zamorf, vedie
majstrovskeé kurzy. Okrem klasickej hudby sa
venuje tiez improvizacii a alternativnym hudobnym
projektom (o.i. Chasidské piesne s akordeonistom
B.Lenkom, huslistom M. Valentom a rabinom

B. Myersom, afterPHURIKANE). Aktuéine pracuje
na nahravke violonc¢elovych koncertov, ktoré pre
neho skomponovalo pat slovenskych skladatelov.
V1.2010 ziskal Cenu ministra kultiry SR
www.jozefluptak.com

Jean-Louis Matinier (akordeon, FR) — hrac na
akordeone, ktory je pre parizskeho hudobnika typicky,
no pre klasickt hudbu a jazz nie celkom obvykly,

0 to viac zaujimavy. Jean-Louis Matinier vyStudoval
klasickd hudbu a jazz. Jeho repertodr zahfria obidve
tieto oblasti a vysledok snad najlepsie vystihuje
pojem world music s vplyvom juhoeurépskej
[udovej hudby. Pozornost na seba pritiahol uz ako
solista v Orchestre National de Jazz. Za zmienku
stojf aj jeho spolupréca s franclzskou $ansénovou
legendou Juliette Gréco, ktorl sprevadzal na
koncertoch po celom svete. Jeho akordedn mozno
pocut na nahravkach Anouara Brahema, Francoisa
Couturiera, Louisa Sclavisa, ale aj aj vo filme Sound
and Silence (nemecky hudobny film o kariére
Manfreda Eichera, muza posadnutého hudbou)
Spolupracoval tiez s umelcami ako Renaud Garcia-
Fons, Michael Riessler.

Martin Mierny (viola, SK) — $tudoval na
bratislavskom konzervatériu (K. Klatt) a na VSMU

v Bratislave (J. Hosek). Popri studiu sa zuc¢astroval
solovych, orchestralnych a komornych kurzov.

V roku 2000 na péde VSMU zalozil Bratislavské
slacikove kvarteto, Uspesné doma iv zahranici.

V roku 2004 ziskal s Bratislavskym slac¢ikovym
kvartetom Stipendium na European Music Academy
Schengen. Bol hostom hudobného cyklu Moyzes
v Moyzeske, kde spolu s Moyzesovym kvartetom
uviedol diela Mozarta a Alexandra Moyzesa. V roku
2007 sa stal ¢lenom orchestra Opery SND. Posobi
v Symfonickom orchestri Slovenského rozhlasu

Peter Mikulas$ (bas, SK) — absolvent VSMU

v Bratislave, solista Opery SND od r. 1978. Roku
1977 zvitazil na prestiznej Dvorakovej sutazi

v Karlovych Varoch, ceny ziskal na sutaziach

v Moskve (1982) a Helsinkach (1984). Od pociatku
svojej umeleckej drahy sa vyznacuje nielen krasou
a farebnostou hlasového fondu, ale tiez muzikalitou,
Stylovou vSestrannostou a sugestivnostou
javiskového vyrazu vo vaznych Ulohach (ako je
Fiesco v Simonovi Boccanegrovi, kral Filip v Donovi
Carlosovi, Mefistofeles v Gounodovom Faustovi

i Boitovom Mefistofelovi, Suchonov Svatopluk ¢i
Bergov Wozzeck) i v komickych kreaciach (Leporello
v Donovi Giovannim, Dulcamara v Napoji Idsky, Don
Magnifico v Rossiniho Popoluske, Kecal v Predanej
neveste ¢i Verdiho Falstaff). Popri pdsobeniv SND
pravidelne Ucinkuje na poprednych opernych
scénach a koncertnych podiach v zahranici (0. 1.

v Prahe, Viedni, Salzburgu, Berline, Rime, Madride,
Lisabone a Tokiu). Jeho koncertny repertoar,

ktory sa Sirkou vyrovna javiskovéemu, zahrna diela
klasikov (Bach, Beethoven, Verdi, Dvorak, Brahms),
ale i mnozstvo hudby 20. storocia, medzi inym

rad skladieb slovenskych skladatelov. Z jeho
poslednych postav, ktoré nastudoval v Opere

SND treba spomenut Ferranda vo Verdiho
Trubadurovi a Gremina v Eugenovi Oneginovi v réZii
P. Konwitschného. V r. 2008 stvarnil titulnd postavu
v Musorgského Borisovi Godunovovi na nasej
scéne v originalnej verzii. V sezone 2006/2007 bol
riaditelom Opery SND a podielal sa na zloZitych
organizac¢nych pripravach pésobenia Opery SND

v nowvych priestoroch. S jeho menom sa spaja
slavnostné otvaranie Novej budovy SND 14. aprila
2007. Posobf ako pedagog na VSMU



Milan Osadsky (akordedn, SK) — hru na
akordedne studoval na ZUS v Dolnom Kubine, na
Konzervatoriu v Ziline (M. Durig, 1. Gajan) a na VSMU
v Bratislave (R. Kakoni, B. Lenko), kde absolvoval

i postgradualne studium. Uginkoval so stbormi,
ktoré sa Specializuju na sucasnu hudbu (VENI
ensemble, Ostravska banda, Melos Etos, Berg
sensemble s d), spolupracoval so Symfonickym
orchestrom Slovenského rozhlasu a dirigentmi
ako Z.Nagy alebo D. Gazon. Je dvojndsobnym
lauredtom Sutaze slovenskych konzervatorif

a drzitelom mnohych inych cien. Jeho repertoar
tvorf taziskovo hudba 2. polovice 20. storocia

a sUc¢asna hudba. Vo vydavatelstve Pavlik Records
mu vysiel album Nice

Milan Pala (husle, SK) — narodil sa v Presove
Studoval na Konzervatoriu J. L. Bellu v Banskej
Bystrici. Po absolvovani pokracoval na viedenskej
Universitat fur Musik und darstellende Kunst

a vysokoskolské studium ukoncil na Janackovej
akadémii muzickych umeniv Brne, kde absolvoval
v triede doc. Frantiska Novotného. Milan Pala je
nositelom oceneni zdomacich a medzinarodnych
sutazi, medzi ktoré patri napr. Concourse Moderne
Riga, Leos Janacek Competition Brno, Bohuslav
Martint Competition, Anglo-Czecho-Slovak

Trust London atd. Pocas $tudia sa zucastnil

na viacerych medzinarodnych majstrovskych
kurzoch u osobnostf ako V. Spivakov, S. JaroSevi¢
alebo J. Guillou, s ktorym spolupracoval aj

ako interpret jeho diel. Ako sélista ucinkoval

so Stétnou filharméniou Brno, so Slovenskou
filharmoniou, Symfonickym orchestrom
Slovenského rozhlasu, Rozhlasovym orchestrom
Kiev, Petrohradskym kongresovym orchesterom,
Petrohradskym filharmonickym orchesterom,
Capella of St. Petersburg a dirigentmi ako
Theodor Guschlbauer, Howard Arman, Alexander
Cernusenko, Leos Svarovsky, Ondrej Olos,

David Svee, Peter Gribanov a inf. Koncertoval

vo Svajdiarsku, Francutzsku, Rusku, na Ukrajine,
Nemecku, Rakusku, Malte. V poslednej dobe nahral
komplety huslovych sonat Brahmsa a Beethovena
(s L. Fancovicom/Pavlik Records) a koncerty
Szymanowského a Berga (SOSR, M. Lejava)

V 1.2009 zfskal Cenu Ludovita Rajtera. Cenu udeluje

Hudobné centrum mladej osobnosti slovenskej

hudby. Milan Pala je len druhym drZitelom tejto
ceny, kedy bola prvykrat udelena v roku 2006 a ziskal
ju nielen za vynimoc¢né interpretacné kvality, ale aj
za svoj ojedinely pristup k slovenskej hudbe, ktoré si
prostrednictvom jeho strhujiceho podania ziskava
¢oraz vacsiu pozornost nielen na domécich, ale aj
zahrani¢nych podiach.  www.milanpala.com

Ivan Palovi¢ (viola, SK) — $tudoval hru na
husliach na Konzervatoriu v Bratislave (J. Kopelman,
B. Warchal ml, F. Torok). Neskor pokracoval v studiu
hry na viole na VSMU (J. Hoek), na Hochschule
fur Musik und Theater ako Stipendista $vajCiarskej
vlady (N. Corti) a postgradualne na Mozarteu
(P.Langgartner). V roku 2011 ukonc¢il doktorandské
gtadium na VSMU. V rdmci medzinarodnych
interpreta¢nych kurzov spolupracoval

s renomovanymi pedagogmi ako M. Mincev,
S.Fuhrlinger, N.Imai, U. Eichenauer. Pedagogicky
posobi na Katedre strunovych a dychovych
néastrojov VSMU a na Konzervatoriu v Bratislave

Je drzitelom viacerych ocenenf z medzinarodnych
sutazi. Spolupracuje s viacerymi domacimi,

resp. zahrani¢nymi profesionalnymi orchestrami
(o.i. Komorni sélisti Bratislava, Unici Ensemble,
Orchestra Sinfonica ,A. Scontrino”). V sezbne
2003/2004 posobil ako ¢len Slovenskej filharmonie.
Pravidelne sa predstavuje publiku ako solista,
respektive komorny hraé. V roku 2005 sa predstavil
ako ¢len Arensky kvarteta v Tonhalle Zurich, resp.

s Moyzesovym kvartetom v ramci cyklu Slovenske]
filharmonie. Ako ¢len Ghega kvarteta sa podielal
na audionahravkach a televiznom dokumente pre
ORF. Sdlisticky a v komornom duu s J. Palovi¢ovou
realizoval nahravky pre Cesky rozhlas a Slovensky
rozhlas. V roku 2013 participoval na CD komornych
diel J. Hatrfka Impastamenti sottili. Solisticky
vystupil so Statnou filharmoéniou Kosice, SKO Zilina,
SOSR-om pod taktovkou O. Dohnényiho, M. Lejavu,
T.Hanusa. Popredné miesto v jeho repertoéri
zastava slovenska hudba (Godér, Szeghy, Hatrik,
Machajdik, Zagar, Bernath ad.)

Jordana Palovi¢ova (klavir, SK) — $tudovala
na Konzervatoriu v Bratislave (J. Masinda), na
VSMU (D. Varinska), na Royal College of Music

v Londyne (Y. Solomon) a na Musikhochschule
Lubeck v Nemecku (J. Toce). V r. 2002—2004
bola stipendistkou DAAD. V r&mci majstrovskych

kurzov spolupracovala s vyznamnymi pedagogmi
(L.Berman, G. Sandor, E. Indji¢, J. Wijn,

M. Lap$&ansky, P. Toperczer). Posobf ako docentka
na Katedre klavesovych néstrojov a cirkevnej hudby
HTF VSMU. Je drzitelkou mnohych domécich

i zahrani¢nych ocenenf, vratane Ceny Jana Cikkera
Nahravala pre spolo¢nost MUSICA, Hudobny fond,
Hudobné centrum, Pavlik Records, Slovensky
rozhlas, STV, Cesky rozhlas, CT, Norddeutscher
Rundfunk. Pri prilezitosti 100. vyrocia narodenia

J. Cikkera nahrala CD s jeho s6lovymi dielami

a Concertino pre klavir a orchester op. 20. V roku
2014 vydala CD Jdan Cikker. Piano Works spolo¢nost
Toccata Classics. Zatial poslednou nahravkou

je Hommage & Rostropovic s E. Prochacom
Solisticky, aj ako komorna hracka sa predstavila

na festivaloch doma iv zahrani¢i (BHS, Melos-
Etos, Nové slovenské hudba, SFKU Zilina, Festival
peknej hudby, Konvergencie, Levocské babie leto,
Dni hudby Felixa Mendelssohna-Bartholdyho,
Cambra de Musica, Pulse Festival, Cheltenham
International Festival of Music, Sibelius Week,
ARMONIE DELLA SERA). V oblasti komornej hry
spolupracovala so Sirokym spektrom partnerov
(Moyzesovo kvarteto, Solamente naturali, G. Knox,
V.Mendelssohn, I. Palovi¢, M. Rysanov, S. Tandree,
J. Lupték, E. Prochac, I. Karsko, M. Pala, M. Potokar,
J. Tomka, V. Vonasek, |. Gabrigova, E. Suskova

a i) Uginkovala s poprednymi slovenskymi

a zahrani¢nymi orchestrami (Slovenska filharmonia,
SOSR, Cappella Istropolitana, SKO Zilina, Statna
filharmaénia Kosice, Symfonicky orchester VSMU,
VSMU Modern Orchestra, Moravské filharmonie
Olomouc, Prazska komorni filharmonie, Lambeth
Orchestra, RCM Sinfonietta Orchestra a Lubecker
Philharmoniker.

Katarina Palova (klavir, SK) — po ukonc¢eni
gymnézia Studovala hru na klaviri u Ludmily
Frariovej a dirigovanie pod vedenim Stefana
Sedlického na Konzervatériu v Ziline. V §tudiu
pokrac¢uje na JAMU v Brne v triede lvana Gajana
Absolvovala majstrovske kurzy u E. Indjica,
I.Kahanka, J. Jiraského, A. Vlasakovej, A. Serdara

a M. Palu. Pocas studia sa zucastnila viacerych
domacich i medzindrodnych sutazf (3. cena Sutaz
Studentov slovenskych konzervatorii, cestné
uznanie Medzinarodné klavirna prehliadka v Prahe)



Anton Popovi€ (dirigent, SK) — $tudoval

na Konzervatériu a na VSMU v Bratislave

a na Krélovskom konzervatériu v Haagu. Premiérovo
uviedol pocetné diela slovenskych skladatelov
(V.Godar, P. Zagar, M. Bazlik, V. Bokes, D. Matej,

M. Burlas, M. Piagek, M. Betko, V. Sarigsky, A. Seban,
L. Cekovské, L. Borzik a d.) i svetové premiéry diel
kanadského autora P.Michauda a holandského
skladatela M. Hamela. DIhodobo spolupracoval

s0 stborom sucasnej hudby VENI, s komornym
orchestrom Mladf bratislavski sélisti, hostoval

na ¢ele komornych a symfonickych orchestrov

v Ceskej republike, Madarsku, Polsku, Bielorusku

a Nemecku. Ako dirigent sa podielal na Uspesnych
nahrévkach hudby k filmom (Polojasno, Zdhrada,
Krajinka, Ndavrat idiota, Vsetci moji blizki, Tanec
medzi ¢repinami, 38 — filmovd pocta hokejovej
legende). Uginkoval na medzinarodnych hudobnych
festivaloch (Melos-Etos, Dni starej hudby, Letné
slavnosti starej hudby v Prahe, Concentus Moraviae,
Radio_Head Awards, Letny hudobny festival Chorin
ai).Vjeho skladatelskej tvorbe prevliadaju scénické
kompozicie — balety, hudby k divadelnym hram

a tane¢nym predstaveniam a filmom.

Robert Roth — jedna z najvyraznejsich osobnosti
slov. divadla. Za¢inal v Detskej rozhlasovej
dramatickej druzine, neskér vystudoval hudobno-
dramaticky odbor na Konzervatoriu v Bratislave

0d r.2000 je hercom Cinohry SND. V tom istom
roku ziskal nominaciu na ocenenie DOSKY za

rolu Ariela v Shakespearovej Burke. V SND hral

aj v dalsich Shakespearovych hrach (Antonius

a Kleopatra, Trojkralovy vecer alebo Co len cheete),
na Shakespearovskych slavnostiach v Kupcovi
bendtskom (Gratiano). Stvarnil Jarryho Tatka

Ubu, za ktorého ziskal v Cesku cenu za herecky
vykon, Arthura v Mrozekovom Tangu, za Sabrina

v adaptacii Dostojevského proz (Cudzia zena

a muz pod postelou) bol nominovany na DOSKY
2006. V r.2008 ziskal DOSKY za postavu Hamleta
v SND. Je drzitelom Ceny Nadacie Tatra Banky za
umenie 2008. Predstavenie Cinohry SND Hollyroth
ziskalo ocenenia Specialna Cena poroty a Cena
Studentskej poroty na festivale Nova Drama 2010
Rovnaky titul ziskal DOSKY 2010 za najlepsi muzsky
herecky vykon a najlep$iu inscenaciu sezony
2009/2010.V r.2010 dostal Kristalové kridlo

v kategorii Divadlo a audiovizualne umenie. Hrava

i mimo domovského divadla: v Gogolovych Hrdcoch
¢i Shepardovej hre Posadnuti Idskou (Bratislavské
mestské divadlo, Divadlo a.h.a). Hral vo filme
Vladimira Moravka Hrubes a Mares su kamarati do
dazda. Spolupracuje s rozhlasom, nacital roman

M. Hvoreckého Eskorta. Je znamy aj ako originalny
hudobnik. S Konvergenciami spolupracoval na
projektoch Pribeh vojaka a Svedectvo

Daniel Rowland (husle, NL) — popredny
holandsko-anglicky huslista, Ziak Viktora
Libermana a Igora Oistracha, ma za sebou
spolupracu s osobnostami ako H. Krebbers, . Gitlis,
P Leschenko, H. Holliger, D. Upshaw, M. Nisinman,
ale tiez Elvis Costello. Je zndmy ako charizmaticky
sélista, komorny hra¢ a umelecky veduci.
Debutoval Cajkovského Huslovym koncertom

v amsterdamskom Concertgebouw, U¢inkoval

v koncertnych salach ako Carnegie Hall (New
York), Royal Albert Hall (Londyn) alebo Gulbenkian
(Lisabon). Je vasnivym propagatorom stc¢asnej
hudby, drzitelom Ceny Brahmsovej spolo¢nosti
(Baden-Baden) a castym hostom prestiznych
festivalov komornej hudby v Kuhmo (Finsko),
Stellenbosch (Juhoafricka republika), Risor (Norsko),
Sonoro (Rumunsko), Osnabruck (Nemecko),
Oxford (UK), Chicago ¢i Rio de Janeiro. The Stift
International Music Festival (Holandsko), ktorého je
zakladatelom a umeleckym riaditelom, mé za sebou
uz 10 ro¢nikov. V juli 2007 sa stal prvym huslistom
Brodsky String Quartet. Od roku 2012 posobf

v stibore London Conchord Ensemble. D. Rowland
je profesorom huslovej hry na Royal College of
Music v Londyne, u¢f na majstrovskych kurzoch po
celom svete. Je hostujucim koncertnym majstrom
Symfonického orchestra BBC (BBCS0), Skotskeho
komorného orchestra a Mahlerovho komorného
orchestra. Hra na néstroji z dielne cremonského
majstra Lorenza Storioniho z roku 1776
www.danielrowland.com

Martin Ruman (viola, SK) — $tudoval na
Konzervatériu v Bratislave (K. Klatt), na prazskom
konzervatoriu (K. Dolezal) i na VSMU v Bratislave
(J. Hosek). Pocas studia v Prahe vystupoval ako
solista a komorny hra¢ v ceskom rozhlase a televizii
Koncertoval s prazskymi stibormi (Komorny
orchester Pavla Haasa, orchester Berg a. i), stal

sa laureatom Sutaze studentov konzervatorif

SR, medzinarodnej sutaze Talenty pre Europu,
Sutaznej prehliadky konzervatérif CR. Zagastnil sa
majstrovskych interpreta¢nych kurzov pod vedenim
umelcov Gilad Karni, Hariolf Schlichtig, Atar Arad,
Mikhail Zemtsov, Julia Dinerstein, Vladimir Bukac,
Stephanie Baer a. i. Ako solista sa predstavil so
Sinfoniettou Bratislava, SKO B. Warchala a so
Slovenskou filharmoniu. Spolupracoval s umelcami
ako Shmuel Ashkenasi, Zhou Qian, Yury Revich,
Andrés Afazco, Naaman Wagner, Jozef Luptak,
Boris Lenko, Milan Pala, Marian Svetlik, Thomas
Auner a Juraj Tomko. V st¢asnosti Studuje na
Hudobnej a umeleckej univerzite mesta Vieden.

Nora Skuta (klavir, SK) — zakladajuca ¢lenka
stiboru Opera Aperta patri v sti¢asnosti medzi
najvyznamnejsich medzinarodne aktivnych

slov. klaviristov. Je vyhladavanou komornou

i s6lovou hrackou a zanietenou interpretkou
sucasnej hudby. Pravidelne vystupuje na
medzinarodnych festivaloch, v st¢astnosti Uzko
spolupracuje so stuborom Osterreichisches
Ensemble fur Neue Musik. V r. 2006 nahrala pre
vydavatelstvo Hevhetia na SACD Sondty a interludid
Johna Cagea, ktoré vysoko hodnotila domaca

i zahrani¢na kritika. CD bolo v Londyne vybraté do
knihy renomovaného kritika BBC Music Magazine
Rogera Thomasa 1001 Classical recordings you
must hear before you die

Marian Svetlik (husle, SK) — studoval na
Konzervatoriu v Ziline a na JAMU v Brne. Z¢astnil
sa na viacerych domaécich i zahrani¢nych kurzoch
(A.Moravec, M. Jelinek, F. Novotny, S. Yarosevic,
B.Henri Van de Velde). Ako solista Uc¢inkoval

50 SKO Zilina, Janckovym akademickym
orchestrom v Brne a Symfonickym orchestrom
slovenského rozhlasu. Bol ¢lenom sl. kvarteta
Icarus Quartet, s ktorym ziskal viaceré ocenenia
na sUtaziach komornej hry a ¢clenom SKO
B.Warchala. V st¢asnosti je koncertnym
majstrom Symfonického orchestra Slovenského
rozhlasu. Marian Svetlik, ktory je jednym

z najdisponovanejsich a najuniverzalnejsich
huslistov svojej generéacie, pdsobi tiez ako solista
a komorny hrac



Ondrej Saray (zbormajster, SK) — Studoval
orchestralne dirigovanie na konzervatériu a na
VSMU v Bratislave. Ako dirigent sa predstavil

v dvanastich krajinach Eurdpy, v Kanade, Afrike

a USA. Spolupracoval s vyznamnymi slovenskymi
orchestrami (Slovenska filharmonia, Statna
filharmonia Ko$ice, Statny komorny orchester
Zilina. Realizoval nahréavky pre Slovensky rozhlas,
Slovensku televiziu a BBC Londyn. Popri dirigovani
posobf ako pedagog na HTF VSMU v Bratislave

Viliam Voj¢ik (lesny roh, SK) — studoval hru na
lesnom rohu na kosickom Konzervatériu (M. Hubner)
ana VSMU (J. Budzak). V hre na tomto néstroji sa
zdokonaloval na majstrovskych interpretacnych
kurzoch (A. Frydrich). Po skon&eni studif tcinkoval
na réznych festivaloch, podielal sa na vzdelavacich
projektoch, nahravkach, interpretac¢nych kurzoch

a koncertoch so subormi ako Quasars Ensemble,
VENI ensemble, ale tiez komornymi zoskupeniami,
ktoré sa zaoberaju hrou na dobovych nastrojoch
(Solamente naturali, Musica aeterna, Musica florea,
Orpheo Orchestra Budapesta d.) Vr. 1997 bol

V. Vojc¢ik sélovym hornistom v Hudbe prezidenta
Slovenskej republiky, kde ako prvy uviedol Koncert
pre lesny roh a dychovy orchester Adama Hudeca
0Od r.2010 posobi ako solovy hornista v Slovenskej
filharmonii

Peter Zwiebel (viola, SK) — $tudoval na

kogickom konzervatoriu (1. Paulinova), na VSMU

v Bratislave (J. HoSek) a vo Svajciarskom Bazileji

(Ch. Schiller). V roku 1998 sa stal laureatom

Sutaze Studentov slovenskych konzervatorif
Absolvoval kurzy komornej hudby u La Salle
Quartet (W. Levine, S. Hamann). V roku 2001 sa

stal zakladajucim ¢lenom Zwiebelovho kvarteta,
ktorému bola v raktiskom Reichnau udelena cena
Thomastik Infeld Preis. Od roku 2004 posobf ako
veduci violovej skupiny Slovenského komorného
orchestra Bohdana Warchala a je aktivny aj v sibore
Ostravska banda, s ktorym uvadza diela stic¢asnych
skladatelov. Spolupracoval so svetoznadmymi
skladatelmi ako Steve Reich, Bent Serensen, Gavin
Bryars, Kaija Saariaho, Michael Jarrell, Toshio
Hosokawa, lvan Buffa, s hudobnikmi ako Marek
Zwiebel, Dalibor Karvay, Ewald Danel, Igor Karsko,
Daan Vanderwalle, Petr Kotik, Zsolt Nagy. Ako sélista
vystupoval so Slovenskym komornym orchestrom,

so Slovenskou filharmoniou, so Statnou
filnarmoniou Kosice a s Quasars Ensemble. V ramci
koncertnych turné navstivil Cesko, Polsko, Litvu,
Bulharsko, Nemecko, Rakusko, Portugalsko, Rusko,
Japonsko, Juznui Kéreu, USA. Spolupracuje s Melos
Ethos Ensemble a pravidelne uvadza skladby
sucasnych skladatelov pre violu (Gavin Bryars,
Marek Kopelent, Vladimir Bokes, Jozef Podprocky,
Ivan Buffa, Luk&s Borzik)

Spevécky zbor Echo — zaloZil v roku 1987 zo
starsich ¢lenov Bratislavského detského zboru jeho
umelecky veduci a dirigent Ondrej Saray. Repertoar
telesa obsahuje diela vsetkych stylovych obdobf, od
renesan¢nych majstrov az po su¢asnost. Osobitnu
Cast repertodra predstavuju diela slovenskych
skladatelov, z ktorych viaceré boli venované prave
tomuto zboru. Mladeznicky zbor Echo pravidelne
koncertuje na domécich a zahrani¢nych pédiach
Spolupracoval na viacerych projektoch so
Slovenskou filharmoéniou, Slovenskym komornym
orchestrom Bohdana Warchala, Capellou
Istropolitanou, siborom starej hudby Musica
aeterna, Damskym komornym orchestrom, SKO
Zilina, Bratislava Symphony Orchestra a s Orchestre
de chambre de Toulouse.

Gringolts Quartet — tvoria vynikajuci rusky
huslista llya Gringolts, rumunska violistka Silvia
Simionescu, arménska huslistka Anahit Kurtikyan
a nemecky violoncelista Claudius Herrmann.
Clenov Gringolts Quartet, ktory sfdli v Zurichu,
spéaja vaser pre komornt hudbu, vysoké naroky
na seba i repertodr a radost zo spolo¢ného
vystupovania. Za osem rokov existencie mal
stbor moznost spolupracovat s vyznamnymi
umelcami (Leon Fleischer, Jorg Widmann, David
Geringas, Eduard Brunner, Alexander Lonquich),
mé za sebou vystUpenia na najznamejsich
svetovych podigdch (Menuhin Gstaad Festival,
Salzburgerfestspiele), precestoval Eurépu, Aziu,
Australiu i USA. Popri klasickom repertoari pre
slacikoveé kvarteto sa ¢lenovia Gringolts Quartet
venuju aj interpretécii sicasnej hudby (Marc-André
Dalbavie, Jorg Widmann, Jens Joneleit). V roku
2011 vydali debutovy album na labeli Onyx, ktory
obsahoval kompletné slacikové kvartetd a klavirne
kvinteto od Roberta Schumanna. V roku 2014 im
vo vydavatelstve Orchid Classics vysli kompletné

slacikové kvartetd a klavirne kvinteto Johannesa
Brahmsa. Nahravka bola vysoko hodnotené kritikmi
i posluchae¢mi. Clenovia Gringolts Quartet hraju

na vzacnych hudobnych néastrojoch zo 17.a 18
storocia. llya Gringolts na Stradivarkach z roku 1718,
Anahit Kurtikyan na husliach Camillo Camilli z roku
1733, Silvia Simionescu na viole Jacoba Januaria
z roku 1660 a Claudius Herrmann na Magginiho
violon¢ele z roku 1600. Ide o nastroje zo zbierky
kniezata Golicyna, na ktorych boli premiérované
Beethovenove neskoré kvarteta.
www.gringoltsquartet.com

Isabelle van Keulen Ensemble — stbor, ktory
tvorf bandoneonista Christian Gerber, klaviristka
Ulrike Payer a kontrabasista Rudiger Ludwig,
vznikol v roku 2011 z iniciativy huslistky Isabelle
van Keulen a je zamerany na tango nuevo a hudbu
Astora Piazzollu. Poc¢as relativne kratkej kariéry

sa teleso predstavilo na prestiznych podujatiach
(Concertgebouw Amsterdam, Rheingau Music
Festival, Schleswig Holstein Festival a d.) V roku
2013 vydal stibor svoje prvé CD a DVD Tango!
(Challenge Classics), ktoré sa stretlo s pozitivnym
prijatim kritiky a ziskalo viacero ocenent. Uspech
viedol k pozvaniam na zahrani¢né turné do Velkej
Britanie, Svajciarska a krajin Beneluxu. Na jeseri
2015 nahral Isabelle van Keulen Ensemble svoj
druhy album, ktory len potvrdzuje jeho kvality
technickd dokonalost a schopnost uchopit
intenzivne emacie a krasu Piazzollovej hudby

a pretransformovat ich do bezprostredného zazitku
wwwi.isabellevankeulen.com
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Vdaka sluzbe Online timoénik si nepocujici a pocujuci navzajom bez problémov
porozumeju viade tam, kde to doteraz nebolo mozné.
PretoZe v najlepsej sieti #nicniejenemozne
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Petrovi Bednarovi / Agnesovi Snopkovi / Zuzane Sajgalikovej
Rastislavovi Senkirikovi / Tatiane Svrékovej / Stefanovi Bibetiovi

Martinovi Pagkovi / Zuzke Zacharovej

tim festivalu/ the festival team
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na Pedagogickej fakulte Univerzity Komenského.
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Zuzana Cigelova
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na dalsie vynimoéné stretnutia
s komornou hudbou
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11/11/2016 velky evanjelicky kostol, panenska

fine arts quartet "/ robert cohen & jozef luptak

franz schubert / siasikové kvinteto C dur D956 (op. posth. 163)
String Quintetin C Major D 956

philip glass / witold lutostawski

16 = 18/02/2017 velké koncertné étadio sro
jerusalem quartet ™™

igor karsko/jozef luptak/milan pala/peter biely/nora skuta ad

béla bartok / kompletné slacikové kvarteté a komorna hudba
complete string quartets & chamber music
16. 2. 2016 /Klavirne kvinteto, Kontrasty / Piano Quintet; Contrasts %
= \
17.2.2016 /slacikové kvarteta ¢. 1, 3, 5/ string quartets no. 1, 3,5
18 2.2016 /slacikové kvarteta €. 2, 4,6/ string quartetsno. 2, 4,6



