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sprievodny program festivalu / festival warm-up events

utorok 11/09/2018 / 19:00 / kaviaref artforum
tuesday / café artforum

¢itanie o hudbe s robertom rothom / vstup voiny / free entry

robert ROTH rozprava&/narrator / andrej SUBA vyber textov z roméanu Uhorsky Simplicissimus/selection of texts
stano PALUCH husle/violin / maridn FRIEDL ludové pigtaly/folk whistles

$tvrtok 13/09/2018 / 19:30 / kino lumiére

thursday / cinema lumiere
varga/ rezia/director softa MALETZ

program festivalu / program of the festival

pondelok 17/09/2018 / 19:00 / velky evanjelicky kostol
monday / great evangelical church
iva bittova/ (folk) songs/marian varga & luciano berio

iva BITTOVA spev, husle/voice, violin / ivica GABRISOVA flauta, pikola/flute, piccola / branislav DUGOVIC kiarinet/clarinet
maria KMETKOVA harfa/harp / martin RUMAN viola/viola / jozef LUPTAK violongelo/cello / kiril STOYANOV,

adam DRUGA bicie/percussion / konvergencie quartet marian SVETLIK 1.husle/ 1% violin / andrej BARAN 2. husle/2" violin
martin RUMAN viola/viola / jozef LUPTAK violonéelo/cello / vladislav ,SLNKO" SARISSKY klavir/piano

utorok 18/09/2018 / 20:00 / nové cvernovka
tuesday / new cvernovka
P +L (peter a lucia)/dorota nvotova/jakub ursiny/talent transport

dorota NVOTOVA spev/voice / jakub URSINY spev/voice
talent transport vladislav ,SLNKO" SARISSKY klavir/piano / filip HITTRICH basgitara/bass guitar / marian SLAVKA bicie/drums

streda 19/09/2018 / 19:00 / klarisky
wednesday / klarisky concert hall
cantar d'amore/ensemble oni wytars

gabriella AIELLO spev, kastanety/voice, castanets

peter RABANSER speyv, barokova gitara, chalumeau, gajdy, umelecky veduci/voice, baroque guitar, chalumeau, bagpipe, artistic director
riccardo DELFINO speyv, harfa/voice, double harp / marco AMBROSINI nykelharfa, drumbla, mandolina/nyckelharpa, jew's harp, mandolin
michael POSCH zobcové flauty/recorders / katharina DUSTMANN perkusie/percussion

$tvrtok 20/09/2018 / 17:30 / design factory
thursday / design factory
akadémia komornej hUdby/vstup volny / free entry

Uginkuju vybrané ansdmble absolventov Majstrovskych kruzov komornej hudby, ktoré sa konali v juli 2018 v Nitre. /
Concert of selected ensembles of students who participated at the Academy of Chamber Music held in Nitra in July 2018.



stvrtok 20/09/2018 / 19:00 / design factory

thursday / design factory

bratislavskd noc komornej hudby/jan levoslav bella/antonin dvorak/
bohuslav martind/eugen suchoi/martin burlas/lubo$ bernath

ebentriocz roman PATOCKA husle/violin / jiff BARTA violongelo/cello / tereza FIALOVA Kiavir/piano
eva SUSKOVA spev/voice / milan PALA husle/violin / martin RUMAN viola/viola
juan-miguel HERNANDEZ can viola/viola / jozef LUPTAK violongelo/cello / jordana PALOVICOVA kiavir/piano

piatok 21/09/2018 / 20:00 / design factory
friday / design factory

alehouse sessions

bjarte eike & barokksolistene

bjarte EIKE umelecky veduci, husle/artistic director, violin / fredrik BOCK gitara, charango/guitar, charango

hans knut SVEEN ¢embalo, harmoénium/harpsichord, harmonium / helge andreas NORBAKKEN perkusie/percussion
johannes LUNDBERG kontrabas/double bass / milo§ VALENT husle, viola/violin, viola / per BUHRE viola/viola
steven PLAYER gitara/guitar / thomas GUTHRIE spev, husle/voice, violin

sobota 22/09/2018 / 15:30 / design factory
saturday / design factory

jedna druhej riekla/koncert pre det
upozornenie: Na detsky koncert sa nevztahuje festivalova permanentka.

janka GAZDIKOVA flauta/flute / branislav DUGOVIC kiarinet/clarinet / boris LENKO akordeén, klavesy/accordion, keyboard
Stefan BUGALA perkusie, vibrafén/percussion, vibraphone / jurajGRIGLAK kontrabas, basgitara/double bass, bass guitar
spectrum quartet / detsky spevacky zbor ZUS v banovciach nad bebravou / simoneta ADAMKOVA dirigent/conductor
hana NAGLIK ilustracie/illustration / daniela MURANOVA animacia/animation / silvester LAVRIK dramaturgia a rézia/director

sobota 22/09/2018 / 19:00 / design factory
saturday / design factory
zjasnené Noc/ludwig van beethoven/johannes brahms/arnold schonberg

alena KROPACKOVA mezzosopran/mezzo-soprano / robert COHEN uk violongelo/cello / dalibor KARVAY  husle/violin
juan-miguel HERNANDEZ can viola/viola / milan PALA husle/violin / andrej BARAN husle/violin
martin RUMAN viola/viola / jozef LUPTAK violongelo/cello / jordana PALOVICOVA Kiavir/piano

nedela 23/09/2018 /19:00 / velky evanjelicky kostol
sunday / great evangelical church
souvenir/reinhold gliére/ottorino respighi/igor stravinskij/piotr ilji¢ &ajkovskij

eva SUSKOVA spev/voice / robert COHEN uk violongelo/cello / juan-miguel HERNANDEZ can viola/viola
milan PALA husle/violin / matyds MEZES husle/violin / martin RUMAN viola/viola / jozef LUPTAK violongelo/cello



Jozef Luptak’s great warmth, generosity and talent for bringing people together, is for me the the very special experience of
Konvergencie. Over many years | have watched with enormous pride and great admiration how Jozef has brought extraordi-
nary developmentto his festival, as he has continued to develop as artist, musician, friend, husband and father, bringing ever
more qualities to Konvergencie. It seems to me that Konvergencie is now vitally woven into the fabric of Slovakian culture; an
adventure within the arts where we can learn from history, react to the present and make exciting steps towards the future.

Being a part of this festival is a great privilege for me. | feel enriched by the artistic collaborations and emotional performing
in such an atmosphere of heartfelt open mindedness that Jozef has created.

Jozef has a desire to share the wonderful and the inspiring with musicians and audience alike. We are a community and
| feel very connected when I'm with you all in Slovakia, and itis a thrill to be a part of Konvergencie.

Wishing you all special moments and memories to take away from Konvergencie 2018 and to continue sharing!
ROBERT COHEN
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Vynimoc&nost Konvergencif pre mna spociva v srde€nosti, Uprimnosti a talente pre zblizovanie ludi, ktory mé Jozef Luptak.
Po¢as mnohych rokov pozorujem s obrovskou pychou a skuto&nym obdivom, ako Jozef buduje svoj festival. SU¢asne sa
neprestal rozvijat ako umelec, hudobnik, priatel, manzel a otec, o kvalitu Konvergencii eSte pozdvihuje. Z mdjho pohladu su
dnes Konvergencie nezmazatelne vpisané do slovenskej kultirnej mapy. SU umeleckym dobroduzstvom, v ktorom sa u¢ime
z minulosti, reagujeme na pritomnost a robime vzrusSujice kroky do buddcnosti.

Byt suc¢astou tohto festivalu je pre mia privilégiom. Citim sa obohateny umeleckymi spoluprdcami a emotivnymi vystipe-
niamiv atmosfére Uprimnej otvorenosti, ktord Jozef vytvoril.

Jozef mé tuzbu, aby sa krasne a inSpirativne momenty zdielali medzi hudobnikmi aj medzi publikom. Sme komunita a ked
som na Slovensku, citim s vami silné puto — byt su¢astou Konvergencif je radost.

Zeladm vam v8etkym, aby Konvergencie 2018 priniesli nezabudnutelné zaZitky a spomienky a pokradujme v zdielani!

ROBERT COHEN




Dobrodruzné cesta festivalu Konvergencie od skromnych zaciatkov po su¢asnost pokracuje uz 19. ro€nikom. Existencia ne-
zavislého festivalu fungujuceho na dobrych medziludskych vztahoch, prindsajiceho kvalitné interpretacné vykony, progresivnu
i atraktivnu dramaturgiu, ktory si chce zaroveri zachovat ludsky a neformalny pristup k publiku i umelcom je pre mna stéle zazra-
kom. Spéjanie je nasou dlhoro¢nou témou a kedze ,konvergovanie” velmi potrebujeme aj v nasej obc¢ianskej spolo¢nosti, ostava
pre nas stale aktualne i v ument, ktoré reflektuje dianie okolo nas. Sme svedkami turbulentnych momentov a nasSou reakciou by
malo byt eSte intenzivnejSie prinaSanie krasy. PretoZze hudba naozaj lie¢i a mé nesmiernu silu. Jednou z tém septembrovej asti
festivalu bude pripomenutie si vyrogia zalozenia Ceskoslovenskej republiky. V rdmci Bratislavskej noci komornej hudby bude-
me spolu so skvelym prazskym Eben triom hrat hudbu Dvoréka, Bellu, Suchoria a MartinG. Na ivodnom koncerte privitame po
prvykrat Ivu Bittovy, s ktorou oslavime jej okrdhle narodeniny hudbou Maridna Vargu, Bélu Bartoka, Vladimira Godara i Luciana
Beria. Pridu tiez skvelf zahrani¢ni hostia a dobri priatelia, britsky violoncelista a méj byvaly pedagdg Robert Cohen, kanadsky
violista Juan-Miguel Hernadéz, vypocut si bude mozné atraktivne projekty renesancnych [Ubostnych piesni stboru Oni Wytars
s fantastickym Marcom Ambrosinim i netradi¢né barokové ,krémové” skladby v projekte Alehouse Sessions, kde okrem vynika-
juceho noérskeho huslistu Bjarteho Eikeho hré aj ,nas" Milos Valent. TeSim sa, Ze prinesieme Styri slovenské premiéry — vratane
so6lovej skladby pre violoncelo, ktor pre mna napisal Marian Varga, no zZial, nestihol som ju uviest pred jeho smrtou. V premiére
zazneju aj piesne, ktoré Vladimir Godar venoval Ive Bittovej a mne, i dve skladby — od Lubo$a Bernatha (Vecny tmel bytia)
a Martina Burlasa (Black Swan), obe venované pamiatke Jana Kuciaka a Martiny Ku$nirovej. Ku Konvergencidam samozrejme
patria aj tentokrat vynikajlci slovenski interpreti: spevacky Eva Sugkova, Alena Kropadkova, huslisti Milan Pala a Dalibor Karvay,
violista Martin Ruman, klaviristka Jordana Palovic¢ova a dalsi skveli hudobnici. Prinesieme tiez muzikal Peter a Lucia s Dorotou
Nvotovou a Jakubom Ursinym, napisany ich otcami, aj premiéru projektu Borisa Lenka pre deti Jedna druhe;j riekla. Caka néas
nesmierne bohaty tyzder hudby.
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Tedim sa, Ze mame aj nové vyzvy: ako posunut nade skisenosti mladym hudobnikom a poméct im vyrast v zrelSie osobnosti.
Aj preto sme zacali intenzivnejSie organizovat majstrovské kurzy zahrani¢nych a domécich intepretov, no najmé kurzy komornej
hudby. Mdme skvelé publikum — vés, ktoré je citlivé, inteligentné a najma otvorené roznym projektom, ktoré prindSame a prave
nase publikum je pre nds obrovskou indpirdciou a povzbudenim ist dalej. Ja osobne sa teSim na kazdy koncert a kazdého inter-
preta i ndvStevnika. A nie je to klisé. Po roku priprav festivalu mam ku kazdému programu Speciélny vztah. Najviac sa vSak v ramci
festivalu tedim, ked vznikaju transcendentné momenty s hudbou, prepojenia medzi interpretmi i publikom a ked su ludia, ktorf
pridu a taktieZ i my umelci obohateni tymito momentmi a chvilami do buducich dnf. Zeldm si, aby nés prepéjala radost a naplnenie
z hudby, ktord je neuchopitelnd, étericka i vecna zarover. Osobné stretnutia a komunikacia st vzacnym obohatenim a zastavenim.

JOZEF LUPTAK

Convergences Festival, now in its 19" year, continues on its adventurous path, from humble beginnings to the present. The
existence of an independent festival functioning on good interpersonal relationships, offering high-quality performances and
progressive and attractive dramaturgy, while at the same time seeking to maintain a human, informal approach to the public
and the artists, is for me a continuing miracle. Connectivity has been our theme for many years, and while “convergence” is
something we need very much in our civic society also, it remains constantly topical for us in art, which reflects whatis going on
around us. We are witnesses of turbulent moments, and our response ought to be a still more intensive affirmation of beauty.
Because music truly is healing and it has immense power. One of the themes in the September part of the festival will be com-
memoration of the anniversary of the foundation of the Czechoslovak Republic. During the Bratislava Night of Chamber Music,
together with the spendid Eben Trio from Prague we will play the music of Dvorék, Bella, Suchor and Martin(. In the introductory
concert we welcome for the first time Iva Bittova: together with her we will celebrate her “birthday decade” with music by Marian
Varga, Béla Bartok, Vladimir Godér and Luciano Berio. There will also be fine guests and good friends from abroad, the British
violinist and my former teacher Robert Cohen, and the Canadian violist Juan-Miguel Hernadéz; we will able to hear attractive
projects of Renaissance love songs from the Oni Wytars ensemble with the fantastic Marco Ambrosini, and untraditional
baroque “pub” compositions in the Alehouse Sessions project, where “our own” Milo$ Valent plays alongside the outstanding
Norse violinist Bjarte Eike. | am happy to say that we are presenting four Slovak premieres, including a solo composition for
violin which Marian Varga wrote for me, but alas, | did not manage to perform it before his death. Also performed in premiere
will be songs which Vladimir Godéar dedicated to Iva Bittova and to me, and two compositions, by Lubo$ Bernath (The Eternal
Bond of Being) and Martin Burlas (Black Swan), both dedicated to the memory of Jan Kuciak and Martina Kusnirova. Needless
to say, on this occasion also we will have outstanding Slovak performers appearing at Convergences: the singers Eva Sugkové
and Alena Kropackova, violinists Milan Pala and Dalibor Karvay, violist Martin Ruman, pianist Jordana Palovi¢ov4, and other fine
musicians. We will also present the musical Peter and Lucia with Dorota Nvotova and Jakub Ursiny, written by their fathers, and
a premiere of Boris Lenko's project for children One Girl Said to Another. There's an immensely rich week of music ahead of us.

I am glad that we also face new challenges: how to pass on our experience to young musicians and help them grow into
more mature personalities. For this reason also, we have begun more intensively organising master courses for foreign and
domestic performers, and especially courses in chamber music. We have a fine public: yourselves, who are sensitive, intelligent
and above all open to the variety of projects which we offer. Our public is an enormous inspiration to us and an encouragement
to go further. | personally look forward to every concert and to each performer or visitor. And that is no cliche. After a year's
preparations for the festival, | have a special relationship to each programme. Most of all, though, what | enjoy in the festival
is those transcendent musical moments which occur, when there is a fusion between performers and public, and both the
visitors and we the artists are enriched by those moments for future days. My wish is that we be linked together by joy and
fulfilmentin music, which is so elusive, ethereal, and at the same time eternal. These personal encounters and communication

are precious, enriching and abiding.
JOZEF LUPTAK



pondelok 17/09/2018 / 19:00 / velky evanjelicky kostol

monday / great evangelical church

iva bittova (folk songs)
marian varga & luciano berio

iva BITTOVA spev, husle/voice, violin

ivica GABRISOVA flauta, pikola/flute, piccola
branislav DUGOVIC «kiarinet/clarinet

méaria KMETKOVA harfa/harp

martin RUMAN viola/viola

jozef LUPTAK violongelo/cello

kiril STOYANOV, adam DRUGA bicie/percussion

konvergencie quartet
marian SVETLIK 1. husle/ 1% violin

andrej BARAN 2. husle/2" violin
martin RUMAN viola/viola
jozef LUPTAK violongelo/cello

vladislav ,SLNKO" SARISSKY klavir/piano




program / Marian Varga (1947—2017)
Piesne (aranzméany V. Sarigsky)
Mimochodom
Nechtiac
Pomo6z mi
Mozno

Marian Varga
Solo Cello for J. L. (2011, premiéra)

Vladimir Godar (1956)
ludové piesne zapisané Bélom Bartékom a LeoSom Janackom
v Upravach Vladimira Godara (vyber)

Vladimir Godar
Sunicko (2018) cyklus zahoréckych piesni pre hlas a violon&elo
venované lve Bittovej (premiéra)
Vychadza sunicko
Svitilo slunécko
Vyskocilo nad Komarno
Zaché&dzaj, suriicko

Luciano Berio (1925—2003)

Folk Songs
Black is the Colour (USA)
I wonder as | wander (USA)
Loosin Yelav (Arménsko)
Rossignolet du bois (Francuzsko)
Ala femminisca (Sicilia)
La donna ideale (Taliansko)
Ballo (Taliansko)
Motettu de tristura (Sardinia)
Malurous qu’o uno fenno (Auvergne)
Lo fiolaire (Auvergne)
Azerbaijan love song (Azerbajdzan)
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,Hlas vyjadruje, kym sme, vyjadruje vsetko, ¢o je v Cloveku, vypovedd o génoch a predkoch, no najmd je v riom
odraz toho, ¢o prdve prezivame. Hlas prezradi nase neistoty a pochybnosti. Ak ho dokdZeme pouZivat dobre, mdme

k dispozicii najbohatsi ndstroj, aky bol kedy stvoreny.” )
IVA BITTOVA

Malivela spolo&ného. Marian Varga raz dokonca v rozhovore vyhlasil, Ze lvu Bittovu povaZuje za lepSiu skladatelku nez seba
samého a dodal, Ze by si vedel predstavit nejaky spolo¢ny projekt. Ten uz, Zial, nestihli. Vlani v lete, 9. augusta (v rovnaky def
ako Sostakovi&) Maridn zomrel. V janudri tohto roka sa v jezuitskom Kostole sv. Frantigka Xaverského v Skalici konala koncertna
oslava jeho narodenin. Chybal na podiu, nesedel ani v publiku, ale aj vdaka bloku hudby, ktort dali dokopy Iva, Vladislav Sarigsky
a Jozef Luptak so stborom Konvergencie Quartet, tam s nami bol. A ako som ho poznal, pacilo by sa mu to.

Styri skladby, ktoré si vybrali a ktoré teraz po prvykrat zazneju v Bratislave, pochadzaju z niekolkych obdobi jeho tvorby.
Zastupuju najma tu jej podobu, ktora mé blizsie ku klasike nez k bigbitu. Je tu ndzvuk neoklasicizmu z vyrazného debutu so
skupinou Prudy (MoZno), dialég s témou vypozi¢anou z Handlovho Organového koncertu ¢&. 5 F dur (Nechtiac), pesnicka Po-
mao6z mi, ktord nahral na dvojalbum Divergencie so slacikovym kvartetom Janko Lehotsky a Kamil Peteraj nanovo pretextoval
pre Ivu Bittovd, aj krdsne klenutéd melédia Mimochodom, klenot z neprdvom trochu zabudnutej platne V3etko je inak. Toto zo-
skupenie muzikantov Marianovu tvorbu déverne pozna a zarovert ma schopnosti pridat k nej nieo vliastné. Preto sa rozhodlo
pripomenut aj jeho oblubu komponovania v realnom ¢ase, ako sdm nazyval svoje s6lové vystipenia. Okrem piesni zahraju aj
improvizéciu vychadzajlcu z jeho tém.

Iva Bittovd mé& na festivale Konvergencie premiéru. Vybrala si pre fiu aj dielo talianskeho skladatela Luciana Beria
(1925—2003). Bolo len otazkou ¢asu, kedy nan narazi, velmi jej totiz sedi. Nie je to nahoda. Taliansky skladatel mal za manzelku
americkd mezzosopranistku Cathy Berberian, ktora dokézala zaspievat vSetko “od primitivneho vr¢ania aZ k anjelskym ténom”.
Folk Songs (1964) lemuju pribeh ich manzelstva. Prvé za¢al Berio komponovat eSte ako Student mildnskeho konzervatoéria,
kde sa spoznali (ona tam bola na tipendiu) a cely cyklus mal premiéru kratko pred ich rozvodom. Zit spolu uz nedokézali,
spolupracovat dalej ano, skladatel pre fiu napisal eSte niekolko skladieb. V tejto spojil tvorbu amerického folkového barda Johna
Jacoba Nilesa so starou [udovou hudbou z Franclzska, Talianska a Arménska, pridal jednu azerbajdzanskd narodnu piesen
plus dve svoje vlastné — La donna ideale a Ballo. Celé kolekcia je expresivna aj intimna. Je to eklekticky mix hudby aj jazykov
umoznujuci spevakovi striedanie réznych hlasovych registrov a vyrazovych poloh.

.Leitmotivom celého cyklu je Zenskd otdzka, najmd tematika Idsky a manZelstva. V textoch je urcitd spojitost, s ktorou sa
da vela kuzlit vtom, Ze chvilu méZem byt mladym dievéatom, vzdpati frflajicou Zenou rybdra cakajicou, kym jej muz pripldva
domov,” povedala Iva Bittov4, ktora Folk Songs uviedla na jar s Filharmoéniou Brno. Orchestralnu verziu zin§trumentoval Berio
v roku 1973, na Konvergenciach si dielo mézete vypocut v pévodnej podobe, v obsadeni pre komorny stbor. Kritik Alex Ross
v knihe o hudbe 20. storocia ponuka hypotézu, Ze obluba citatov, kol&zi a pastiSov u avantgardnej generacie autorov debutujuce;j
po 2. svetovej vojne, vychédzala z jej tuzby po starom svete. ,Moderny eurépsky skladatel si mohol priviastnit tondlnu hudbu
bez toho, aby sa dopustil hriechu komponovania tondinej hudby ako takej. Tento rafinovany kompromis predviedol Berio vo
svojich dvoch dielach s najvaésou bezprostrednou pritaZlivostou: Folk Songs a Sinfonia.”

OLIVER REHAK

marian varga: solo cello pre J. L. (2011)

Pred rokmi, ked sa Marian zacal viac venovat pisaniu ,klasickej hudby”, spytal som sa ho, ¢ by mi nezlozil skladbu pre vio-
lon&elo a slaciky. Povedal, Ze ano, ale skor ako ju napisal priniesol tuto skladbicku, ktora bola bez nazvu. Mal to byt pridavok
k zamysSlanej vacsej kompozicii. Ked som sa na nazov pytal, povedal Solo Cello pre J. L. Hudba obsahuje rychle prelinanie
roznych tém, aleatoriku, tiché zvukové plochy, lyriku striedaju dramatické akordy a na zaver prichadza expresivne vyvrchole-
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nie. Skladba ma svoju logickd vnutornu Struktdru a smerovanie, predstavujem si, Ze takto nejako by ju Marian hral za klavirom
alebo klavesmi na koncerte. Dakujem Ti, Marian, za tento kisok Tvojho umenia a prepad, Ze premiéra prichadza az po Tvojom
odchode. Verim, ze som z n6t pochopil Tvoj zamer. A ak nie, tak mi to vysvetlis neskor.

JOZEF LUPTAK

suni¢ko (2018)
cyklus zadhorackych piesni pre hlas a violonéelo
venované lve Bittovej

Ked bol Gija Kan&eli naposledy v Bratislave, po¢as obeda sa ma spytal (po rusky), ako sa po slovensky povie ,solnce”. Po-
vedal som mu: ,sInko”. Nebol s nim spokojny, v slove mu prekazalo vela spoluhlasok a absencia samohldsok. Uvazoval o eSte
neexistujucej zborovej skladbe, ktorej text by tvorilo slovo ,sInko” v najrozmanitejsich jazykoch. Potom napisal skladbu Lulling
the Sun, kde pouzil 27 verzif tohto slova.

Ked som sa zacal zaoberat zdhorackym folklérom, zistil som, Ze sInko sa povie po zahoracky ,sunko” alebo Castejsie ,sufiicko”.
S tym by bol Gija iste spokojny. Ked som chcel dat nie¢o Ive Bittovej k narodenindm, spomenul som si na zahoracke ,suni¢ko”
a v Blahovej zbierke som nasiel 14 piesni, kde sa ,sunicko” vyskytuje.

Tak som si z nich vybral a vytvoril po dve verzie — pre hlas a violu a pre hlas a violoncelo. Takto si ich méze zaspievat sama
i s Jozkom Luptakom.

VLADO GODAR

“The voice expresses what we are, expresses everything that is in the human being; it testifies about genes and ancestors, but
above all it contains a reflection of what we are living through here and now. The voice betrays our insecurities and doubts. If we're

able to use it well, we have at our disposal the richest instrument that was ever made.”
IVA BITTOVA

They had a lotin common. Marian Varga once even declared in an interview that he thought Ilva Bittovéa was a better composer
than himself, and he added that he could imagine doing a joint project. Alas, they never got round to it. In the summer of last
year, on August 9 (the same day as Shostakovich), Marian died. This year, in January, in the Jesuit Church of St. Francis Xavier
in Skalica, a concert was held to celebrate his birthday. He was missing on the stage, he wasn't even sitting in the audience,
butthanks to the music which Iva, Vladislav Sarigsky and Jozef Luptak put together, along with the Convergences Quartet, he
was there with us. And the man | knew would have liked it.

The four compositions they chose, which will now be heard for the first time in Bratislava, come from different periods in
his work. What they represent especially is that form of his work which was closer to classicism than to big beat. There's the
accent of neoclassicism from his striking debut with the Prady group (Maybe), a dialogue with a theme borrowed from Handel's
Organ Concerto No. 5 in F Major (Reluctant), the song Help Me, which he recorded on the double album Divergences with
a string quartet, and to which Janko Lehotsky and Kamil Peteraj wrote new lyrics for lva Bittovda, and the beautifully arched
melody And By The Way, a jewel from the underservedly rather forgotten record Everything Is Otherwise. This is a grouping of
musicians who know Marian’s work intimately and at the same time have the capacities to bring something of their own to it.
And therefore a decision was made to commemorate his relish for “composing in real time”, as he called his solo performances.
Apart from the songs, the performers also play improvisations emerging from his themes.

Iva Bittova has a premiere at Convergences Festival. She has chosen a work by the Italian composer Luciano Berio
(1925—2003). It was only a matter of time before she discovered him; he suits her very well. This is no coincidence. The Ital-
ian composer was married to the American mezzosoprano Cathy Berberian, who was able to sing everything “from primitive
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howling to the notes of angels”. Folk Songs (1964) traces the story of their marriage. Berio first began composing as a student
in the Milan Conservatory, where the couple became acquainted (she was there on a short-term scholarship) and the entire
cycle had its premiere shortly before their divorce. Though no longer able to live together, they were indeed able to continue
in musical partnership, and the composer wrote a number of further works for her. In this one he combined the verse of the
American folk bard John Jacob Niles with old folk music from France, Italy and Armenia; he added one Azerbaijani national
song and two of his own, La donna ideale and Ballo. The entire collection is expressive and intimate. It is an eclectic mix of
music and languages, enabling the singer to alternate different vocal registers and planes of expression.
“The leitmotif of the entire cycle is the woman question, especially the themes of love and marriage. In the texts there is
a certain connectedness with which it's possible to do some conjuring, in that one moment | can be a young girl, then sud-
denly I'm the grumbling wife of a fisherman, waiting while her husband is sailing home,” lva Bittova says. She performed her
Folk Songs in Spring with the Brno Philharmonic. Berio composed the instrumentation for the orchestral version in 1973; at
Convergences one can hear the work in its original form, composed for a chamber ensemble. In his book on the music of the
20™ century the critic Alex Ross offers the hypothesis that the love of citations, collages and pastiches among the avantgarde
generation of artists making their debuts after World War Il grew from their desire for the old world. “The modern European
composer could appropriate tonal music without committing the sin of composing tonal music as such. Berio demonstrated
this refined compromise in the two works of his with the greatest immediate attractiveness: Folk Songs and Sinfonia.”
OLIVER REHAK

marian varga: solo cello pre J. L. (2011)

Some years ago, when Marian began to devote more time to writing “classical music”, | asked him if he wouldn't like to
compose something for me, a work for cello and strings. He said yes, but before composing it he came up with this little
work, which was untitled. It was to be an addition to the larger work that he had in mind. When | asked about a title, he said
Cello Solo for J. L. The music contains a swift interpenetration of various themes, aleatorics and silent sound surfaces; lyrical
passages alternate with dramatic chords, and at the conclusion there is an impressive climax. The composition has its own
logical inner structure and tendency. | imagine that Marian in concert, behind the piano or keyboard, would have played it in
some such manner as this. Thank you, Marian, for this fragment of your art, and apologies that the premiere is arriving only
after your departure. | believe that | have understood your intention from the notes. And if not, you'll explain that to me later on.

JOZEF LUPTAK

dear little sun (2018)
a cycle of Z&horie-style songs for voice and cello
to lva Bittova

When Gija Kanc&eli was last in Bratislava, over lunch he asked me (in Russian) what solnce, the word for sun, was in Slovak.
| told him, Sinko. He was not satisfied with that: he disliked the many consonants and the absence of vowels in the word.
That gave him the idea for a piece of music, not yet composed, whose text would consist of the word sun in the most varied
languages. Afterwards he wrote Lulling the Sun, where he used 27 versions of this word.

When | began taking an interest in the folklore of the Zahorie region, | disovered that in the Zahorie dialect the sun is called
sunko, or more often suri¢ko. Certainly Gija would be happy with that. When | wanted to give Iva Bittova something for her
birthday, | remembered the suri¢ko and in Blaho's collection | found 14 songs where suni¢ko appears.

So I made my selection of them and composed music for two versions: for voice and viola, and for voice and cello. So that

she herself can sing them with JoZko Luptak.
VLADO GODAR
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v

vychadza sunic¢ko

the dear little sun is coming out
Vychadzéa sunicko spoza lesy,

u$ mja na tych Burech fiic netesi.
Te&iuo mja, ale ug ng,

asnad mna potesi fiegde inde.

V¢éra mi ma miud odkazaua,

Ze by mi puu srca darovaua,

sceua rezat, nemjeua nuz,

sceu sem ji ho po&c¢at, nesceua uz.

Co siméam pro lasku srce trapit,

mam prsteil méj miuéj, ten ji vracim.
Vréacim ji ho, aj ji ho dém,

za jeden prstének desetich mam.

Ked sem k vam chodzivau prez héjicek,
byvauas' ¢ervena jak hrebicek.

F¢il si bleda jako scena,

snad sa ti Suhajek vyspat neda.

(ZP 1143, 1-185, 1a-186 — Borsky Mikulag — Stefan Ligka)

svitilo sluné&ko

the sweet little sun’s been shining
Svitilo slunécko

na pravé polednie,

o pulnoci mjesicek.
Komu je najmilsi,

moja najmilejsi,

zarostél nam chodniicek.
Zarostél, zarostél

zelend travicky,

jaju trhat nebudu.
Nemysli, synecku,
Svarny Sohajicku,

7€ j& tvoja nebudu.

(ZP 882,1-143, 1a-141 — Skalica — Jozef Hasa)

vyskodéilo nad komarno
it sprang out over komarno

Vyskocilo nad Koméarno sunicko,
zabolelo moju mild srdécko.

[: Pockaj, mila, zaboli ta eSte raz,
azty mna uz neuvidi$ z vojny vac. :]

Zasadil sem tri stromceky borové,

a to mojej najmilejSej na dvore.

Ked sa ujmu, budes§, mila, s¢astliva,
budem vedet, Zes' panenka poctiva.

Nebudem sa ty fasanky Zeniti,
radsi budem jager-¢ako nositi.
Jager-¢ako, ligotavé kosirky,

uz ja nemam na Osuském frajirky.

(1146, 2-188 — Osuské — Ing. Stefan Jangak)

zachadzaj, suficko

go down, dear little sun
Zachadzaj, suriicko,

za ker malinovy,

skazem dobry vecer, jahoja,
mému frajfrovi.

Skazem mu ho, skdzem
po tej malej musky,

co ona preleti, jahoja,
prez nadasskeé visky.

Mily za horami

a ja z tejto strany,
srdénko zvazané, jahoja,
s trema retazami.

(ZP 189, 1-193; 1a-195 — Osuské, Ing. Stefan Jangak)
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black is the color

Black is the color,

Of my true love's hair,

His lips are something rosy fair,
The sweetest smile

And the kindest hands;

I love the grass whereon he stands.
I love my love and well he knows,
I love the grass where on he goes;
If he no more on earth will be,
“Twill surely be the end of me.
Black is the color, etc.

i wonder as i wander

I wonder as | wander out under the sky

How Jesus our Savior did come for to die

For poor orn’ry people like you and like |,

I wonder as | wander out under the sky.

When Mary birthed Jesus 'twas in a cow stall
With wise men and farmers and shepherds and all,
But high from the Heavens a star's light did fall

The promise of ages it then did recall.

If Jesus had wanted of any wee thing

A star in the sky or a bird on the wing

Or all of God's angels in Heav'n for to sing

He surely could have had it ‘cause he was the king.

¢erna je barva vlast lasky mé

Cernaje barva

vlast mé jediné lasky,
sladce se usmiva,

Usta mé rudé a laskavé ruce;
Miluji zem, na niz stoji.

miluji jej, to on dobre vi,
Miluji zem, po které chodi;

a az zde jednou nebude,
bude to jisté mj konec.

jdu sia dumam

Kdyz tak putuju pod hvézdami,

premyslim nad Jezisem Spasitelem,

ktery prisel zemfit pro chudaky jako vy a jé.

Jdu si a dumam tu pod hvézdami,

prfemyslim nad Marii, co v chlévé porodila,

nad mudrci, nad rolniky, nad pastyfi a témi vsemi
a ze kdyz s nebes jasna hvézda padla,

Ze to byl pfislib v&ci, které nastavaly.

A kdyby Jezisek si usmyslel, ze touzi

po hvézdé z nebes nebo po leticim ptaku
anebo at vSichni andélé na nebesich péji,
zajisté by to v8e dostat moh’, nebot on je Kral.
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loosin yelav

Loosin yelav ensareetz
Saree partzor gadareetz
Shegleeg megleeg yeresov
Porvetz kedneen loosni dzov.

Janaloosin
Jan ko loosin
Jan ko golor sheg yereseen

Xavarn arten tchokatzav

Oo el kedneen tchogatzav
Loosniloosov halatzvadz
Moot amberi metch monadz.

Jan a loosin, etc.

rossignolet du bois

Rossignolet du bois,
Rossignolet sauvage,
Apprends-moi ton langage,
Apprends-moi-z a parler,
Apprends-moi la maniere
Comment il faut aimer.

Commentil faut aimer

Je m'en vais vous le dire,
Faut chanter des aubades
Deux heures aprés minuit,
Faut lui chanter: 'La belle,
C'est pour vous réjouir’.

On m'avait dit, la belle,

Que vous avez des pommes,
Des pommes de renettes
Qui sontdans vot'jardin.
Permettez-moi, la belle,

Que j'y mette la main.

Non, je ne permettrai pas

Que vous touchiez mes pommes,
Prenez d'abord la lune

Etle soleil en main,

Puis vous aurez les pommes

Qui sontdans mon jardin.

mésiéek vychazi

Mésicek vychézi za kopcem,

za vr§kem kopce vychézf

a jeho rudé tvar

rozléva zati po zemi.

O mésici

jen krasné svit

a namir tu svou rudou zar

tam, kde predtim byla jenom tma.

V8ude na zemi byla tma,
v8ak mésice ji vyhnal svit
do temnych mrakd.

O mésici...

slaviéku z temnych lest

Slavi¢ku z temnych lesa,
divoky slaviku,

nau¢ me zpivat,

tak jak to umi$ jenom ty.
Nau¢ meé umeénf lasky,
jediné spravné, to jediné spravné.
M&zu ti fici rovnou:

zpivej své divce serenady
o druhé hodiné ranni,
zpivej ji: ,Draha ma,
zpivém ti pro libost

pro libost ti zpivam.”

Rikali, mila moje,

Ze krdsné plody ma,

Ze plody renet skryva.

Tvé sladké zahradka,

nechej mé drahd méa

se s nimi poté&sit, potézkat nejhezei

Ne, nenecham té ja

se s nimi potésit,

stdhni mi z nebes sluni¢ko

a mésic a potom snad

t€ necham potézkat.

Renety, co rostou v zahradé mé,
co rostou v zahradé mé.

the moon hasrisen

The moon has risen over the hill,
over the top of the hill,

its red rosy face

casting radiant light on the ground.

O dear moon
with your dear light
and your dear, round, rosy face!

Before, the darkness lay
spread upon the earth;
moonlight has now chased it
into the dark clouds

O dear moon, etc.

little nightingale

Little nightingale of the woods,
little wild nightingale,

teach me your secret language,
teach me how to speak like you,
show me the way

to love aright.

The way to love aright

| can tell you straight away,

you must sing serenades

two hours after midnight,

you must sing to her: ‘My pretty one.
This is for your delight

They told me, my pretty one,
that you have some apples,
some rennet apples,
growing in your garden
Allow me, my pretty one,

to touch them

No, I shall not allow you

to touch my apples

First, hold the moon

and the sun in your hands,
then you may have the apples
that grow in my garden



alafemminisca

E Signuruzzu miu faciti bon tempu
Ha iu l'amanti mit'mmezzu lu mari
L'arvulid’'oru e lintinni d'argentu
La Marunnuzza mil'av'aiutari.

Chi pozzanu arrivori ‘nsarvamentu
E comu arriva ‘'na littra

Ma fari ci ha mittiri du duci paroli
Comu ti I'na passatu mari, mari.

la donnaideale

L'omo chi mojer vor piar,

De quattro cosse de'e spiar.

La primiera € com’el &€ naa,
L'altra € se I'e ben accostumaa,
L'altra e como el € forma,

La quarta e de quanto el & dotaa.
Se queste cosse ghe comprendi
Alo nome di Dio la prendi.

ballo

Lalalalalala ...

Amor fa disviare li pit saggi

E chi pit I'ama meno ha in sé misura
Piu folle € quello che piu s'innamura.
Lalalalalala...

Amor non cura di fare suoi dannaggi
Co li suoi raggi mette tal cafura

Che non puo raffreddare per freddura.

motettu de tristura

Tristu passirillanti
Comenti massimbillas.
Tristu passirillanti

E puita mi consillas

A prongi po s'amanti.
Tristu passirillanti

Cand’ happess interrada
Tristu passirillanti

Faimi custa cantada
Cand’ happess interrada
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alafemminisca

Dej ndm nés Pane dobry vitr,

mé laska dneska brazdi viny;
Stézefl mé zlaty, st¥ibrné plachty,

kéz by mél také prizen Svaté Panny.

At se miv poradku vrati zpatky

a pokud psanti jej méa predejit, at
jsou v ném samé dobré zpravy

o tom, jak na mofi Stastny lov mé.

dokonalé zZena

KdyZz si muz usmysli se ozZenit,

na ¢tvero veéci je mu tfeba myslit:
za prvé jeji rodina,

za druhé jak se umi chovat,

za dalsijak urostlé je jeji télo,

za Ctvrté jaké dostane véno.
Pokud v&echny podminky splfiuje,
at si ji ve jménu Bozim vezme.

ballo

Amor ¢inf z moudrych lidi blazny
a prave ti kdo z ngj §ili nejvic,
nejsnéze mijf svij cil,

Amor se neohlizi po Skodéach,
které pacha,

koho jeho $ipy rozniti,

toho neochladf aniled.

motettu de tristura

Pfesmutny slavicku,

jak se mi podobas!
Presmutny slavicku,

uti§ meé zpévem svym!

Kdyz placu pro milého.
Presmutny slavicku,

az se nade mnou zavie zem,
presmutny slavicku,

zapéj mi pisen svou,

az se nade mnou zavie zem.

may the lord send fine weather

May the Lord send fine weather,

for my sweetheart is at seg;,

his mastis of gold, his sails of silver.
May Our Lady give me her help,

so that they get back safely

And if a letter arrives,

may there be two sweet words written,
telling me how it goes with you at sea.

the ideal woman

When a man has a mind to take a wife,
there are four things he should check:
the firstis her family,

the second is her manners,

the third is her figure,

the fourth is her dowry.

If she passes muster on these,

then, in God's name, let him marry her!

dance

Lalalalala ..
Love makes even the wisest mad,

and he who loves most has leastjudgement.

The greater love is the greater fool.
Lalalalala ..

Love is careless of the harm he does.
His darts cause such a fever

that not even coldness can cool it.

song of sadness

Sorrowful nightingale
how like me you are!
Sorrowful nightingale,
console me if you can
as  weep for my lover
Sorrowful nightingale,
when ['am buried,
sorrowful nightingale,
sing this song

when I'am buried
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malurous qu’o uno fenno

Malurous qu’o uno fenno,
Maluros qué n'o cat!

Qué n'ocatn’en bou uno

Qué n‘ouno n'en bou pas!
Tradéra ladérida rero, etc.

Urouzo lo fenno
Qu'ol'omé qué li caul!
Urouz inquéro maito

O quelo qué n'o cat!
Tradéra ladérida rero, etc.

lo fiolaire

Ton qu'ere pitchounelo
Gordave loui moutous,
Lirou lirou lirou ...

Lirou la diri tou tou la lara.
Obio n'o counoulheto

E n'ai prés un postrou.
Lirou lirou, etc.

Per fa lo biroudeto
Me domond’ un poutou.
Lirou lirou, etc.

E ieu soui pas ingrato:
Enlietd'un nin fau dous!
Lirou lirou, etc.

PREKLADY PAVEL DRABEK
ZA POSKYTNUTIE DAKUJEME I. BITTOVEJ

malurous qu’o uno fenno

Nebozak, kdo nemé zenu,
nebohy, ten kdo ji méa

Ten, co ji nema, rad by ji mél
aten co jimé by se ji byl rad zbyl
Lalala...

Stastna je ta Zena,
kterd muze svého ma.
kterd nema zadného
Lalala...

lo fiolaire

Kdyz byvala jsem malicka,
ovecku jsem hlidavala.
Lirou lirou lirou ...

Proutkem jsem ji péasla,
na pastyrka volévala.
Lirou lirou, lirou...

Za pécio ovecku,
fekl si o hubicku.
Lirou lirou, lirou...

Nebyla jsem lakoma,
dala jsem mu hned dva.
Lirou lirou, lirou...

wretched is he

Wretched is he who has a wife,
wretched is he who has not!

He who hasn't got one wants one,
he who has not, doesn't!

Tralala tralala, etc

Happy the woman

who has the man she wants!
Happier still is she

who has no man atalll
Tralala tralala, etc

the spinner

When | was a little girl
I tended the sheep.
Lirou lirou lirou ...

Lirou la diritou tou la lara

I had a little staff

and | called a shepherd to me
Lirou lirou, etc

For looking after my sheep
he asked me for a kiss.
Lirou lirou, etc.

And |, not one to be mean,
Gave him two instead of one.
Lirou lirou, etc.

azerbajdZanska [ibostna pieseii / azerbaijan love song

Dnes je tfeti den mésice, ty m0j smiSku, aj nany naj, nechod na moji zahradku.
Tvoje rty jsou sladké jako med, hej, tvj jazyCek je hladky jak mandle.
Ach divenko, mas uzkounky pas a tvé rty jsou jako poupata kvétd.

Tahnu sebou néklad pSenice, nevér dévce muzi a zen4cdi nejvice.
Jakmile prekroci prah svého domu, zapomene na tebe.

Dévenko nebud zdejsi, hej! Tvij jazycek hladky jako mandle.

Ach divenko, mas uzkounky pas, a tvé rty jsou jako poupata kvétd.

| kdyby byly na svété jen samé krasavice, mUj pohled patfi tobé& nejvice.



utorok 18/09/2018 / 20:00 / novéa cvernovka

tuesday / new cvernovka

P+ L (peter a lucia)
dorota nvotova /jakub ursiny / talent transport

dorota NVOTOVA spev/voice talent transport vladislav ,SLNKO* SARISSKY «lavir/piano
jakub URSINY spev/voice filip HITTRICH basgitara/bass guitar
marian SLAVKA bicie/drums

dezo URSINY hudba/music
alta VASOVA Iibreto/libreto
jan STRASSER texty piesni/song lyrics




P+L

Muzikal P+ L (pocta Romainovi Rollandovi) vznikol v 80. rokoch, no ¢as na jeho premiéru v Malej scéne STU dozrel az v dal-
Som storoci. Tvorca uhrandivej hudby, Dezo Ursiny, sa jeho uvedenia nedozil. Demonahrévku, na ktorej Deza sprevadza na
klaviri Jaro Filip, som pontkala divadlam vy&e tridsat rokov. St na nej piesne s textami Jana Strassera, ktoré podla mia patria
k jeho najlepsim basnam.

Nie je to radostny muzikal s velkym finale: naopak, vSetko sa kon&i vybuchom, pripominajucim teroristické samovrazedné
utoky. Ideu romanu Romaina Rollanda o lske v ¢ase prvej svetovej vojny som rozsirila, dej P+ L siaha cez obe svetové vojny az
po hrozby dneska, postavy v iom plynulo prechadzaju z jedného ¢asu do druhého. Muzikal sa odohrava v podchode, ktory slizi
ako kryt, st v ilom obchodiky, Lucia v iom kresli svoje portréty, kamelot vykrikuje Cerstvé spravy z bojov, nosia sem ranenych,
prichadzaju vojaci po¢as dovoleniek.

Dnes si pripominame hrozy holokaustu, obrazovky nam priblizuju hrdzy vojen a teroristickych Gtokov. V ¢ase, ked som pisala
libreto P+L, sa vracali zmrzaceni a dusevne vykolajeni z Afganistanu do Sovietskeho zvazu, na Namesti nebeského pokoja
v Cine prevalcovali tanky demonétrujucich $tudentov. Na jednej strane chalani, ktori zboZfiuji rovnak hudbu, uznévajd rovnaké
knihy a ver8e, nosia rovnaki médu a na druhej ideoldgovia a generali so svojim Ciernobielym videnim sveta. A generéacie jedna
po druhej dorastaju do veku, vhodnom pre masakry.

Dlho a netispe$ne som obchadzala divadla s kompletnym textom libreta aj s piesfiami a s kazetou s demonahravkou Dezove;j
hudby. Muzikanti, ktori by vedeli vytvorit jej scénickd podobu mali velké finanéné poziadavky, ved vlastne i$lo o spoluautorstvo.
Projekt okrem nevltidneho pohladu na svet bol aj pridrahy. Zmenilo sa to, az ked sa s demonahravkou zoznédmil Dezov syn Kubo
Ursiny, hudba na nej zaujala skupinu Talent Transport, Vladimir ,SInko" Sarigsky zorganizoval zopar koncertov Lekcia Ursiny
a nasledovali predstavenia na Malej scéne.

Obdivujem nasadenie skladatela Sarigského, ktory popri vlastnej tvorbe a povinnostiach venuje svoj &as a energiu zacho-
vaniu tvorby Maridna Vargu a DeZa Ursinyho. Ze s dcérou Jara Filipa Dorotou Nvotovou a DeZovym synom Kubom Ursinym
vystupuje na koncertoch piesni z muzikadlu P+L, a Ze z nadSenej interpretacie Talentu Transport, Kuba a Doroty citit pribeh
so silnym nabojom. Tie piesne st napokon stigastou muzikalového deja, a slova basnika Jana Strassera vyjadruji vnitorné
stavy jeho postav.

Je skvelé, Ze po muzikéloch Neberte ndm princeznti a Niekto ako ja, v ktorych som spolupracovala s J4nom Strasserom
a Dezom Ursinym, sa Dezovi fanusikovia dockali aj albumu piesni z muzikalu P+L.

ALTA VASOVA

P+L

The musical P+L (hommage to Romain Rolland) originated in the 1980s, but it was only in the following century that the time
was ripe for its premiere in the Mala scéna STU. Dezo Ursiny, who created its bewitching music, did not live to see it performed.
I had been offering a demo tape, where Jaro Filip accompanies Dezo on piano, to theatres for more than thirty years. The songs
there have lyrics by Jan Strasser, which in my opinion rank among his finest poems.

This is no joyful musical with a grand finale: on the contrary, everything finishes with an explosion reminiscent of the terrorist
suicide attacks. | extended the idea of Romain Rolland’s novel about love in the time of the First World War. The action of P+L
stretches through both World Wars to the horrors of the present day; the characters pass fluently from one time to another.
The musical is played outin an underground passage which serves as a shelter, with little shops in it. Lucia draws her portraits
there; a newspaper vendor bawls out fresh news about battles; the wounded are brought there, and soldiers on leave come in.



Today we recall the horrors of the holocaust, and our screens give us a close-up view of wars and terrorist attacks. At the
time when | wrote the libretto for P+L, physically disabled and mentally disordered soldiers were returning from Afghanistan
to the Soviet Union and tanks were crushing the demonstrating students on the Square of Heavenly Peace in China. On the
one side, youngsters who adored the same music, praised the same books and poetry, and wore similar clothing; on the other
side, ideologues and generals with their black-and-white view of the world. And one after the other the generations mature
to an age fit for massacres.




For a long time | was going round the theatres unsuccessfully with the complete text of the libretto and the cassette with
the demo recording of Dezo’s music. The musicians who would have been able to create its stage version had large financial
demands; the issue of co-authorship arose. Aside from its jaundiced view of the world, the project was too expensive. That
changed when Dezo's son Kubo Ursiny became acquainted with the demo tape. The Talent Transport group took an interest
in the music, Vladimir “Sinko” Sarigsky organised a few Lekcia Ursiny concerts, and this was followed by performances at the
Maléa scéna.

| admire the enthusiasm of the composer Sarigsky, who along with his own work and duties devotes time and energy to the
work of Maridn Varga and Dezo Ursiny. Itis admirable that he appears at concerts of songs from P+L with Jaro Filip's daughter
Dorota Nvotové and Dezo’'s son Kubo Ursiny, and that the enthusiastic performance by Talent Transport, Kubo and Dorota
make one feel that this is a story with a powerful charge. Those songs ultimately are part of the action of the musical, and the
words of the poet J&n Strasser express the inner states of its characters.

| am glad that, after the musicals Don't Take Away Our Princess and Someone Like Me, where | collaborated with Jan Strasser
and Dezo Ursiny, finally Dezo's fans have been able to hear an album of songs from the musical P+L.

ALTA VASOVA
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talianske renesanéné a ludové piesne o laske

Odkedy je svet svetom a existuje laska, piSu sa o nej basne a piesne ur¢ené srdciam milovanych. Deje sa tak uz tisicrocia
a treba dufat, Zze tomu nikdy nebude inak. Autormi [ubostnych basni a piesni boli krali, trubaduri, muzi i zeny, vaganti, min-
strelovia, maestri di cappella, schudobneni basnici a bezpocet dalSich, ktorych stopy sa, zial, stratili. Zanechali vSak po sebe
nevycerpatelné bohatstvo poézie a hudby, ktorej pocCiatky siahaju niekde do stredoveku.

Zaciatkom 16. storocia bolo v Taliansku zvykom tlacit a predavat hudbu na ndmestiach a uliciach v podobe volnych stranok
(tzv. fogli volanti). Tento zvyk rychlo prebudil neuhasitelny hudobny apetit a udia si takéto skladby hrali a spievali nielen doma,
ale tiez v hudobnych spolkoch, ktorych len v Neapole existovalo okolo roku 1600 vySe stovky. Hlad po hudbe sytili pocetni
skladatelia — Bartolomeo Tromboncino, Giovan Thomaso di Maio, Johannes Hieronymus Kapsberger, Sbruffpappa, Giovanni
Domenico da Nola a mnohf dalsi, ktori zlozili mnozstvo relativne jednoduchych, no chytlavych piesni, ktoré sa zaoberali vac-
Sinou jedinou témou, laskou.

Miesta ako Piazza Castello, Taverna del Cerriglio a Scoglio di San Leonardo sa stali hudobnymi centrami Neapola. Stretavali
sa tu basnici a hudobnici, aby spolu skladali villanelly, ktoré rychlo zludoveli a spievali sa na uliciach a sldvnostiach. Ak sa nie-
ktory z hudobnikov stal u publika zvl&st oblibenym, pozvali ho, aby svoje piesne z ulic a ndmesti zaspieval na dvore. Hoci sa
hudba ,nizsich spolo€enskych vrstiev” tradovala prevazne orélne, nebolo neobvyklé, ak si ju dvorski hudobnici, ako kontrast voci
elitdrskemu flamskemu kontrapunktu, zapisali do nét. Z takto zozbieraného materiélu tvorili potom svoje vlastné kompozicie
zodpovedajuce vkusu doby. Tato hudba mala neuveritelny potenciél, vdaka ktorému si villanella s typickymi paralelizmami
v melédiach a nastrojmi ako colascione ¢i chitarra battente rychlo na$la cestu aj do aristokratickej spolo¢nosti.

Po istom Case sa objavili aj zbierky piesni pre v&etkych, ktori si mohli dovolit spievat a hrat na lutne. Obsahuiju frottoly, canzony,
ballaty, barzelletty, villanelly a madrigaly, ktoré pojednéavaju o laske a s fiou spojenymi radostami i strastami.

V roku 1537 vydal v Benéatkach zijuci nemecky tlaciar Joannes da Colonia prvu tlacent zbierku villanell. Obsahuje patnast
,canzone villanesche” rozli¢nych autorov, ktoré sa stali popularnymi na dlhé roky. Umenie interpretovat tieto piesne spociva
v presvedcivosti, l[ahkosti, virtuozite a bezprostrednosti — musia pdsobit tak, akoby hudobnik hral a spieval svoje vlastné piesne.
V &ase nadvlady polyfonie bola tdto hudba povazovana za znovuozivenie antickej poézie, kde bolo dblezitejsie vystihnutie dra-
matického obsahu nez sofistikovana umeleckost. Podobny spdsob spievania bol v oralnej tradicii znamy v Stredomori uz pred
obdobim renesancie a je tomu tak dodnes. Netrvalo prili§ dlho, kym boli stopy tychto piesn{ (melizmy, rytmické a harmonické
modely, pouzivanie urcitych nastrojov) objavené v ludovej hudbe stredného a juzného Talianska, kde sa stali su¢astou tradicif
siahajucich od 16. storocia az po dnesok.

Medzi ne patri i ritudl, ktorého cielom bolo prostrednictvom frenetického rytmu tarantely vyhnat jed z tela obete. Nemecky
polyhistor a prislusnik jezuitského rddu Athanasius Kircher (1602—1680), ktory vyu€oval a badal na Collegium Romanum
v Rime opisuje vo svojej knihe Magnes sive de arte magnetica opus tripartitum ako prvy fenomén tarantizmu”.

ONI WYTARS

love songs from the italian renaissance and folk tradition

Ever since people have been falling in love, songs or poetry have been written and addressed to the heart of the beloved.
It's been like this for millennia and hopefully will never change. In the past, the authors of these love songs and poems have
been kings, male and female troubadours, vagrant minstrels, maestri di cappella, impoverished poets and countless others
of whom unfortunately all traces have been lost. They have all have left us with an inexhaustible wealth of poetry and music,
whose earliest traces go back to the Middle Ages.
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In Italy, at the beginning of the 16" century musicians started to print and sell music as so-called “flying sheets” (fogli volanti)
in the streets and alleys. Soon this generated an unimaginable appetite for music that people could perform themselves at
home or in so-called “musical circles”, of which, around the year 1600, there existed over one hundred in Naples alone. This
appetite was appeased by numerous composers such as Bartolomeo Tromboncino, Giovan Thomaso di Maio, Johannes Hi-
eronymus Kapsberger, Sbruffapappa, Giovanni Domenico Da Nola and many others, who wrote great quantities of relatively
simple and catchy songs that dealt mainly with one topic: love.

Piazza Castello became the musical centre of Naples, along with the Taverna del Cerriglio and the Scoglio di San Leonardo,
where musicians and poets gathered to compose new villanelle, which the people would make their own, singing them in the
streets and at celebrations. If one of these musicians was especially popular with his audience he would be invited to court to
sing his songs which had already become famous in the streets and town squares. As these compositions from the “lower strata
of society” were merely passed on orally, it was not uncommon that court musicians would note down the melodies they heard
on these occasions to contrast them with the state-of-the-art and elitist “Flemish counterpoint”. From the material collected in
this way they then created their own compositions that met the fashions and tastes of their time. This music had an incredible
potential, and so it was that the profane “villanella” (little peasant song) with its typical parallel melodic behaviour finally found
its way into aristocratic society, and with it instruments from folk music such as the colascione and the chitarra battente.

For the firsttime there emerged songbooks “for everyone”, or atleast for those belonging to that class who could afford to while
away their time playing the lute. These collections contained, among others, frottole (sillinesses, fibs), canzone, ballate, barzellette
(jests), villanelles and madrigals, all of which dwelt on love and the associated pleasures and pains in a most extensive manner.

In 1537, "Joannes de Colonia“, a German printer who lived in Venice, published the first printed collection of villanelle. It
contains fifteen so-called “canzone villanesche” (rural songs) by different authors, which enjoyed huge popularity for many



years. The art of an interpreter of these songs laid in performing them with such great conviction, ease, virtuosity and at the
same time with such touching simplicity that they practically became his own. At a time where polyphony gained more and
more importance, this style was regarded as the perfect rebirth of antique classical poetry, where it was more important to
interpret the often dramatic content than to lose yourself in artistic elaborations. Admittedly, this kind of singing had already
been widespread in the oral tradition of the Mediterranean before the Renaissance, and it still is today.

Athanasius Kircher (1602—1680) was a German Jesuit and polymath who taught and researched at the Collegium Ro-
manum in Rome. His book ,Magnes sive de arte magnetica opus tripartitum” was the first one to document the phenomenon
of “tarantismo”, a ritual where the frantic rhythm of the “tarantella” is supposed to drive the spider’s poison out of its victim's
body — only one of many traditions that have survived into the 20" century, and maybe even until today.

It does not take long to discover the traces left by these songs in today’s Central and Southern Italian traditional music:
the melismatic singing, the rhythmic and harmonic models, even some musical instruments have practically been in unin-
terrupted use since the 16" century and are an inherent part of this folk music. In this new project the ensemble Oni Wytars,
together with the Roman singer Gabriella Aiello, are making this timeless poetry their own and interpret it — as usual in their
own inimitable style.

ONI WYTARS

(Sources: Aurelio Fierro “Le origini di un canto”; Mimmo Liguoro “I| Posteggiatori napoletani”, Roberto De Simone “Disordinata storia della

canzone napoletana”)

alla montanara
anon. trad. Gargano

Comma de'a fari piama’ ,sta donni?

Dirose de'a fari, nu bellu ciardini

vinivi d'intorni lei annammurari

di prete preziosi e ori fini

miezz' ce la cava, na brava funtani

e jajafa’ corril'acqua sorgentivi

‘ncoppa ce lu mette n‘auciello a cantari

cantava e repusava bella dicevi

pivoi so" addivintato n‘auciello

pi fareme, nu sonno accanto a voi bella
madonna.

Me I'ha fatto annammura’

la cammenatura e lu parla’

si bella tununcijve

annammura’ nun me facivi.

Avoie lli, a voie lli, a voie lla,

ah, pinciug, sta ,ncagnata che vuo’ da me?

mammeta lu ssape e lovuo' dice pure a te.
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What must | do to make this woman love me”?
I must plant a pretty rose garden,

and when she walks in it

she will fall in love with me;

with noble gems and precious gold,

and in the middle a fountain with spring water,

I'will put a little bird on it

which sings and invites you to rest.

‘Rest yourself, beauty”, it would sing.

I have become a little bird for you

to rest at your side, beautiful lady,

the pretty way you walk has made me fall
inlove,

and the way you talk;

if you had not come here

' would never have fallen in love with you.

Oh, so you're sulking”? What do you desire
of me?

Your mother knows it well and could tell you,

my girl.

Co urobit, aby ma tato Zena
milovala? V zédhrade vypestujem
ruze, ked do nej vjde, milovat
ma bude. Vzacne kamene,

zlato, uprostred fonténa, na nej
bude vtacik trilkovat od rana.
,Oddychni si, kraska,” zaspieva.
Chcel by som byt tym vtackom,
poznat, ¢o je laska, odpocivat na
krivkach tvojich bokov. Milujem aj
zvuk tvojich krokov, krdsna pani,
milujem tvoj hlas. Prisla si prave
veas, priniesla silasku. Ach, teraz
trucuje$? Co vraj chcem? Viak
dobre vies. Ak nie, opytaj sa mamy,
ked budete sami.
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vurria ca fosse ciaola
Sbruffapappa, 16th cent,, Naples

Vurria ca fosse ciaola e ca volasse
a 'sta fenesta a dirte ,na parola,
ma no ca me mettisse a la gaiola.

E tu da dinto subbeto chiammasse
viene marotta mia, deh viene Cola,
ma no ca me mettisse a la gaiola.

Etiovenesse ethommo returnasse
comm’era primm’ e te truvasse sola,
ma no ca me mettisse a la gaiola.

E po’turnasse a lu buon sinno jatta
ca me n' ascesse pe' la cataratta,
ma no ca me mettisse a la gaiola.

pizzica di san vito
anon. trad. Salento

Non c'era da vini e so' vinutu,

s0' li sospiri tua m'hannu chiamatu.
Ah uelll, mu lu vecu tivini,

mu lu vecu ti nchiana,

mitala manu e siniva.

E si chit beddha tu ti na cirasa,
jata all'amori tua quannu ti vasa.
Ah uelli uelli uell,

la pacchianella mea

quannu chiamu ata vini.

Tili capelli tua so nnamuratu,
livecu tivula ntallu vientu.

Occhi cu occhi,

cu deggi perdil'occhi,

a ci tici mali nuestru scatta lu cori.

Tilu ritornu a di pi n'ata sciata,

alla cumpagnia va, a Santu Vitu va,
alla cumpagnia va sta sirinata.

Ah uelli uelli uella,

n'ata vota statti bona, tu ti me no ti scurda.

Iwish I was a magpie and could fly
to your window, to tell you one little word,
but please don't put me into the cage

Then you would call me from your room:
‘come, my little bird, my jackdaw!”
but please don't put me into the cage

And I would come to you and would return
to human shape,

turn into the man | was before, and I would
find you alone,

but please don't put me into the cage

And later then | would turn into a kitten

And would slip away through the cellar hatch,

but please don't put me into the cage

I came to you with no reason,
itwas your sighs that called me.
Oh love, | see it coming,

I see it growing,

it shakes my hand and leaves.

You are more beautiful than a cherry:
hurry to your beloved when he kisses you.
Oh love, love,

when | call my peasant girl

she must come to me.

With your hair | have fallen in love,
I'see it blowing in the wind

Eve toeye, if | lose my eyes,

may those who condemn us

die of a broken heart

I'will tell you once more,

for everybody and for Saint Vitus

I'am singing this serenade.

Oh love, love,

once again, be fine and forget me not.

Chcel by som byt strakou, aby
som mohol zaletiet k tvojmu oknu
a povedat jediné slovo, ale, prosim,
do klietky ma nedévaj. Zavolala

by si na mfia zo svojej izby: ,Pod
sem, vtacik, moja kavka!” ale,
prosim, do klietky ma nedévaj. A ja
by som prisiel, vratil sa do ludskej
podoby, stal sa muzom a navstivil
ta osamote, ale, prosim, do klietky
ma nedavaj. A potom zase ako
kocurik, usiel by som na povalu

a stade v Siry kraj, ale, prosim, do
klietky ma nedévaj.

PriSiel som za tebou, tvoje
vzdychy ma privolali. Vidim lasku
ako prichadza, rastie, chveju sa
mi ruky. Si krajSia nez Ceresnia,
ponahlaj sa za milym, za jeho
bozkami. Ach, laska, ked zavoldam
svoju pastierku, musi za mnou
prist. Zamiloval som sa do tvojich
vlasov, ked som ich uvidel viat

vo vetre. Zod¢i vodi, stratil som
kvoli tebe hlavu, nech ti, ktori néas
zatracuju, umru na zlomené srdce.
Poviem to zas a znova, vSetkym

i Svatému Vitovi, budem spievat
tuto serenadu. Laska, laska, bud
mila, nezabudni na mna.
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vulumbrella
anon. 15th cent. Ischia

Fatte molla e no cchiu ddura
mo ca si' formosa e bella

ca ogne fica vulumbrella

a 'sto tiempo s'ammatura.

Fatte ddoce e no cchiu amara,
nun te fa’ vedere acerba

e non esser tanto brava,

fatte umile e no superba.

Mo ca e verde la toja erba
e lu munno renovella,

ca ogne fica vulumbrella
a 'sto tiempo s'ammatura.

Mo ca si mmeza ammullata,
e tra fronne faila guerra

n" aspettar ca si’ seccata

e ca cade in chiana terra.

Fa’' ca po’ date se sferra,
ca sl tosta fredda e bella,
ca ogne fica vulumbrella
a 'sto tiempo s'ammatura.

alla femminisca

Be soft, don't be hard any more,

Now thatyou are beautiful and well-shaped,
because every tart fig

ripens in time.

Be sweetand not sour,
don'tshow yourself so tart,
and don't be conceited,

be modest and not arrogant.

Now thatyour herb is green

and the world is becoming new again,
because every tart fig

ripensin time.

Now that you are becoming soft and tender,
in the midst of your leaves,

dont wait until you've dried up

and are falling to the ground.

Lethergo and see to it
thatsheis firm, fresh and pretty,
because every tart fig

ripens in time.

anon. from ,Corpus di musiche popolari siciliane”, Alberto Favara, 1957 Palermo

E Signuruzzu miu faciti bon tempu
haiu I'amanti miu menzu mari
I'arvuli d'oru e li ntinni d'argentu

la Marunnuzza mil'av'aiutari.

Chi pozzanu arrivari 'nsarvamentu.
E comu arriva 'na littra m'ha fari

ci ha mittiri duci paroli

comu til'ha passatu mari, mari.

Lord, let the weather be favourable
for my beloved, out there at sea,

the main mastis of gold, and the yard of silver,

may our lady help him.

So that he will arrive safe and sound
and send me a message directly,

write me sweet words

and tell me how he fared at sea, at sea.

Nech si sladké a nie kysla,

nie neprijemnd, ale mierna.
Zatial si len zelen4, svet sa novym
stéva, vieme, €o to znamena,
kazda figa dozrie raz. Uz méksia
ajemnejsia, lezi§ v listoch,
necakaj az sucha na zem padnes.
Nechaj ju ist a pozriet sa, pevnu,
Cerstvu, peknu, Ze ked pride Cas,
kazda figa dozrie raz.

Pane, kiez je poCasie zhovievavé
k milému tam na mori, hlavny
stazen zlaty a rahno strieborné,
kiez ho ochrafiuje Svata Panna.
Aby, ked dorazi v poriadku

do bezpecia, poslal mi spravu
pInu sladkych slov, ako sa mu
na mori darf.
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maronna nun é cchiu

Giovan Thomaso di Maio, from Canzon villanesche Libro I, 1545 Naples

Maronna nun e cchiu lu tiemp' antico,

a chell’ ausanza ca l'auciell’ arava,
non esser tanto brava, tanto brava,
s'io so' de Sarno e tu si’ della Cava.

Mo so' le fiche n'é tiempo r'amico,
chist'e lu mutto de maramma vava,
tu no cu mico etio manco cu tico,
passaie lu tiempo ca Berta filava.
Mo si,ndurata et io so’ fatto scoglio
e comme la vuo tu cussi la voglio,

io nun so’ fatto scoglio, fatto scoglio,
tu circh'a ,n'ato et io manco te voglio.

che si puo fare

Milady, gone are the old times,

and the custom to plough the field.

Don't think you are better than me

just because | am from Sarno and you
are from Cava.

Now is the time of the ripe figs and not

the time promising happiness, says
grandmother.

Gone are the days when Berta span the yarn,

you don't want anything from me, nor
[ from you.

Now you have become hard, and |

am as of stone, as you wished,

and as you wantit, sodo I.

Go, look for another love, | don't even want
you anymore.

Barbara Strozzi, from ,Arie, opera ottaua”“, 1664 Venice

Che si puo fare?

Le stelle rubelle non hanno pieta.
Che si puo fare s'el cielo non da
un influsso di pace al mio penare?
Che si puo dire?

Da gl'astri disastri mi piovano ogn'or;

che si puo dire se perfido amor
un respiro diniega al mio martire,
che si puo dire?

questi capelli d’or

What shall 1 do?

The sparkling stars have no mercy;,

what shall | do,

when heaven will not grant peace to my pain?

What shall | say?

Misfortune is raining incessantly, down on
me from the stars,

what shall | say

when treacherous love does not grant any
rest to my torment,

what shall | say?

Pre¢ su staré Casy, pani moja,

ked sme zvykli orat pole.

Nemysli, Ze si lepsia, ked my

v Sarne a vy v Cave mate role.

Je Cas na zrenie fig, nie na Stastie,
vravievala stard matka. Pre¢ su
dni priadok, ty nechces ni¢ odo
ma, ja od teba. Stala si sa tvrdou,
ja som sta z kamena,

musime od seba. Tak bude,

ako ti po voli. Chod a hladaj lasku,
za tebou ma viac srdce neboli.

Co si po&at? Ked Ziarivé hviezdy
nemaju zmilovania; ¢o urobit,
ked mi nebesa nedopraju pokoj
v mojej bolesti? Co povedat?
ked nestastie na mra pada

ako dazd z oblohy, €o povedat?
Ked zradn4 laska neda mi pokoja
v stzeni, ¢o len povedat mam?

Giacomo Gorzanis, from Il primo libro di napolitane ariose che si cantano et sonano in leuto”, 1570 Venice

Questi capellid'or e queste trecce,

m’hanno ligato il cor con cento nodi,

ch’'ogni capillo al cor ha mille nodi.

This golden hair and these braids

have bound my heart with a hundred knots,
and each hair around my heart has

a thousand knots.

Zlaté pramene vlasov, mi zviazali
srdce a kazdy vlasok ho zviera
pevne sta tisic uzlov.
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cinquecento catenelle
anon. trad. Tuscany

E cinquecento catenelle d'oro
hanno legato lo tuo cuore al mio.

E I'hanno fatto tanto stretto il nodo
che non si sciogliera né te né io.

E I'hanno fatto un nodo tanto forte
che non si sciogliera fino alla morte.
lersera posi un giglio alla finestra,
iersera 'l posi e stamani gli &€ nato.
O giglio giglio quanto sei crescente,
ricordati del ben ch'io ti vo' sempre.
O giglio giglio quanto sei cresciuto,
ricordati del ben ch'io t'ho voluto.

serenata sulla ceccola
anon. trad. Abruzzo

Quando nascisti tu ne nacque un bel fiore

E le stelle si cambiorno de colore

Tu te arrubisti lu ragge a lu sole
E la luna sifermo di camminare

Amore che m'hai fatto fare
Da quindic’anni m'hai fatto impazzire.

tu dormi

Five hundred little golden chains

have tied your heart to mine.

And they have made the knot so tight

that neither you nor | can undo it.

And they have tied such a strong knot

that it will not be undone until we die.

Last night | puta lily next to the window

and this morning itis budding.

Oh lily, lily, how beautifully you are growing,

remember how dear you will always be to me.

Oh lily, lily, how much you have grown,

remember how dear you have always
beento me

When you were born, a beautiful flower
blossomed,
and the stars changed their colour.

You stole the sun's rays
And the moon paused on her way.

My love, what wouldn't | do for you,
for fifteen years | have been crazy for you.

Patsto malych zlatych retiazok,
priviazalo ku mne tvoje srdce.
Uzol je taky pevny, Ze ho ani jeden
Z nas nerozviaze.

Nik ho nerozviaze az do konca
nasich dni. V€era v noci som dal
do okna laliu dnes rdno uz puci.
Lalia, lalia, ako krasne rasties,
pamataj, ze mivzdy budes draha.
Lalia, lalia, ako krasne si vyrastla,
pamataj, aka si mivzdy bola drahé.

Ked si sa narodila rozkvitli kvety,
ukradla siluce sinku a mesiac
zastal na svojej ceste. Urobil by
som pre teba vSetko, moja laska,
celé roky som do teba zbldzneny.

Bartolomeo Tromboncino, from: ,Tenori e contrabassi intabulati col sopran in canto figurato per cantar e sonar col lauto Libro primo”, 1509 Venice

Tu dormiio veglio a la tempesta e vento

Su la marmorea petra di tua porta.

Tu dormiio veglio e con amaro accento
Ognor chiamo pieta che per me € morta.

Tu dormiio veglio con grave tormento
Né trovo al mio penar chi mi conforta.
Tu dormi riposata senza affanno

E gli occhi miei serrati mai non stanno.

You are sleeping, | keep watch in storm
and wind

on your marble doorstep.

You are sleeping, | keep watch, and
in a bitter tone

I call in vain for mercy.

You are sleeping, | keep watch in great torment,
I find no solace in my misery.
You are sleeping, rested and without any care,
And my eyes will never close.

Ty spi§, ja strazim v burke a vetre
pritvojej mramorovej brane.

Ty spi§, ja strazim, trpko a marne
prosim o zmilovanie.

Ty spi§, ja nie a vo velkom suzeni,
nenachadzam Utechy.

Ty spi$, odpocivas bezstarostne
a moje oCi budu navzdy otvorené.
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la rondinella
anon. trad. Salento

Sutt'acqua e sutta jentu navigamu
e sutta fundu nata lu delfinu

Nui simu dhoi maranci su nu ramu
e tutti e dhoi l'amore nui facimu.

Mamma la rondinella, mamma la rondina,
mammea la rondinella gira vola e se ne va
Vene lu jentu e cotula lu ramu

tenite Ninnella mia se no cadimu

Ca se cadimu nui a nterra sciamu

ca simu de cristallu e ne rumpimu

Beddha ca tie lu sule te lu pingi

ca a mie ne me |'hai fare tanti cangi
Sacciu quanti scaluni nchiani e scinni
e quanti nnamurati all'ura cangi

Ulia cu te lu dau ne vasu 'n canna
dopu vasata cu te vasu ntornu
Ulia cu te dau lu core miu,

non me nde curu ca ieu senza vau

In rain and wind we sail the seas,

and at the sea bottom the dolphin swims.

We are two oranges on a branch,
and we love one another.

Mamma, the little swallow, the swallow,
[tis turning in a circle and flying off.

The wind is shaking the branch,
hold on tight, my girl, or we will fall.
And when we hitthe ground

we will shatter like crystal.

My beauty, you have got the sun,
you are painting it,

butyou need not change it for me,

I know how often you walk up and down
these stairs

and how often you change your admirers
inan hour.

My olive, | wanted to kiss your neck

and then I would have kissed you all around,

I wanted to give you my heart,
and I did not care about the kiss.

V dazdi a vetre plachtime moriami
avjeho hibkach hraju sa delfiny.
Sme dva pomarance, jedna je
vetvicka, laska je Uprimna,

modré je vodicka.

Mala lastovicka kruZzi a odlieta,
odlieta do sveta. Vietor fuka
mocne, krehké je vetvi¢ka drz sa
pevne, kraska, tvrd4 je zemicka.
Ked padneme, rozbijeme sa ako
krigtal. Ziari$ sta since, nemusi§
sa kvdli mne menit.

Dobre viem, ako ¢asto chodia po
vasich schodoch napadnici.

Oliva zelend, bozkaval by som tvoj
krk polubil by som ta celd, chcel by
som ti dat srdce, na bozkoch

mi nezalezi.

VOLNE, NELITERARNE PREKLADY TEXTOV ANDREJ SUBA
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akadémia komornej hudby
chamber music academy




Koncert vybranych ansdmblov absolventov Medzindrodnych kurzov komornej hudby, ktoré sa uz po druhykrat uskutocnili
pod patronatom Festivalu Konvergencie zaciatkom jula v Nitre. Minuly rok sme zazili fantasticky spolo&ny ¢as spoznavanim
komornej hudby a povzbudeni nadSenymi reakciami Studentov sme sa rozhodli pokracovat. Medzi pedagdgmi a lektormi boli
také osobnosti ako huslista Igor Karsko, violon¢elista Jozef Lupték, huslista Juraj Tomka, violista Martin Ruman, ¢i klaviristky
Nora Skuta a Jordana Palovi€ova. Indpircia, prehlbovanie umeleckého vzdelania ako aj dlhodobé skvalitfiovanie hudobnej
edukécie na Slovensku sa stali prirodzenou suc¢astou Konvergencil.

Selected ensembles of participants of the second International Masterclasses of Chamber Music held in July in Nitra per-
form works by Suchon, Ravel, Bartok, Brahms and Reich. Last year we've experienced fantastic time exploring chamber music
and the positive feedback from our students motivated us to continue in our efforts together with great teachers — violinist
Igor Karsko, cellist Jozef Luptak, violinist Juraj Tomka, violist Martin Ruman, pianists Nora Skuta and Jordana Palovic¢ové and
others. Inspiration, advanced artistic skills and continuous development of musical education in Slovakia became a vital part
of Konvergencie.

program / Maurice Ravel (1875—1937)
Ma mére I'oye (Moja matka hus) / Mother Goose pre klavir $tvorrugne/for one piano, four-hands
I. Pavane de la belle (Pavana spiacej krasavice)
IV. Les entretiens de la belle et de la béte (Rozhovory krasky so zvieratom)

alzbeta ZVIJASOVA Kiavir/piano / radka KOVACOVA Klavir/piano

Johannes Brahms (1833—1897)
Hornové trio Es dur op. 40 / Horn Trio, Op. 40

IV. Allegro con brio

gimon PAJTINKA lesny roh/french horn / julia SOJKA husle/violin / alzbeta ZVIJASOVA Klavir/piano

Steve Reich (1936)
Clapping Music

kiril STOYANOV / adam DRUGA

Béla Bartok (1881—1945)
Dué pre dve €eld / Duos for Two Cellos

eliska CONKOVA violongelo/cello / hana JURIKOVA violongelo/cello

Eugen Suchori (1908—1993)
Serenada op. 5 pre dychové kvinteto / Serenade for Wind Quintet, Op. 5
Marcia; Nocturno; Scherzo

radka KOLCUNOVA flauta/flute / barbora SIMANOVA hoboj/oboe / matej VESELKA Klarinet/clarinet
samuel BERCIK fagot/bassoon / §imon PAJTINKA lesny roh/french horn



stvriok 20/09/2018 / 19:.00 / design factory

thursday / design factory

bratislavska noc komornej hudby

bratislava chamber music night

jan levoslav bella/antonin dvorak/bohuslav martint/
eugen suchon/martin burlas/lubos bernath

eben trio* milan PALA husle/violin

roman PATOCKA husle/violin martin RUMAN viola/viola

jifi BARTA violongelo/cello juan-miguel HERNANDEZ“*" viola/viola
tereza FIALOVA kiavir/piano jozef LUPTAK violongelo/cello

jordana PALOVICOVA «kiavir/piano

eva SUSKOVA spev/voice




program / Jan Levoslav Bella (1843—1936)
Slacikové kvinteto d mol / String Quintet in D Minor
I. Allegro appassionato
Il. Scherzo: Vivace
Ill. Adagietto
IV. Presto

Antonin Dvorak (1841—1904)
Klavirne kvarteto €. 2 Es dur op. 87/ Piano Quartet No. 2 in E flat Major, Op. 87
I. Allegro con fuoco
IIl. Lento
lIl. Allegro moderato grazioso
IV. Finale: Allegro ma non troppo

prestavka / intermission

Bohuslav Martin (1890—1959)
Bergerettes H. 275

I. Poco allegro

1. Allegro con brio

lIl. Andantino

IV. Allegro

V. Moderato

Eugen Suchoni (1908—1993)
Klavirne kvarteto op. 6 ESD 53 / Piano Quartet, Op. 6 ESD 53
I. Allegro moderato
1. Allegro molto
lll. Lento — Allegro risoluto — Andante sostenuto — Allegro risoluto

prestavka / intermission

Martin Burlas (1955)

Black Swan (premiéra, venované pamiatke Jana Kuciaka a Martiny Kugnirovej / Jan Kuciak and Martina Kugnfrova in memoriam)

Lubos Bernath (1977)
Veclny tmel bytia na poéziu Milana Rufusa (premiéra, venované pamiatke Jana Kuciaka a Martiny Kugnfrovej /
. Clovede Jan Kuciak and Martina Ku$nirov4 in memoriam)

Il. Ve€erny host
lll. PremlI¢ané otazky
IV. Ve€ny tmel bytia
V. Postscriptum



Bratislavska noc komornej hudby je symbolicky chapanou poctou 100. vyrogiu vzniku spolo&ného $tatu Cechov a Slovakov.
Hudba Bellu, ktory — ako piSe v Gvode k sibornému vydaniu jeho diel editor Vladimir Godar — ,pdsobil predovsetkym v chrd-
moch a Skoldch, no snival skér o koncertnych sdlach a opernych domoch” a ak chcel svoj talent rozvijat, musel zo Slovenska
napokon odist, zaznie spolu s dielom jeho generacného suputnika Antonina Dvoréka. Bellu pred rokom 1918 i po fiom pod-
porovali viaceré osobnosti Ceského kultdrneho zivota, ktoré rychlo rozpoznali jeho vyznam pre narodnu kultdru. Vaznost jeho
Sldcikového kvinteta vyvazuje v programe rozjasnenost Dvorakovej hudby. Na podobnom vyrazovom kontraste stojf aj spojenie
expresivneho i baladického klavirneho kvarteta Suchonia (Ziaka Ceského skladatela Vitézslava Novéka) a elegantnych hravych
Bergerettes Martin(, obidve diela pochadzaju z 30. rokov 20. storocia. Zaradenie tychto skladatelov do programu umoznuje
suc¢asne uvazovat o tom, ¢o ich osudy a tvorbu spaja (spolo€nym viac i menej priznanym genetickym kédom je ludovéa hudba
a snaha vytvorit umenie zakotvené v narodnej tradicii, no si¢asne pristupné v Sirsom medzinarodnom kontexte) i rozdeluje
(recepcia a spolo¢ensky kontext vzniku ich tvorby ). MoZno je konvergencny koncert prilezitostou zamysliet sa nad tym, Ze
kym dielo Dvoréaka, MartinG a mnohych inych predstavuje v hudbe aj vdaka spolo¢enskému uznaniu a pozornosti v ich vlasti
univerzalne akceptované hodnoty, hudbe slovenskych tvorcov ostdvame aj doma stéle v&elico dizn.

....tak jako slovanskd poesie korene svoje md v samej poesii ludu, neméZe ani hudba slovenskd zakladat sa na inom, jako
na melédidch samého ludu, ktoré si stvoril ku spevu svojmu, k tancom a zdbavdm svojim,” napisal v ¢lanku Myslienky o vyvine
ndrodnej hudby a slovenského spevu (1873) najvyznamnejsi slovensky skladatel 19. storocia Jan Levoslav Bella. Romanticku
ideu ludovej hudby ako symbolu n&rodnej identity a inSpira¢ného zdroja hudobnej tvorivosti v spojeni s eurépskym skladatel-
skym kontextom v slovenskej hudbe prvej polovice 20. storo&ia rozvinuli najma Figu$-Bystry, Mikula$ Moyzes a Schneider-Tr-
navsky, avSak osobité syntéza prila az s nasledujicou generaciou, ktora sa zacCala presadzovat od konca 20. rokov 20. storocia
a dostala pomenovanie slovenska hudobna moderna. Jej prislusnici sa vedome orientovali na smer, ktory v tvorbe reprezen-
toval Vitézslav Novak, Janacek, Bartok, Kodaly ¢i Stravinskij. Spolu s Alexandrom Moyzesom a Janom Cikkerom do nej patril
aj pezinsky rodak Eugen Suchof (1908—1993). Jeho hudobny jazyk smeroval od neskororomanticky chapanej chromatiky
(s ktorou sa ddkladne zoznamil vdaka svojmu ucitelovi Fricovi Kafendovi, absolventovi lipského konzervatéria) cez vplyvy impre-
sionizmu sprostredkované v Prahe Novakom az k osobitej modalnej diatonike, ktoré sa u neho vykrystalizovala vdaka kontaktu
so stars$imi ludovymi piesfiami. ,Pévodné ludové piesne ma priam natili mysliet harmonicky samostatne a kochat sa v nich,
ako sa kochal kedysi Debussy v ruskych ludovych piesriach,” spominal s odstupom ¢asu na formovanie vlastného hudobného
jazyka, ktorého sucastou boli desiatky Uprav slovenského folkléru (po¢nic Badovskymi piesriami pre baryton a klavir z roku
1929) a svoj vrchol dosiahol v dielach ako Baladickd suita, Metamorfézy &i slovenska nadrodna opera Kratriava. Suchornovo
miesto v slovenskej hudbe dobre vystihuju slova skladatela a teoretika Ladislava Burlasa: ,Suchoriova kultdra reci je ndro¢nd
ako poézia Hviezdoslava, skutocnost vidi v symbolickych metafordch a tvrdosti obrazov ako Ivan Krasko, sila a mohutnost
jeho vyrazu je tak dramaticky pochopend ako krajiny a postavy Benkove." Klavirne kvarteto op. 6 zaznelo po prvykrat v juni
roku 1933 na absolventskom koncerte Majstrovskej Skoly Prazského konzervatéria. Suchonov Zivotopisec Ernest Zavarsky ho
oznacuje za najzavaznejsie skladatelovo dielo z ¢ias prazskych studii u Novéka. Vyraz diela je typicky ,suchoriovsky”: vnutorny
nepokoj a dynamika sa striedaju s elegickostou, melanchdliou a lyrikou.

.Jeho nadseni pro Slovensko, pro jeho krdsy pfirodni i pro jedine¢nou zpévnost slovenského lidu mélo prirozené zézemi
v intimnim vztahu skladatele k folkloru &eskému a moravskému. Je zndmo, jak v riznych tvdréich obdobich u ného vynikla
myslenkovd ndvaznost k lidovym predlohdm, k lidové idiomatice v melosu, rytmice i harmonii,” piSe v $tudii Slovensko v Zivote
a dile Bohuslava Martint Jaroslav Mihule. Vysledkom tohto vztahu boli napriklad Nové slovenské pisné (1920), ale k in8pir4cii
slovenskym folklérom sa Bohuslav Martint (1890— 1959), ktory prezil vagsiu &ast Zivota v exile (USA, Franculzsko, Svajciar-
sko), nikdy nepatril k Ziadnej skladatelskej Skole a vlastnd hudobnu rec si vytvoril originalnou syntézou réznych vplyvov, vratil
aj v poslednom obdobf svojej tvorby v zboroch Zbojnicke pisné (1957) a v poslednom a stc¢asne jednom z jeho najCastejSie
uvadzanych komornych diel: Varidcidch na slovenski ludovi pieseri pre violonCelo a klavir (1959). Bergerettes pre husle,
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violon¢elo a klavir pochadzaju z roku 1939, teda zo zaveru skladatelovho parizskeho obdobia. Francuzsky nazov (v preklade
znamena ,pastierky”) ma v umeni pastoralne konotécie.

Jan Levoslav Bella (1843—1936), jediny vyrazny doméci predstavitel hudobného romantizmu sa narodil v ucitelskej rodine
v Liptovskom Mikulasi. Cast gymnazialnych $tadif absolvoval v Levogi, neskér vstlpil do teologického seminéra v Banskej Bys-
trici a vdaka priazni biskupa Stefana Moysesa dostal moZnost $tudovat na viedenskom P4azméaneu. Talent a zaujem o hudbu
ho v8ak ¢oskoro priviedli ku kariére hudobnika. ,Obetujem vsetky vyhlady na postup ako kriaz, aby som mohol venovat vsetky
sily duse obltibenému umeniu...”, pise v Ziadosti o miesto hudobného riaditela uréenej magistrdtu mesta Kremnica, ktoré sa
v rokoch 1869—1881 stala jeho prvym profesionalnym posobiskom. Skladatel sa uz v ¢ase uchadzania o tento post mohol
prezentovat odporu¢aniami hudobnych autorit, akymi boli napriklad presadzovatel cecilianskej reformy Heinrich Oberhoffer,
profesor prazského konzervatéria Josef Bohuslav Foerster €i renomovany hudobny historik August Wilhelm Ambros. Ten ozna-
¢il Bellu za ,rodeného cirkevného skladatela”. Napriek problémom Bella prostrednictvom chrdmovych produkcif a verejnych
koncertov pozdvihol hudobny Zivot v meste. Skladatelovi v kiiazskom richu bola Kremnica Coskoro pritesné a tento pocit eSte
umochili $tipendijné cesty do Ciech a Nemecka (1871, 1873), kde sa zoznamil s aktualnymi hudobnymi trendmi.

Dalsiu prdcu a vzostup znemoZriovali strasne obmedzené pomery. Moja umeleckd &innost by sa zastavila na mftvom bode,”
napisal po 40 rokoch z (dnes rumunskej) Sibine, kde konvertoval, oZenil sa a v prevazne nemeckom evanjelickom prostredf
posobil od roku 1881 ako mestsky hudobny riaditel. MozZnost zasiahnut do formovania narodnej hudby na Slovensku, tak ako




to urobili Smetana alebo Dvoréak v Cechach nebola pre neho viac redina. Na Slovensko sa Bella vratil az na zaklade iniciativy
slovenskych i ¢eskych kultarnych &initelov v roku 1928, kedy dostal od $tatu, ako napisal jeden z inicidtorov navratu Gustav
Kori¢ansky, ,nie prdve splendidnu penziu a nie prdve luxuriézny byt.” Sld&ikové kvinteto d mol (1870, rev. 1923) zaslal Bella
v roku 1876 na sutaz prazskej Jednoty pre komornu hudbu. Ziskal cenu hned za Antoninom Dvorakom (1841—1904) a jeho
Sldcikovym kvintetom G dur op. 77. Na skladbe Bellovi mimoriadne zalezalo, pretoze (okrem inych predvedeni) sa snazil, aby
ho uviedlo renomované kvarteto Josepha Hellmesbergera vo Viedni. Podla Vladimira Godara predstavuje kvinteto originalny
tvorivy pocin, pri ktorého pisani sa Bella nemohol opierat o Ziadne podobné dielo dnes ovela znamejsich skladatelov (Bruckner,
Brahms, Dvorak), nakolko tieto vznikali po fiom alebo paralelne s nim.

.Chcete védet, co déldm? Mdm toho plnou hlavu, jen kdyby to mohl ¢lovek ihned napsat! Ale jakd pomoc, musim pomalu,
jen co ruka staci a to ostatni dd pdnbdh. Nyni mdm uZ zase tri véty nového kvarteta s klavirem Uplné hotové a finale bude za
nékolik dni. Jde to nad ocekdvdni lehce a melodie se mijen hrnou. Zaplat pdnbh! pise Dvorak v koreSpondencii v roku 1889
o Klavirnom kvartete ¢. 2 Es dur op. 87. |de o jeho druhé a zaroven posledné dielo pre toto obsadenie. Skladba, ktora tvori podla
znalcov Dvorakovho diela akysi volny triptytch s Klavirnym kvintetom op. 87 a 8. symféniou, vznikla pocas letnych mesiacov
v skladatelovom letnom sidle vo Vlysokej. Kvarteto zaujme vricnym vyrazom, virtuéznou kompozi¢nou pracou a spolo¢nou in3pi-
raciou v ludovej hudbe (scherzo) a prirodnych obrazoch. Premiéra diela sa uskutoc¢nila vo Frankfurte nad Mohanom, nasledovali
uvedenia v Mnichove, Prahe a Manchestri. Kompozicia, ktoru si vyziadal vydavatel Simrock, vys$la tlacou v roku 1890 v Berline.

ANDREJ SUBA
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Bratislava's Night of Chamber Music is symbolically conceived as homage to the united state of Czechs and Slovaks, on
the 100™ anniversary of its foundation. The music of Bella, who (as Vladimir Godar writes in the introduction to the collected
edition of his works) “worked mainly in churches and schools, but dreamed rather of concert halls and opera houses” and
ultimately had to leave Slovakia if he wished to develop his talent, will be heard together with that of his contemporary Antonin
Dvorak. Before and after 1918 Bella received support from several prominent figures in Czech cultural life, who rapidly came to
realise his importance for national culture. In the Night of Chamber Music the grave String Quintet programmatically balances
the brightness of the music of Dvorak. We find a similar contrast of utterance in two works from the 1930s, the expressive,
ballad-style piano quartet by Suchon (a pupil of the Czech composer Vitézslav Novak) juxtaposed with Martind’s elegantly
playful Bergerettes. The inclusion of these composers in the programme enables one to think about what it was that linked
their fates and their art (their common, more or less acknowledged genetic code is folk music and the attempt to create an
artthathad an anchorage in national tradition, while also being accessible in a wider international context) and what divided
them (the reception of their work and the social context of its production). Perhaps the Convergences concertis an opportu-
nity to think about the fact that, while the work of Dvorak, Martiné and many others is universally acknowledged to be of high
worth, in part because of social recognition and appreciation in their homeland, we in Slovakia have always given less than
their due to our artists.

“...So just as Slavic poetry has its roots in the poetry of the people, Slovak music too cannot have any other foundation than
those melodies which the people itself has created for singing, for dances, and for its entertainment,” Jan Levoslav Bella,
Slovakia's most important 19 century composer, wrote in his article Thoughts on the Development of National Music and
Slovak Song (1873). The romantic idea of folk music as a symbol of national identity and the inspirational source of musical
creativity, combined with the European context in Slovak art music of the first half of the 20" century, was developed particularly
by Figus-Bystry, Mikula$ Moyzes and Schneider-Trnavsky. However, a distinctive synthesis came only with the succeeding
generation, which began to come into prominence from the 1920s onwards and came to be referred to as Slovak musical
modernism. Its adherents consciously took their artistic bearings from Vitézslav Novak, Janacek, Bartok, Kodaly and Stravins-
ki. Together withAlexander Moyzes and Jan Cikker, they also included the Pezinok native Eugen Suchon (1908—1993). His
musical language ranged from chromatics, conceived in the spirit of late romanticism (with which he was thoroughly familiar,
thanks to his teacher Fritz Kafenda, a graduate of the Leipzig Conservatory), through impressionistinfluences communicated
by Novéak in Prague, to a distinctive modal diatonic, which crystallised in him thanks to his contact with the older folk songs.

“The original folk songs compelled me to think independently about harmony and to relish them, as Debussy once had
relished the folk songs of Russia,” he remarked with hindsight about his artistic formation. Suchor’s musical language was
marked by dozens of arrangements of Slovak folk music (beginning with Shepherds’Songs for baritone and piano in 1929) and
climaxed in works such as Ballad Suite, Metamorphoses, and the Slovak national opera Krutriava. His place in Slovak music
was succinctly described by the composer and theoretician Ladislav Burlas: “Suchori’s cultivated language is as demanding
as the poetry of Hviezdoslav. He sees reality in symbolic metaphors and stark images like Ilvan Krasko, the power and might
of his expression is as dramatically conceived as the landscapes and figures of Benko."Piano Quartet op. 6 was heard for the
first time in June 1933 at the graduates’ concert of the Prague Conservatory’'s Master School. Suchon'’s biographer Ernest
Zavarsky describes it as the most important composition from the time of his studies with Novak. The expression is typical of
Suchor: inner disquiet and dynamism alternate with an elegaic melancholy and lyricism.

“His enthusiasm for Slovakia, for its natural beauty and for the Slovak people’s unique singing gifts, had its background in
the composer’s intimate relationship with Czech and Moravian folk culture. It is well-known that what stood out in his various
creative periods was the follow-up in his thinking towards folk models, towards the folk idiom in melos, rhythmics and har-
mony,” Jaroslav Mihule writes in his article Slovakia in the Life and Work of Bohuslav Martind. One result of this relationship
was New Slovak Songs (1920). However, Bohuslav Martin( (1890—1959), who spent most of his life in exile (USA, France,



40/

Switzerland), never belonged to any school of composers and created his own musical language by an original synthesis of
various influences, returned for inspiration to Slovak folk culture in the last period of his work in the choral Outlaw Songs (1957)
and in his last chamber work (which is one of his most frequently performed), Variations on a Slovak Folk Song for cello and
piano (1959). Bergerettes for violin, cello and piano appeared in 1939, hence at the end of the composer’s Parisian period .
The French name (meaning “shepherdesses”) has pastoral connotations in art.

Jan Levoslav Bella (1843—1936), Slovakia's only prominent exponent of musical romanticism, was born into a teacher’s
family in Liptovsky Mikulds. His secondary education was received partly in Levoca. Later he entered a theological seminary in
Banské Bystrica and, due to the favour of Bishop Stefan Moyses, he received the opportunity to study at Vienna's P4zmaneum.
His talent and interest in music, however, soon led him to a career as a musician. ‘I am sacrificing all prospects of advancing
as a priest, in order that | may devote all the powers of my spirit to my beloved art,” he writes in an application for the post of
music director, addressed to the administration of the town of Kremnica, which gave him his first professional engagement
in the years 1869—1881. Even at the time of presenting himself for this position, the composer was already able to show
recommendations from authorities on music, including the promoter of the Cecilian reform Heinrich Oberhoffer, Professor
Josef Bohuslav Foerster of the Prague Conservatory, and the renowned music historian August Wilhelm Ambros. The latter
described Bella as “a born sacred musician”. In spite of problems, by means of church productions and public concerts Bella
raised the level of musical life in the town. For the composer in priestly dress Kremnica soon grew too narrow, and this feeling
was intensified by study trips to the Czech lands and Germany (1871, 1873), where he became acquainted with the current
musical trends.

“The dreadfully confined conditions made any further work and growth impossible. My artistic activity would have stopped
dead,” he wrote after 40 years in Sibiu (now in Romania), where he converted, married, and in a predominantly German Lu-
theran milieu was engaged from 1881 as the town’s music director. For him there was no longer a real possibility of exerting an
influence on national music in Slovakia, as Smetana or Dvordk had done in the Czech lands. Only in 1928, on the invitation of
Slovak and Czech cultural functionaries, did Bella return to Slovakia, where he received from the state (as Gustav Kori¢ansky,
one of those who initiated his return, was to write), “a not very splendid pension and a not very luxurious apartment”. String
Quintetin D minor (1870, rev. 1923) had been entered by Bella in 1876 in the Prague Union for Chamber Music competition.
He received the prize directly behind Antonin Dvorak (1841—1904) and his String Quintet in G major op. 77. Bella thought
exceptionally highly of this work, because (apart from other performances) he attempted to have it performed by the renowned
Joseph Hellmesberger Quartet in Vienna. According to Vladimir Godér, the quintetis an original creative act, in writing which
Bella could not find sustenance in any similar work by composers who are today much more famous (Bruckner, Brahms,
Dvorak), since their relevant works were produced after his or in parallel with his.

“Would you like to know what I'm doing? I've got my head full of it; if only a person could write it down immediately! But there’s
no help for it, | have to go slowly, whatever the hand can do, and God will give the rest. Right now | have three movements of
a new quartet with piano completely finished, and the finale will be ready in a few days. It's all going unexpectedly easily and
the melodies are rolling in upon me. May God be generous!” Dvorak writes in an 1889 letter, referring to the Piano Quartet No.
2 in E-flat Major op. 87. This is his second and last work for this line-up. The composition, which according to connoisseurs of
Dvorak's work forms a kind of loose triptych with Piano Quintet op. 87 and 8th Symphony, was produced during the summer
months in the composer's summer seat in Vysoka. Fervent expression, virtuoso compositional work, and the dual inspiration
in folk music (scherzo) and natural scenery, combine to captivate the listener. The quartet had its premiere in Frankfurt-on-
Main, with subsequent performances in Munich, Paris and Manchester. Specifically requested by the publisher Simrock, it
was printed in 1890 in Berlin.

ANDREJ SUBA



,Skladba Black Swan bola indpirovana javom popiso-
vanym ako tzv. efekt Ciernej labute. I[de o udalost, ktora
zmen( dovtedajsi priebeh a hierarchiu javov. Bestidlna
vrazda Jana Kuciaka a Martiny Ku$nirovej takyto ucinok
ma a zrejme az v buducnosti zistime, aky velky v skuto¢-
nosti bol. Toto donebavolajuce svinstvo si totiz eSte len
zacina hladat cestu k svojim objednévatelom. Verim, ze
bolest sa niekedy moze transformovat na pozitivhu ener-
giu — akokolvek nepravdepodobne to méze v tomto pripa-
de vyznievat. Viera je vSak vec, ktora nastastie nepodlieha
trhovému hospodarstvu a deleniu koristi.”

MARTIN BURLAS

,Cyklus piesni Vecny tmel bytia vznikol ako spontéan-
na reakcia na obludnut vrazdu mladého novinara Jana
Kuciaka a jeho snubenice Martiny Kunirovej. T4to udalost
sa celej nadej rodiny nesmierne dotkla a ako otec troch
detf som ju prezival zvl&St intenzivne. Svoju frustraciu som
pretavil do intimneho piesiiového cyklu na poéziu Milana
Rufusa. Vedel som, ze u tohto velkého béasnika a znalca
[udskych dusi najdem texty, ktoré dokazu reflektovat aj
takéto tragické udalosti. Udalosti, ktoré su, bohuzial, su-
Castou obrazu nedokonalej demokratickej spolo¢nostina
Slovensku. V&etci si urlite prajeme, aby ich bolo v buduc-
nosti ¢o najmenej.”

LUBOS BERNATH

“Black Swan was inspired by a phenomenon of a type
which has been given that name. It's an event that chang-
es the previously existing course and hierarchy of phe-
nomena. The bestial murder of J4n Kuciak and Martina
Kugnirové is having such an effect, and obviously it will
take time for us to discover how great that effect real-
ly was. This villainy that cries out to heaven is still only
beginning to seek its way back towards those who com-
missioned it. | believe that sometimes pain can be trans-
formed to positive energy, however improbable that may
sound in the present case. Faith, however, is something
which is fortunately not subject to the market economy
and the division of spoils.”

MARTIN BURLAS

“The Eternal Bond of Being is a song cycle which origi-
nated as a spontaneous reaction to the monstrous murder
of the young journalist Jan Kuciak and his fiancée Martina
Kusnirova. This event had an immense effect on our entire
family, and as the father of three children my experience
of it was peculiarly intense. | transmuted my frustration
into an intimate song cycle based on the poetry of Milan
Rufus. | knew thatamong the works of this great poet, with
his deep knowledge of human souls, | would find texts
capable of reflecting even such tragic events as these.
Events which are, alas, part of the picture of an imperfect
democratic society in Slovakia. All of us certainly wish that
there may be as few of them as possible in the future.”

LUBOS BERNATH
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program / Wallom Green
from J. Playford: The English Dancing Master (1651)

Curtain Tune
from H. Purcell: Timon of Athens

Oh! Lead me to some peaceful gloom
from H. Purcell: Bonduce

Haul away Joe
Trad. English sea shanty

Johnny Faa
Trad. Scottish tune 17" century

Hole in the Wall
from H. Purcell: Hornpipe/Abdelazer

The Virgin Queen set: Virgin Queen — Stingo — Bobbing Joe
from J. Playford: The English Dancing Master

Pass around the grog
Trad. sea shanty

Travel set
| drew my ship
Trad. English ballad 19" century

alehouse sessions

Poslednych par rokov sa zaoberdm istym obdobim londynskych dejin, kedy sa mestom tulali muzikanti bez prace, pretoze
divadla boli zatvorené a verejné predvadzanie hudby za peniaze bolo zakdzané. Predstavujem si postavy vtmavych kabatoch,
ukryvajuce nastroje pred dazdom a vetrom (ale tiez pred konfrontdciou s autoritami) ako sa presuvaju do taverien a pubov,
aby sa stretli s priatelmi, pili, no najma jedli a spievali. Tieto stretnutia profesionalnych hudobnikov sa stali takymi oblubenymi,
Ze sa tieto miesta zacali nazyvat ,musick house” a stali sa prvymi verejnymi koncertnymi salami v dejinadch eurépskej hudby.

Puby, ktoré sa delia na ,inns”, ,taverns” a ,alehouses”’, mozno od najstarsich Cias povazovat za druhy domov Angli¢anov.
Dalo sa v nich jest, pit, spat, no najma po roku 1660 sa v nich konali aj politické schédzky, slavnosti, tancovacky, koncerty, pri-
¢om vSetkému dominoval alkohol. Samuel Pepys, zndmy laskou k tejto neresti, vymenovéava vo svojich dennikoch oblubené



napoje ale, cider, brandy, rézne druhy vina a mieSané napoje ako posset, butter beer, hippocras a dalSie. Do roku 1630 bolo
v Anglicku zaregistrovanych viac nez 30 000 alehouses, 2000 inns a 400 taverien. Pred rokom 1660 dominovali hudbe pubov
pijanské piesne, jednohlasné kanony (catches) a balady, ale tiez jednoduché instrumentélna hudba hran4 fidlermi a piStcami.
Shakespeare podava spravu o nizkej trovni krémovych produkcii v mnohych zo svojich hier, napriklad v Trojkrdlovom veceri,
kde Sir Toby Belch, Sir Andrew Aguecheek a klaun Feste spievaju Hold thy peace, naco Malvolio, vyrusSeny zo spanku zvola:

.Zosaleli ste sa, pdni, ¢i ¢o? Nemdte rozum, vychovu ani ohlad, ked huldkate uprostred noci ako kotldri? Je toto vari kréma,
Ze tu tak vyrevivate svoje Susterské odrhovacky a neviete kontrolovat a krotit svoje hlasy? Nemdte tctu k tomuto domu ani
k jeho panej? Neviete dodrzat slusnost a takt?"*

obd&ianska vojna & commonwealth

S vypuknutim Ob¢&ianskej vojny v roku 1642 hudobnici z londynskych kostolov a dvorov stratili pracu a boli ponechani na seba.
Niektori odisli na vidiek, kde sluzili Slachte, niektori vstupili do vojska (ako napriklad William Lawes, ktorého zabili pri Chesteri
v roku 1645), inf ucili hudbu. Spisovatel a pravnik Robert North napisal: ,mnohi si rad$ej zvolili fildlanie doma, nez by mali
prist o krk niekde za ich dverami.” No so zatvorenim vSetkych divadiel va¢Sina hudobnikov ostala bez akychkolvek istét a bola
na tom len o nieco lepSie nez zobraci. V Actors Remonstrance or Complaint, vytlacenej v roku 1642 v Londyne sa pise: ,Nasi
hudobnici, kedysi uctievani a cnostni, Ze Ziaden by pod 20 Silingov v taverne nehral sa dnes ttlaju s ndstrojmi pod kabdtom
(ak este nejaky maju) po domoch a zdravia spoloc¢nost slovami: ,Budu si pdni Zelat hudbu?*

Hudobnikov v ¢asoch Ob¢&ianskej vojny a Commonwealthu bolo teda mozné rozdelit na tych, ktori sa rozhodli hrat doma,
pripadne vdomoch dZentlmenov, ktori si to mohli dovolit a tych, ktori boli prinUteni Zivit sa hrou v tavernach a v alehouses. So
vstupom profesionalnych hudobnikov, spevéakov a hercov do prostredia pubov sa vyznamne zvysila kvalita predvadzanej hudby
a tzv. alehouse sessions sa zacali tesit popularite medzi réznymi spolo¢enskymi vrstvami. Objavil sa tiez novy druh taverny:
Musick House. Jedna z nich mala nazov Cierny ko, sidlila na Aldersgate Street v Londyne a niekedy pred rokom 1645 v nej
isty Edmund Chilmead usporiadal ,Musick Meeting”. Predpoklada sa, Ze iSlo o jeden z prvych verejnych koncertov v Anglicku.
Podobné hudobné stretnutia sa stali takymi popularnymi, Ze Lord protektor Oliver Cromwell vydal v roku 1657 dekrét ,proti
vandrdkom a potulnym zhyralcom, vseobecne zndmym ako fidlikanti a minstrelovia®, kde boli varovani, ze ak budu ,hrat hudbu
v krémdch a hostincoch alebo Ziadat ludi, aby ich na takychto miestach poctvali, budt stdeni ako lumpi, vagabundi a Zobrdci
a podla toho budu tieZ potrestani.”

Toto este stazilo hudobnikom moznost brat si svoje nastroje so sebou, no dopyt po zadbave bol v kréméch taky velky, ze ludia
sami zacCali spievat...

po obnoveni monarchie

S opatovnym obnovenim monarchie Karolom Il. v roku 1660 sa v Londyne vSetko zmenilo. Panovnik bol milovnikom hudby
a opat otvoril divadla. Dal pracu chramovym hudobnikom a tdzil po vlastnom orchestri. Si€asne bol vSak neustale konfronto-
vany s nekonciacimi spormi medzi katolikmi a protestantmi, Whigmi a Toriovcami, mestom a dvorom a tiez s parlamentom,
ktory prisne dozeral na ekonomiku, preto si ani on nemohol dovolit ponuknut pIné zamestnanie umelcom, hudobnikom, ta-
ne¢nikom ¢i hercom. Karol II., podobne ako jeho mentor Ludovit XIV,, si po vzore 24 husli pravidelne najimal skupinu hra€ov na
slacikovych nastrojoch. Ale na rozdiel od Ludovita XIV. si jeho hudobnici museli na zivobytie zardbat aj v divadlach, kostoloch
a na mestskych koncertoch. Anglicka aristokracia si hudobnikov najimala na Specialne prilezitosti, inak subskribovala opery
a koncerty. Rovnako bol na tom aj kral, ktory nevlastnil divadlo, koncertnt sélu ani orchester.

*SHAKESPEARE, WILLIAM: TROJKRALOVY VECER. (PREKLAD LUBOMIR FELDEK) IKAR, 2005

44 /



45 /

No ani po otvoreni divadiel a postaveni novych opernych domov sa oblibenost ,alehouse sessions” nevytratila. V 18. storo¢i
sa stalo pomerne obvyklym, Ze promotéri ohlasovali koncerty v tavernach v tlaci, listky sa predavali cez subskripcie, v obchodoch
¢i priamo pri dverach. Na koncerty sa mohol dostat hocikto, neboli len pre $lachtu. Napriek tomu, Ze hudba bola v Londyne
17. a 18. storocia mimoriadne populdrna, v meste neexistovali orchestre, ktoré by ponukali stédle zamestnanie. Mesto bolo
preto preplnené hudobnikmi na volnej nohe, ktori v jednom momente pili pivo a hrali pre hlu¢né obecenstvo, U¢inkovali na
neformalnom hudobnom stretnuti v jednej z mnohych taverien ¢i pubov, aby sa ve€er ponéahlali do opery v King’s Theatre na
Haymarket. Od méja do septembra ich bolo mozné néjst aj v jednej z tzv. Pleasure Gardens, velkych hudobnych podujati pod
holym nebom. Takze byt hudobnikom v Londyne znamenalo mat pomerne pestré zamestnanie po cely rok. Pre va¢sinu to vdak
rovnako bol i mizerny plat a nutnost hrat od vidim do nevidim, aby si zarobili na jedlo. Hudobnici nemali Ziadne istoty a ¢asto
hrali zadarmo v n&deiji, Ze siich v8imne nejaky bohaty dzentlmen, zmiluje sa nad nimi a hodfim par minci. Uzasné je, Ze napriek
pokusom o cenzuru, kontrole a zdkazom hudby, hudba i umelci dokazali prezit, prispdsobit sa a zmenit.
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Koncertny projekt Alehouse Sessions vznikol v roku 2007 s cielom priblizit hudbu anglickych pubov a taverien v obdobf
Commonwealthu a po¢as Restauracie. I18lo 0 okamzity Uspech, medzi publikom i promotérmi, a odvtedy je program vo vyvoji.
Hoci hudba, pribehy a tance sa in3piruju historickymi faktami, projekt je v si€asnosti esenciou toho, o €o ¢lenom suboru Ba-
rokksolistene ide: miestom kreativnej energie, kde sa stretdvaju osobnosti virtuézov, aby vytvorili nieco unikatne, nad¢asové
a nadzanrové, skratka nie€o, ¢o zarezonuje u sucasného publika. Projekt je flexibilny a méze byt prezentovany rozli¢cnymi
spbsobmi: ako zdbava, hudobné divadlo, improvizovany happening alebo ako vzdelavaci program. Chapem ho ako zZivy orga-
nizmus, ktory sa neustale meni.

BJARTE EIKE & BAROKKSOLISTENE

the alehouse sessions

The last couple of years, | have been very interested in a certain period of time in London. Atime when professional musicians
roamed the streets without a venue to play their music — because all theatres were closed and making money by performing
music was prohibited. | picture these grey-cloaked figures; how they hide their instruments to protect them from the rain and
wind — but also to avoid confrontations with the authorities — and then move into the town'’s taverns or alehouses to meet
friends, drink, and most of all to play and sing music. These gatherings of professional musicians became so popular that some
of these places turned into so-called 'musick-houses’; and thus became the first public concert-halls in the history of western
music. Famous composers like Henry Purcell took partin these sessions, and composed lots of music for the occasions. It must
have been an incredible atmosphere in these places — overflowing with music, alcohol, sex, gossip, fights, fumes, shouting,
singing, laughing, dancing... not unlike our live versions of ‘The Alehouse Sessions'!

the historical perspective

The pub has, since the earliest of times, been the English people’s second home. The establishments can be divided into
three categories: inns, taverns and alehouses (later known as public houses). In these establishments one would meet to eat,
drink, and sleep, but, especially after 1660, one would also hold political meetings, feasts, balls, concerts, gambling events,
flower shows ttc. and of course, these houses were the main venues for the extreme consumption of alcohol in the 17th
century. Samuel Pepys is also notoriously known for his fondness of alcohol. In his diaries, he's listing all kinds of favourite
drinks like ale, cider, beer, brandy, all sorts of wines and mixed drinks like posset, butter beer, hippocras etc. By 1630 more
than 30,000 alehouses, 2,000 inns and 400 taverns were registered in England and Wales. Before 1660, most music-making
in pubs would have been dominated by drinking songs, bawdy catches and ballads, and simple instrumental music played by
fiddlers and fifers. Shakespeare refers to the poor standards of catch-singing in many of his plays, as in Twelfth Night where
Sir Toby Belch, Sir Andrew Aguecheek and the clown Feste are singing the catch Hold thy peace, when, being disturbed from
sleep by their “performance”, Malvolio exclaims: ,My masters, are you mad? ... Have you no wit, manners, nor honesty, but to
gabble like tinkers at this time of night? Do ye make an ale-house of my lady’s house, that ye squeak your cozier's catches
without any mitigation or remorse of voice?"

civil war & commonwealth

With the outbreak of the English Civil War in 1642, the music masters of London’s churches and courts were scattered and
left to fend for themselves. Some went to the countryside, serving as light entertainment for the aristocracy and tutoring their
children; some joined the military (like the composer William Lawes, who was killed at Chester in 1645); and some church
musicians stayed in London to become teachers. Roger North, the late-17th-century writer and lawyer, wrote: “many chose
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rather to fiddle at home, than to go out and be knocked on the head abroad". But with the closing of all theatres, most of the
musicians ended up living rootless lives that descended into little more than begging. The Actors’ Remonstrance or Complaint
printed in London in 1643 read:

"Our Musicke that was held so delectable and precious, that they scorned to come to a Taverne under twentie shillings
salary for two houres, now wander with their Instruments under their cloaks, | meane such as have any, into al houses of
good fellowship, saluting every roome where there is company, with Will you have any musike Gentlemen?" Music-making
during the period of the Civil War and Commonwealth was therefore largely divided between those who ‘chose to fiddle at
home’ (either in their own home or in the homes of the Gentlemen that could afford to employ them) and those professional
musicians forced to make a living playing in taverns and alehouses.

With all the professional musicians, singers, and actors now entering the pubs and joining in with the locals in musical ses-
sions, one saw a significant rise in the quality of music-making with the result being that these “alehouse sessions” grew in
popularity across the classes. A new type of tavern emerged — the so-called "“Musick House". One such venue was the Black
Horse in Aldersgate Street, London, where prior to 1654 one Edmund Chilmead ran a “Musick Meeting” — it has since been
suggested that it was these meetings at the Black Horse that were the earliest public concerts in Britain! In fact, these musical
gatherings became so popular that the Lord Protector Oliver Cromwell, in 1657, sent out a new decree “against vagrants and
wandering idle dissolute persons ... commonly called fiddlers or minstrels”, who were warned that if at any time they were
“"taken fiddeling, and making music, in any inn, alehouse or tavern ... or intreating any person to hear them play or make music
in any of these places they were to be adjudged rogues, vagabonds and sturdy beggars, and proceeded against and punished
accordingly”. This made it more difficult for musicians to bring along their instruments, but the demand for entertainment at
the drinking houses was high, so instead people started performing vocal music like part-songs, catches and canons.

post restoration

With the restoration of the monarchy with Charles Il in 1660, everything changed for the musicians in London. Charles was
amusic lover and re-opened theatres. He reinstated church musicians and wanted his own orchestra. But the king constantly
had to deal with the never-ending fights between Catholics and Protestants, Whigs and Tories, city and court — and also with
a parliamentthat kept a very close eye on the country’'s economy — so he simply couldn’t afford to offer full-time employment
for artists, musicians, dancers, actors, etc. Charles I, like his mentor and financier Louis XIV, regularly hired a group of musicians
the so-called 24 violins. But unlike Louis, Charles’ musicians had to take extra jobs at the theatres and participate in the city’'s
public concerts in order to make a living. The English aristocracy hired musicians for special occasions and otherwise they
bought subscriptions for operas and concert series. Even the king had a subscription, since he owned neither the theatres,
nor the concert-halls, nor the orchestras that played in them. However, even with the opening of theatres and building of new
opera houses, the popularity of the alehouse sessions didn't die out. In the 18" century it gradually became more common for
promoters to advertise their tavern concerts in the press, and tickets were sold through subscriptions, in stores or at the door.
Ticket sales were open to everybody — listening to concerts was not an activity reserved for the aristocracy alone.

Music became enormously popular in 17th- and 18th-century London, yet there were no orchestras that offered steady jobs.
This meant that London was bulging with freelance musicians, who would one moment be sitting amid beer glasses and a loud
audience, playing at one of the informal and highly popular concerts in one of the many taverns and alehouses, and the next
participating in one of the large charity concerts, before rushing off to join one of the opera performances atvenues like the King's
Theatre in the Haymarket. Between May and September, outside the opera and theatre season, one could find these musicians
playing in one of the Pleasure Gardens — huge outdoor events with music. So, to be a musician in London back then meant to
be part of an extremely varied form of employment with enough activity to work the whole year through. But, for most people,



it also involved lousy pay, resulting in them having to play music around the clock in order to put food on the table. They had no
security, and often they played for free in the hope that some rich gentleman would take pity on them and toss them some coins
—notunlike the situation for many freelancers across Europe today. What strikes me is that, despite the authorities’ attempts to
censor, prohibit and control the music-making, the music and artists survived, prevailed, adapted, and transformed themselves.

barokksolistene’'s alehouse sessions

Ilaunched the projectin 2007, as a concert form where the music found in the English public houses during and after the Com-
monwealth was explored. It was an immediate success and has gained popularity with audiences and promoters within a wide
field of music. Ever since 2007, the project has been in constant development. Even though the music, stories and dances get
their inspiration from historical events, the project has now developed into the essence of what the Barokksolistene's operation
aims to be — a creative energy centre, where powerful, virtuosic individuals meet to create something unique, timeless, current
and genre-breaking — something that resonates with a modern and diverse audience. The Alehouse Sessions are flexible and can
be presented in many different forms and settings. It can be an enlightenment project, a music-theatre, an improvised happening,
a show or an educational event — | see it as an organic, living organism that never stands still. Everyone that has been involved in
the project throughout the years has experienced musical and personal developments through the way we work and test ideas.
We have initiated our own workshops where we gather in some remote place and work with improvisation, choral singing, rhythmic
exercises, dancing and, mostimportantly, strengthening the friendship through cooking, drinking, and gossiping. | see the Alehouse
Sessions as a creative room that | keep refurbishing, rather than a fixed project or concept. It started as a fun, clever musical idea
—fitting a festival with an English theme — but has now become something more profound; it's all about the individuals that con-
tribute on stage, with everyone being outstanding soloists and team players, and how we have all invested ourselves in the project.

BJARTE EIKE




lead me

O lead me to some peaceful gloom,
Where none but sighing lovers come,
Where the shrill trumpets never sound,
But one eternal hush goes round.
There let me soothe my pleasing pain,
And never think of war again.

What glory can a lover have,

To conquer, yet be still a slave?

haul away joe

When I was a little boy,
Or so my momma told me
Jimmy / Away, haul away, we'll haul away Joe

If | didn'tkiss the girls,
My lips would all go mouldy
Jimmy / Away, haul away, we'll haul away Joe

Away, huh, haul away
The good ship now is rolling
Jimmy / Away, haul away, we'll haul away Joe

Charlie he was England’s King,
Before the revolution
Away, haul away, we'll haul away Joe

Butthen he got his head cut off,
That spoilt his constitution
Away, haul away, we'll haul away Joe

Away, huh, haul away,
We'll haul for better wheather
Jimmy / Away, haul away, we'll haul away Joe

Away, huh, haul away
We'll haul away together
Jimmy / Away, haul away, we'll haul away Joe

Cromwell was a puritan,
He stopped us beer a-pouring
Jimmy / Away, haul away, we'll haul away Joe

But now that Charlie’'s back again,

We'll go once more a-whoring

Jimmy / Away, haul away, we'll haul away Joe
Away, huh, haul away
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vedma

0, ved ma tam, kde do ticha

si laska iba zavzdycha

a hlahol trblietavych trdb

do laskavej tmy nema vstup!
Tam néjde bl moj pokoj svoj

a zabudne, Ze viedol boj.

Co vybojuje milenec?

Vzdy len to pravo — jarmo niest.

uz mas pokoj, joe

Ked som bol chlapec, nado mnou
dfilom nocou bdela mama:

,No tak

prestari Joe! S tym maj pokoj Joe!”

Ked som uz chodil s frajerkou,
piStala ako dama.

.No tak!

Prestan Joe! S tym daj pokoj Joe!”

Ked'si kral Karol so vzburou

dal rande — bola dréma.

,Radsej

zalez, Joe! S tym maj pokoj Joe!”

Ked hlavu stali mu, par slov
zvolala hlava sama:

.No tak

vidi§, Joe! Uz mém pokoj, Joe!”

Ked na lodi som bludil hmlou,
revala morska tlama:
,Sisa

zblaznil, Joe? S hmlou maj pokoj, Joe!"

Ajednu milu pod vodou,
Cakala ma uz mama:

,No tak,

vidi§, Joe! UZ mas pokoj, Joe!”
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i drew my ship

| drew my ship into the harbour,

And | drew her close where my true love lay.
| drew her close to her bedroom window
To listen to what my love would say.

‘Who's there, who's there, at my bedroom window
Who knocks so loudly and would be in?’

‘Itis your true love who loves you dearly,

Sorise, dear love, and let me in.

And I'll put my ship in order,

And I'll set her on the sea,

And I'll sail her from the harbour,
Where my true love waits for me

And slowly, slowly, she rose up

And slowly, slowly, she came down,

And when at last she had unlocked the door,
Her love he had both come and gone.

‘Come back, come back, my own true love
Come back, come back, stay by my side!
For let it grieve you, nor yet deceive you
And | would surely be your bride.

And I'll put my ship in order,

And I'll set her on the sea,

And I'll sail her from the harbour,
Where my true love waits for me

‘The fsh shall fly, and the seas run dry,

And the rocks shall meltall in the sun,

And the labouring man shall forget his labour,
If ever I return again.’

moja lod teraz pristavu mieri

Moja lod teraz do pristavu mieri,
dnes neplava po mori Sirokom.
Zvedavy, som, o vykriknu jej pery,
ked zakotvim pod milej oblokom.

,Cia to lod pod oknom mi zakotvila?
Kto na dvere mi klopat zac¢ina?”
,To moja lod tu kotvi, moja mil&!"
Vstan, otvor dvere, moja jedina!

Ak neotvoris, kotvu zdvihnem zasa,
unasat sa dam morskou hladinou.
Dost pristavov je, kotvit vSade da sa,
inde sa vyspim s inou jedinou.”

Pomaly z postele sa zdvihla mil3,
romyslala, ¢i dvere otvori.

Ked konecne tie dvere ovorila,
mily bol s lodou znova na mori.

,Oj, vrat sa, mily, vrat sa z toho mora!
Nemusel by si za dverami stat!

Ved som ta verne ¢akala ja, ktora
som sa ti vernou Zzenou chcela stat.”

,Rychlejsie, mil4, otvarat si mala,
kym kotvil som pod tvojim oblokom.
Zainou od teba uz odplévala

moja lod po tom mori Sirokom.”

,Oj, mily, mojej vernej lasky Skoda!
Prisaham ti, Ze dovtedy az, kym
nebude sa liat piesok, sypat voda,
ja na tvoj névrat Cakat vydrzim.”

,Oj, mil4, tvojej vernej lasky Skoda!
Prisaham ti, ze dovtedy az, kym
nebude sa liat piesok, sypat voda,
jasa uzktebe z mora nevratim.”

PREBASNENIE LUBOMIR FELDEK
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jedna druhej riekla / «oncert pre det
slovenské riekanky a piesne pre deti v Uprave borisa lenka

janka GAZDIKOVA flauta/flute detsky spevacky zbor ZUS
branislav DUGOVIC Klarinet/clarinet v banovciach nad bebravou
boris LENKO akordedn, klavesy/accordion, keyboard simoneta ADAMKOVA dirigent/choirmaster

Stefan BUGALA perkusie, vibrafon/percussion, vibraphone hana NAGLIK ilustracie/ lustrations

juraj GRIGLAK kontrabas, basgitara/double bass, bass guitar daniela MURANOVA animacia/animation

spectrum quartet silvester LAVRIK dramaturgia a rézia/
jan KRUZLIAK 1.husle/1* violin / adam NOVAK 2. husle/2 violin dramaturgy and directing

peter DVORSKY viola/viola / branislav BIELIK violon&elo/cello
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one girl said to another
slovak nursery rhymes and songs for children, arranged by boris lenko

It takes a mature artist to make art for children, Lubomir Sérik told me some years back: philosopher and dramaturge, he
was one of the key figures in children’s theatre in Slovakia. | needed time to appreciate the true meaning of his words. When
| began to attain thatinsight, | spoke about it to Boris Lenko, a man whose sensitivity to children’s needs had just then begun
to awaken. And | realised that he'd suddenly matured. Which is to say, he'd become a father. A proud father. I've been a father
so long that I'm beginning to ask myself if | havent somehow failed to notice that fine, interesting phase of life when | had
a duty to behave responsibly. So we said that we'd try to do the right thing and produce something for children. Our children’s
children. And so Boris committed his musical intelligence, which | regard as outstanding, to the service of a project whereby,
working with female and male colleagues, we would come up with multigenre works for children of a kind that went more
than halfway to meet their unbiased perception of aestheticised reality. Butinstead of lowering the horizons of imagination for
them, going down on our knees and pretending that the world is a cakeshop till midday and a children’s room in the afternoon,
we are trying to take them on an outing to places where things can at times be disturbing, at times complicated or even cruel.
Places where itis simply interesting, and we're not afraid of that — and deceptively nice.

In creating the project, we were inspired (as we acknowledged) by Eugen Suchor and Ludovit Fulla’s joint composition
The Little Mouse Boiled Some Pap. We firmly believe that each generation of children has the right to drink from the wells of
cultural memory, so that it shall not pass them by. In its ultimate form One Girl Said to Another will be complemented by an
illustrated songbook and an audio book. To avoid misunderstanding: this guide to its use is not addressed to children, but to

those who can help children to enter a creative dialogue with what we offer.
SILVESTER LAVRIK

It was only a game. After a chat with Silvester (“let's do something for children!”), | began playing with the material that we'd
decided on. Songs for children. Small children. Music from me, visuals from him. The musical partis ready, the visual part not
yet. | combined it with a promenade when | realised it was no longer a game. Even though the game was still there. For the

children, not for us. For us it was work. Joyful work.
BORIS LENKO

Projekt vznikol s podporou Bratislavského samosprévneho kraja a z verejnych zdrojov Slovenskej republiky bol podporeny aj prostrednictvom Fondu na
podporu umenia. IRON LIBRI s.r.0., v spolupraci so Stkromnou zakladnou umeleckou $kolou Slovensky Grob / IRON LIBRI s.r.0., in collaboration with
the Private Primary Art School, Slovensky Grob. The project was produced with the support of the Bratislava Administrative Region, and it also received
support from the public funds of the Slovak Republic via the Slovak Arts Council.
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jedna druhejriekla
slovenské riekanky a piesne pre deti v Uprave borisa lenka

Tvorba pre deti si vyZzaduje dospelého tvorcu, povedal mi pred rokmi filozof a dramaturg LLubomir Sarik, jedna z klG&ovych
postav divadla pre deti na Slovensku. DIho trvalo, kym som sa dokézal aspon priblizit k pravému vyznamu jeho slov. Ked mi
to zacalo dochéadzat, hovoril som o tom s Borisom Lenkom, ¢lovekom, ktorého vnimavost voci potrebdm deti sa v tom Ease
prave zacala prebudzat. A ja som pochopil, Ze ndhle dospel. Stal sa totiz otcom. Hrdym otcom. Ja som otcom uz tak dlho, Zze
sa zaCinam sam seba pytat, ¢i som tu peknu a zaujimavu fazu zivota, ked som mal povinnost spravat sa zodpovedne, ndho-
dou neprehliadol. Povedali sme si teda, Zze urobime skisku spravnosti a urobime nie¢o pre deti. Deti naSich deti. A tak Boris
svoju hudobnu inteligenciu, ktort povazujem za vynimo¢nu, dal do sluzieb projektu, s ktorym by sme sa spolu s kolegynami
a kolegami radi pridali k takym multizanrovym dielam pre deti, ktoré ich nepredpojatému vnimaniu estetizovanej skutoénosti
idu oproti aj dalej, nez do polovice cesty. No namiesto toho, aby sme im znizovali horizonty predstavivosti tym, Ze si klakneme
na kolené a budeme predstierat, Ze svet je dopoludnia cukraref a popoludni detska izba, pokisime sa zobratich vylet tam, kde
to vie byt aj znepokojivé, aj komplikované, aj kruté. Tam, kde je to jednoducho zaujimavé a nebojme sa toho — aj zradne pekné.

Pri tvorbe projektu ndm bola priznanou inSpiraciou kompozicia s ndzvom Varila mysi¢ka kasi¢ku autorov Eugena Suchoria
a Ludovita Fullu. Sme presvedcen, Ze kazda generacia deti ma pravo napit sa zo zdrojov kultirnej paméte tak, aby jej nezabehlo.
V kone¢nej podobe kompoziciu Jedna druhej riekla doplnfilustrovany spevnik a audiokniha. Aby nedoslo k omylu — tento ndvod

na jej pouzitie nie je adresovany detom, ale tym, ktorf mézu deti k nasej ponuke na tvorivy rozhovor priviest.
SILVESTER LAVRIK

Bola to len hra. Po rozhovore so Silvestrom — podme urobit nie€o pre deti — som sa zacal hrat s materialom, ktory sme si
urcili. Piesne pre deti. Malé deti. Ja hudobne, on obrazne. Hudobné je hotové, obrazné este nie. Spojil som to promenadou, ked

som si uvedomil, Ze uz to nie je hra. Aj ked hra zostala. Pre deti, nie pre nas. Pre nas to bola praca. Radostna.
BORIS LENKO
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zjasnena noc / transfigured night
ludwig van beethoven/johannes brahms/arnold schonberg

alena KROPACKOVA mezzosopran/mezzo-soprano  milan PALA husle/violin

robert COHEN"“ violongelo/cello andrej BARAN husle/violin

dalibor KARVAY husle/violin martin RUMAN viola/viola

juan-miguel HERNANDEZ*" viola/viola jozef LUPTAK violongelo/cello
jordana PALOVICOVA Klavir/piano




program / Ludwig van Beethoven (1770—1827)
Duet mit zwei obligaten Augenglasern WoO 32
I. Allegro
IIl. Minuet

Klavirne trio D dur op. 70/1 ,Geistertrio” / Piano Trio in D Major, Op. 70/1 "Ghost”
I. Allegro vivace e con brio
IIl. Largo assai ed espressivo
lll. Presto

prestavka / intermission

Johannes Brahms (1833—1897)
Zwei Gesange fur eine Altstimme mit Bratsche und Klavier op. 91
Two Songs for Voice, Viola and Piano, Op. 91

I. Gestillte Sehnsucht

IIl. Geistliche Wiegenlied

Arnold Schénberg (1874—1957)
Zjasnena noc op. 4 / Transfigured Night, Op. 4

noc, hudba a poézia

Noc v hudbe (alebo hudba noci) m& mnozstvo poddb. Méze byt nezdvaznou zabavou, €o je pripad klasicistickych serenad
a nokturn, idylickym ¢i melancholickym obrazom, tak je tomu v nokturnach 19. storocia, no tiez metaforou odkazujlucou na
temné stranky ludského vnutra ¢i symbolom konca. V Beethovenovi — ak prijmeme obraz jeho Ziaka Carla Czerného z roku
1842, ktory prirovnava pomalu ¢ast Klavirneho tria ¢. 1 D dur op. 70 k scéne s Duchom z Hamleta — ma noc démonicku tvar,
v Schonbergovi sa vtme odohrava drama ludského vztahu, v Brahmsovych piesnach je simrak preziareny laskou, citit z neho
pokoj a zmierenie.

Dve Beethovenove klavirne trid opusu 70 vznikliv roku 1808, teda v blizkosti 5. a 6. symfdénie, vizionarskej Violon&elovej sondty
Adurop. 68 a Omse Cdur. Skladatel sa vtom ¢ase uz niekolko rokov vo svojej tvorbe nachédzal na ,novych cestach” (ako sam
charakterizoval zaciatok tohto obdobia v roku 1802). Jeho Zivotopisec Lewis Lockwood pi8e, Ze skladby pozdvihli klavirne trio
na uroven, na ktord mohli neskér nadviazat Schumann a Brahms. Novost kompozicii postrehli uz si€asnici. E. T. A. Hoffmann vo
svojej recenzii op. 70 napisal: ,Vzhladom k obvyklému zvyku zaoberat sa dnes hudbou ako druhoradou zdbavou, ktord md za
ulohu zbavit ludi nudy, musi byt dnes véetko lahké, prijemné a lahodiace — skrdtka bez zdvaznosti a hlbky.” Beethoven, naproti
tomu, ,nosi romanticky duch hlboko v dusi, s neobycajnou genialitou a hlbokym zmyslom pre uvdZlivost (Besonnenheit) oZivuje
kazdé zo svojich diel.” Skladba ziskala svoju prezyvku ,Geistertrio” podla mysteriézne znejucej 2. Casti Largo assai ed espres-
sivo. T4 za napatie a atmosféru vdaci neobvyklym harménidm, odvaznym farebnym kombinaciam a dramatickym pauzédm. Je
zaujimavou zhodou okolnostf, ze roky po Czerného odkaze na Shakespeara vyslo najavo, Zze hudobny material €asti pochédza
zo skic k Zboru Earodejnic. Ten mal byt su€astou opery podla Shakespearovho Macbetha, ktort Beethoven nikdy nedokonil.
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,Za svoju zdsluhu povaZujem, Ze som pisal hudbu skutoc¢ne novd, ktorej je sidené, aby tak, ako na tradicidch stoji, sa tieZ tra-
diciou stala,” napisal v eseji Moji ucitelia Arnold Schonberg (1874—1951). Skladatel, ktorého rodicia odisli do Viedne z dnesnej
Bratislavy, je spolu s Igorom Stravinskym povazovany za najvyznamnejSieho inovatora hudby prvej polovice 20. storocia.

Schonberg medzi ,svojimi ucitelmi” uvadza Bacha, Mozarta, Wagnera, Schuberta, Mahlera a Straussa, no dblezité miesto
maju aj Beethoven a Brahms. Od Beethovena sa podla vlastnych slov naucil rozvijaniu tém, variovaniu, ale tiez ,umeniu pisat
bez rozpakov dlho, no nemilosrdne stru¢ne”, od Brahmsa ,mnohému z toho, ¢o k nemu podvedome dorazilo s Mozartom®, najma
asymetrickosti, rozSirovaniu a krateniu fraz, plastickosti a Uspornosti, ktora ale nevylu€uje bohatstvo hudobnych myslienok. A tiez
.nesetrit, neskrblit, ak je potrebny vacsi priestor.” Ak k tymto charakteristikdm priddme wagnerovské chromatické harmonie, tech-
niku leitmotivov a straussovsku farebnost dostaneme Zjasnent noc. Novatorskym je v Schonbergovom diele snaha spojit principy
sonatovosti s programovym charakterom symfonickej bdsne na komornom médiu slacikového sexteta. Kompozicia, povazovana
za prvé Schonbergovo majstrovské dielo, vznikla v priebehu troch tyzdnov v septembri roku 1899 v horskej dedine Payerbach pri
Semmeringu. Schonberg tu travil volné dni spolu so skladatelom a svojim ucitelom Alexandrom Zemlinskym a jeho sestrou Ma-
tildou, neskér sa stala Schonbergovou prvou manzelkou. Sexteto indpirovala baser Richarda Dehmela (1863—1920). Ten patril
vdaka lyrike suznejucej s duchom doby pred Prvou svetovou vojnou spolu s Georgom Stefanom a Hugom von Hofmannsthalom
k obdivovanym nemeckym basnikom a jeho poéziu zhudobnili aj inf skladatelia (Strauss, Reger, Zemlinsky, Webern, Orff, Weill).
Bésen Zjasnend noc pochédza zo zbierky Zena a svet (Weib und Welt, 1896) a mé4 autobiograficky charakter. Aj Dehmel sa ocitol
vo vztahu so Zenou, l[dou Auerbachovou, ktora €akala dieta s inym muzom. Jeho poézia spdsobila v Case vydania v konzervativnych
kruhoch Skandal, bol obvineny z obscénnosti, blasfémie a knihy sa mu palili. Podla nemeckého muzikoléga, historika a kritika Hansa
Heinza Stuckenschmidta bola basen vyjadrenim ,novej, protimestiackej sexudlnej mordlky a myslienky, Ze vsetko prestupujuci
eros neberie ohlad na konvencie”. Skladba mala premiéru 18. 3. 1902 vo viedenskom Musikvereine. Spolu s Rosého kvartetom
na nej ako violon&elista Ucinkoval aj preSporsky rodak a uzngvany rakusky skladatel Franz Schmidt (1874—1939). Prvé uvedenie
sexteta sa stretlo s podobnymi odmietavymi reakciami ako literdrna predloha: okrem spochybriovania vhodnosti ndAmetu sa zo
strany ¢lenov spolku Gesellschaft der Musikfreunde objavili aj protesty voci jednému z pouzitych akordov, ktory podla tradi¢nych
ucebnic harmonie neexistoval. ,A tak dielo nemoZno predviest, kedZe nemoZzno predviest, co neexistuje,” poznamenal si lakonicky
Schoénberg. Richard Dehmel mal pre skladatela viac pochopenia. V decembri roku 1912 mu po vypocluti Zjasnenej noci napisal:
Pbvodne som mal v umysle sledovat motivy svojho textu vo Vasej skladbe, ale velmi rychlo som na to zabudol, taky som bol
fascinovany hudbou.” V tom ¢ase bol pre Schonberga neskororomanticky idiém sexteta minulostou, stale viac a viac sa vzdaloval
zakonitostiam harmonie, ktora celé storocia ovlddala hudobné myslenie, ¢o ho nakoniec priviedlo aZ k ich popretiu a ,vynalezu”
dodnes diskutovanej kompozi¢nej techniky znamej ako dodekafénia.

Brahmsove piesne z op. 91, ktoré skladatel v liste vydavatelovi Simrockovi charakterizuje ako ,drobnosti”, su vysledkom
priatelstva, ktoré vzniklo vdaka hudbe. Geistliche Wiegenlied zamyslal v roku 1863 skladatel ako svadobny dar pre huslistu
Josepha Joachima, ktory bol tiez zdatnym violistom. Brahmsov dihorocny priatel sivzal za manzelku spevacku Amaliu Schne-
eweissovu. Piesen dvojica napokon dostala ku krstu prvého dietata, syna s menom Johannes. V skladbe sa Brahms in$piroval
stredovekou nemeckou koledou Resonet in laudibus, znamej aj s textom Joseph lieber, Joseph mein (odkaz na Joachima),
ktorej melddia zaznieva v Uvode a zavere v parte violy. Prirodny obraz simraku so Sumenim listia a spevom vtékov v Gestillte
Sehnsucht sluzi ako vychodisko meditacie nad kone€nostou bytia, ide o oblubenid tému nemeckych romantikov. Pokoj zivota
v podobe viano¢nej uspavanky tak strieda pokoj smrti.

Obe skladby spaja metafora vetra: v Geistliche Wiegenlied sa ma vietor utiSit, aby novy zivot v koliske mohol odpocivat,
v Gestillte Sehnsucht vanok za simraku tichne. Podla niektorych autorov tato piesen, ktora vznikla takmer o dve dekady
neskor, reflektuje krizu Joachimovho manzelstva, ako aj skladatelove vlastné nenaplnené vztahy a je predzvestou ,jesennej
hudby” jeho neskorych diel. Obidve skladby vysli tlacou v roku 1884. Poéziu Friedricha Ruckerta a Emanuela Geibela (podla

Lopeho de Vegu) pre Konvergencie preloZil znamy basnik, prekladatel a germanista Ladislav Simon.
ANDREJ SUBA
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night, music and poetry

Nightin music (or the music of night) takes many forms. It may be carefree entertainment, as in the classical serenades and
nocturnes; an idyllic or melancholy picture, as in the 19th century nocturnes; alternatively, a metaphor alluding to the dark
sides of the inner human being, or a symbol of the end. In Beethoven — if we accept what his pupil Carlo Czerny said in 1842,
when he compared the slow movement of Piano Trio No. 1 in D Major op. 70 to the scene with the ghost in Hamlet — night
has a demonic face; in Schonberg a drama of human relationship is played outin darkness; in the songs of Brahms twilightis
transfused with love and it gives one a feeling of peace and reconciliation.

Beethoven's two piano trios in opus 70 were produced in 1808, hence close in time to the 5th and 6th symphonies, the
visionary Cello Sonata in A Major op. 68 and the Mass in C Major. At that time the composer had for some years been aware of
being “on new roads” in his work (as he himself described the beginning of this period in 1802). His biographer Lewis Lockwood
writes that these compositions raised the piano trio to the level where Schumann and Brahms could take it up later on. The
novelty of these compositions was already apparent to contemporaries. In his review of op. 70 E. T. A. Hoffmann wrote: “There
is a common habit nowadays of treating music as a second-class entertainment, whose task is to relieve people of their bore-
dom, and so today everything has to be light, pleasant and delightful — in short, without seriousness or depth”. Beethoven, in
contradistinction to this, “has the romantic spirit deep in his soul, and with extraordinary genius and a profound sense of due
proportion (Besonnenheit) he fills each of his works with life." The composition acquired its nickname “Geistertrio” from the
mysterious second movement Largo assai ed espressivo. This owes its tension and atmosphere to the unusual harmonies,
bold colour combinations and dramatic pauses. It is interesting that years after Czerny made his allusion to Shakespeare it
became known that that the musical material of the movement comes from a draft for the Witches’ Chorus. That was to be
part of an opera based on Shakespeare's Macbeth, which Beethoven never finished.
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‘I believe | have the merit of having written music that really is new, which is fated, like the traditions it stands upon, to
become a tradition also,” Arnold Schoénberg (1874—1951) wrote in his essay My Teachers. The composer, whose parents
moved to Vienna from what is now Bratislava, is regarded, along with Igor Stravinsky, as the most important innovator in the
music of the first half of the 20th century.

Among “my teachers” Schénberg mentions Bach, Mozart, Wagner, Schubert, Mahler and Strauss, but also important are Bee-
thoven and Brahms. From Beethoven he learned, in his own words, the development of themes, variation, and also “the art of
writing at length without embarrassment, or of being ruthlessly concise”, from Brahms he took “much of what had unconsciously
reached him by way of Mozart”", especially asymmetricality, expansion and contraction of phrases, plasticity, and an economy
which does not exclude a wealth of musical thoughts. And also “not to save, not to skimp, if more space is required”. If we add to
these characteristics Wagner's chromatic harmonies, the technique of leitmotifs and Straussian bright colour, we get to Trans-
figured Night. The innovative aspect of Schonberg's work is the effort to unite the principles of the sonata with the programmatic
character of a symphony poem in the chamber medium of the string sextet. This composition, regarded as the first of Schonberg's
masterworks, was produced in the course of three weeks in Septeber 1899 in the mountain village of Payerbach, near Semmering.
Schoénberg here spent his free days together with the composer Alexandrer Zemlinsky (who had been his teacher) and his sister
Matilda, who was later to become Schonberg's first wife. The sextet was inspired by a poem by Richard Dehmel (1863—1920).
Dehmel, thanks to his lyric verse which accorded with the spirit of the pre-World War 1 period, ranked with Stefan George and
Hugo von Hofmannsthal as an admired German poet, and his poems were set to music by other composers also (Strauss, Reger,
Zemlinsky, Webern, Orff, Weill). Transfigured Night is from the collection Woman and World (Weib und Welt, 1896) and has an
autobiographical character. Dehmel too found himself in a relationship with a woman, Ida Auerbach, who was expecting another
man’s child. At the time of its publication his poetry provoked a scandal in conservative circles: he was accused of obscenity and
blasphemy and his books were burned. According to the German musicologist, historian and critic Hans Heinz Stuckenschmidt,
the poem was an expression of a “new, anti-bourgeois sexual morality and the thought that Eros crosses all boundaries and has
no regard for conventions”. The composition had its premiere on 18. 3. 1902 in the Musikverein in Vienna. Performing as cellist
together with the Rose Quartet was the native of Pressburg and highly-regarded Austrian composer Franz Schmidt (1874—1939).
In its first performance the sextet met with hostile reaction, much like its literary model: apart from questioning the appropriateness
of the theme, the Gesellschaft der Musikfreunde also protested at one of the chords employed, which according to the traditional
textbooks of harmony did not exist. “And so the work cannot be presented, since it is not possible to present what does not exist,”
Schénberg remarked laconically. Richard Dehmel had more understanding for the composer. In December 1912, after hearing
Transfigured Night, he wrote to him: “At first my intention was to follow the motifs of my text in your composition, but very quickly
I forgot all about that, | was so fascinated by the music”. By that time the late romantic idiom of the sextet belonged to the past,
where Schonberg was concerned. More and more he was distancing himself from the laws of harmony which had dominated
musical thinking for entire centuries, and eventually he came to the point of rejecting them and “inventing” the compositional
technique known as dodecaphony, which is controversial to this day.

Brahms's songs from op. 91, which the composer in a letter to the publisher Simrock referred to as “minor things”, are the
results of a friendship that developed through music. The composer conceived the Geistliche Wiegenlied in 1863 as a wedding
present for the violinist Joseph Joachim, who was also a gifted violist. Joachim, Brahms's friend of many years, took the singer
Amalia Schneeweiss as his wife. The couple eventually received the song for the christening of their first child, a son who was
named Johannes. In this composition Brahms was inspired by the medieval German carol Resonetin laudibus, also well-known
with the text Joseph lieber, Joseph mein (a reference to Joachim), whose melody sounds in the opening and the conclusion in
the viola part. The natural image of twilight in Gestillte Sehnsucht, with the rustling of leaves and the song of birds, serves as
a point of departure for a meditation on the finitude of being, which is a favourite theme of the German romantics. The peace
of life, in the form of a Christmas lullaby, thus alternates with the peace of death.



Both works are linked by the metaphor of the wind. In Geistliche Wiegenlied the wind should be stilled, so that the new life
in the cradle may rest; in Gestillte Sehnsucht the breeze falls silent during twilight. According to some writers the latter song,
which was produced almost two decades later, reflects the crisis of Joachim’s marriage, as well as the composer's own un-
fulfilled relationships, and is a portent of the “autumn music” of his later works. Both compositions appeared in printin 1884.
The poetry of Friedrich Rtuckert and Emanuel Geibel (based on Lope de Vega) has been translated for Convergences by the
well-known poet, translator and Germanist Ladislav Simon.

gestillte sehnsucht

In gold'nen Abendschein getauchet,
Wie feierlich die Walder stehn!

In leise Stimmen der Voglein hauchet
Des Abendwindes leises Weh'n.

Was lispeln die Winde, die Vogelein?
Sie lispeln die Weltin Schlummer ein.

Ihr Wunsche, die ihr stets euch reget
Im Herzen sonder Rast und Ruh!
Du Sehnen, das die Brust beweget,
Wann ruhest du, wann schlummerst du?
Beim Lispeln der Winde, der Vogelein,
Ihr sehnenden Wuinsche,

wann schlaftihr ein?

Was kommt gezogen auf Traumesflugeln?
Was weht mich an so bang, so hold?
Es kommt gezogen von fernen Hugeln,
Es kommt auf bebendem Sonnengold.
Wohl lispeln die Winde, die Vogelein,
Das Sehnen, das Sehnen,

es schlaft nicht ein.

Ach, wenn nicht mehr in gold'ne Fernen
Mein Geist auf Traumgefieder eilt,
Nicht mehr an ewig fernen Sternen

Mit sehnendem Blick mein Auge weilt;
Dann lispeln die Winde, die Vogelein
Mit meinem Sehnen mein Leben ein.

FRIEDRICH RUCKERT

splnen4 tuzba

Zlatisté luce sinka vecer
sviato¢ne oziaruju les,

vo vtacich hlasoch simrak tecie,
vecerny vanok plava dnes.
Zavladne celym svetom tisina

a naokolo vSetko usina.

Zelania, ktoré v nés vzdy horia,
srdcia, kde nemé miesta mraz,
tuzby ¢o v hrudi prehovoria,
kto utisi, kto uspi vas?
Civeder, ked sa prestrie tigina,
aj kazda velka tuzba usina?
Co prinest nam kridla snenia,
¢o privanie nam clivota?

Z dalekych vfSkov prinesena
farba slnka sa mihota.

Co v&ak ndm v noci $epté tigina?
Nerada tuzba v srdci usina.

Ked sa uz do zlatistych dialav
nebude moj duch ponérat,

ked moj zrak hviezdy nepozdravia
a zmizne vSetko, o mam rad,
zaSepce vanok, zaznie tiSina,

Ze s iou moj zivot prave usina.

ANDREJ SUBA

Steeped in a golden evening glow,

how solemnly the forests stand!

In gentle voices the little birds breathe

into the soft fluttering of evening breezes.

What does the wind whisper, and the
little birds?

They whisper the world into slumber.

You, my desires, that stir

in my heart without rest or peace!

You longings that move my heart,

When will you rest, when will you sleep?

By the whispering of the wind, and of
the little birds?

You yearning desires, when will you fall

asleep?

What will come of these dreamy flights?
What stirs me so anxiously, so sweetly?
It comes pulling me from far-off hills,
It comes from the trembling gold

of the sun.
The wind whispers loudly, as do the

little birds;
The longing, the longing — it will not

fall asleep

Alas, when no longer into the golden
distance

does my spirit hurry on dream-wings,

when no more on the eternally distant
stars

does my longing gaze rest;

Then the wind and the little birds

will whisper away my longing,
along with my life.



geistliche wiegenlied

Die ihr schwebet

Um diese Palmen

In Nacht und Wind,

Ihr heilgen Engel,

Stillet die Wipfel!

Es schlummert mein Kind.

Ilhr Palmen von Bethlehem
Im Windesbrausen,

Wie mogtihr heute

So zornig sausen!

O rauscht nicht also!
Schweiget, neiget

Euch leis und lind;

Stillet die Wipfel!

Es schlummert mein Kind.

Der Himmelsknabe
Duldet Beschwerde,

Ach, wie so mud er ward
Vom Leid der Erde.

Ach nunim Schlaf ihm
Leise gesanftigt

Die Qual zerrinnt,

Stillet die Wipfel!

Es schlummert mein Kind.

Grimmige Kalte

Sauset hernieder,

Womit nur deck ich

Des Kindleins Glieder!

O allihr Engel,

Die ihr geflugelt
Wandeltim Wind,

Stillet die Wipfel!

Es schlummert mein kind.

EMANUEL VON GEIBEL
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duchovna uspavanka

Vy, €o sa vznasate
okolo paliem,

ked zavladnu sny,
anjeli, svati

stiSte uz visky,
nech dietatko spi.
Vly betlehemské
rozviate palmy,
preco sa vichor
prehéna vami?
Utichni, vietor,

bud trochu tichsie,
niekam sa skry!
Dozi¢ mu pokoj,
nech dietatko spi.

Nebeské dieta,
ktoré tu drieme,

na seba vzalo
Utrapy zeme,

nech dobry spanok
sa hodnes ujme,
prestand muky;,
vratia sa hry,

v pokojnom tichu
nech dietatko spi.

Hrozn4 je zima,

vichrica bludi.

Cim teraz mam prikryt
skrehnuté udy?

Anijeli, ktorf

lietate v burke,

vytvorte §tit,

nech vSade vladne pokoj,
a dietatko spf.

You who hover
Around these palms
In night and wind,
You holy angels,
Silence the treetops,
My child is sleeping

You palms of Bethlehem
In the roaring wind,

How can you today
Bluster so angrily!

O roar not so!

Be still, bow

Softly and gently,
Silence the treetops!

My child is sleeping.

The child of heaven

Endures the discomfort,

Oh, how tired he has become
Of earthly sorrow.

Oh, now in sleep,

Gently softened,

His pain fades,

Silence the treetops!

My child is sleeping.

Fierce cold

Comes rushing,

How shall I cover

The little child’s limbs~?
O allyou angels,

You winged ones
Wandering in the wind
Silence the treetops!
My child is sleeping

Z NEMCINY PREBASNIL LADISLAV $IMON



verklarte nacht

Zwei Menschen gehn durch kahlen,
kalten Hain;

der Mond lauft mit, sie schaun hinein.

Der Mond lauft Uber hohe Eichen,

kein Wolkchen tribt das Himmelslicht,

in das die schwarzen Zacken reichen.

Die Stimme eines Weibes spricht:

Ich trag ein Kind, und nit von dir,

ich geh in Stnde neben dir.

Ich hab mich schwer an mir vergangen;
ich glaubte nicht mehr an ein Gluck
und hatte doch ein schwer Verlangen
nach Lebensfrucht, nach Muttergltick
und Pflicht — da hab ich mich erfrecht,
da lieB ich schaudernd mein Geschlecht
von einem fremden Mann umfangen
und hab mich noch dafur gesegnet.
Nun hat das Leben sich geracht,

nun bin ich dir, o dir begegnet.

Sie geht mit ungelenkem Schritt,

sie schaut empor, der Mond lauft mit;
ihr dunkler Blick ertrinktin Licht.

Die Stimme eines Mannes spricht:

Das Kind, das du empfangen hast,

sei deiner Seele keine Last,

o sieh, wie klar das Weltall schimmert!
Esistein Glanz um Alles her,

du treibst mit mir auf kaltem Meer,
doch eine eigne Warme flimmert

von dir in mich, von mirin dich;

die wird das fremde Kind verklaren,
du wirst es mir, von mir gebaren,

du hastden Glanz in mich gebracht,
du hast mich selbst zum Kind gemacht.

Er faBt sie um die starken Huften,

ihr Atem mischt sich in den Luften,

zwei Menschen gehn durch hohe,
helle Nacht.

RICHARD DEHMEL

zjasnena noc

Kracaju dvaja lesom za noci,
zakazdym Mesiac s nimi vykroci,
vznésa sa, presvetluje duby,
anilen mracik z neba nevisi,

so svetlom svetlo sa tam snubi..
Zrazu hlas zeny zaznie z4tis$im:

Ty nie si otcom mojho dietata,
som poskvrnena, prekliata,

na sebe som sa tazko previnila,
prezila som uz tolko strat,

predsa som tUzbu este nestratila,
tiez som sa chcela matkou stat,
atak som zrazu, celd zufala
cudzieho muza k sebe prijala,
hoci to bola strasna chvila,

ja vdacila som sama sebe za nu.
VSak za to pomsta na mna €akala,
ked si ma stretol takt doranand.”

Tapavo kra¢a Zena dubravou,
dopredu hladi, Mesiac ide s nou
jej temny zrak vSak oziari jas,
ked sa vtom ozve muzsky hlas:

,Pre dieta, ¢o si pocala,
nemusis plakat zufal4,

pozri, ako sa Vesmir krdsne blysti
vSetko je jasné, priezracné,

na chladnom mori spolu sme,
vSak nase teplo stéle prysti,
davam ho tebe a ty mne ho das,
preziari cudzie dieta, ktoré hrdé
porodi§ mne a moje bude.
Ved ty si do mfa vniesla jas,

Ze sa mi vracia detstvo zas."

Potom ju vezme, tazku, do narucia,
vdychuju bozky a uz micia.
Kracaju dvaja, s nimi jasny no¢ny ¢as.

transfigured night

Two figures pass through the cold and
pbarren wood:

The moon races along, as they regard it.

The moon races above towering oaks;

no clouds veil the light of heaven

into which their black limbs reach.

Awoman's voice speaks:

I'm carrying a child, and itisn‘t yours,

I'walkin sin here beside you.

I've brought deep harm upon myself.

I no longer believed in a happy future

and yet had a deep desire for a

complete life, for the joy of motherhood

and its responsibilities. Then | was
foolhardy;

I allowed, shivering, my virtue

to be taken by a stranger;

and even gloried in it.

Now life has taken its revenge:

Now you, oh you, have | met.

She walks awkwardly,

Looks upward, the moon races along.
Her dark expression is drowned in light.
A man'’s voice speaks:

The child you have conceived,

letit not be a burden to your soul.

Look, how brightly the universe glitters!
There is a radiance surrounding everything.
You are adrift with me upon a cold sea;

Yet a singular warmth flickers

from you into me, and from me into you.

[t will transfigure this unknown child,

You will bear it for me, as if it were from me.
You have caused a radiance within me,
You have made me, myself, a child again.

He grasps her fully around the waist,
Their breaths caress each other
in the breeze.
Two figures pass through the lofty,
luminous night.
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program / Reinhold Gliére (1875—1956)
Desat duet pre dve violonceld, op. 53 / Ten Duos for Two Cellos, Op. 53

I. Commodo

IIl. Leggiero

lll. Con moto

IV. Vivace

V. Andante

VI. Energico
VII. Animato
VIIl. Giocoso

IX. Andantino

X. Capricioso

Ottorino Respighi (1879—1936)
[l Tramonto pre mezzosopran a slacikové kvarteto

prestavka / intermission

Igor Stravinskij (1882—1971)
Elégia pre s6lovu violu / Elegy for Viola Solo

Piotr Ilji¢ Cajkovskij (1840—1893)
Souvenir de Florence op. 70
I. Allegro con spirito
Il. Adagio cantabilef
Il Allegretto moderato
IV. Allegro vivace

viaggio in italia

Taliansko bolo pre generacie umelcov zaslibenou zemou a platilo to aj v 19. storodi. Cerpali tu indpiraciu, fascinovali ich
dejiny, priroda, pamiatky a kultira. Ked Goethe pocas rok a pol trvajlcej cesty po krajine spoznal Rim, nazval tuto skisenost
znovuzrodenim — a pokracoval dalej na juh. Caru Talianska podlahli aj hudobnici: tak vznikla napriklad Talianska symfénia
Mendelssohna, druhy diel Lisztovych Rokov putovania (Annees de pélerinage), Wagner v Taliansku zlozil vac&siu Cast z Parsi-
fala, leta tu komponovanim a prechadzkami v prirode travil Brahms... ,Tdto krajina je darom od Boha!" napisal v liste svojej
patrénke Nadezde von Meckovej Piotr lji& Cajkovskij (1840— 1893), ktory do Talianska prvykrét usiel pred svojim nevydarenym
manzelstvom. Pocas svojich pobytov sa nechal okuzlit Rimom, kde napisal Druhd symféniu a Ciasto¢ne aj populédrne Talianske
capriccio. V Benatkach pracoval na Stvrtej symfénii, vo Florencii zase vznikla opera Pikovd dédma (1890) — a v jej blizkosti aj
jeho posledné komorné dielo, slacikové sexteto ,Souvenir de Florence”. Skladba, ktort vSak napisal az po navrate do Ruska,
sa napriek bezprostredne a optimisticky pdsobiacemu vysledku nerodila vobec lahko. Jednym z dévodov bola aj informécia
od skladatelovej mecénky, ze ho uz viac nemoze podporovat, o ukondcilo aj ich zvladstny koreSpondencny vztah, ktory mal pre
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Cajkovského velky vyznam. Vo svojej kore§pondencii zmiefiuje nechut k dielu, m& pocit akoby pisal pre orchester a vysledok
aranzoval pre Sest nastrojov. V liste bratovi Modestovi sa zveruje, ze mu chybaju napady a predstava o forme a ospravedInu-
juco dodava, ze ide o obsadenie, ktoré nepokoril ani Haydn. Faktom je, Ze sa vo svojej dobe nemohol opierat o ziadnu velku
tradiciu komponovania pre toto médium. Azda najznamejsimi prikladmi su dve sextetd Brahmsa (opp. 18, 36) zo 60. rokov
a Dvorakova skladba (op. 48) z roku 1878. Usilie, ktoré pri préci na diele vynaloZil, mozno vygitat aj z chronolégie jeho vzniku.
Zacal eSte v juni roku 1887, intenzivne sa mu venoval od juna do augusta roku 1890, v decembri toho istého roku a v januéri
nasledujticeho ho podrobil revizii a2 napokon 10. februara 1892 ziskalo svoju definitivhu podobu. Stiéastou tohto zdlhavého
procesu bolo, ze Cajkovskij trval najskér na privatnom predvedent, ktorého sa okrem hudobnikov zi&astnili aj skladatelia Gla-
zunov a Ladov. AZ potom nasledovali koncerty v Petersburgu i Moskve — a tie sa stretli s nadSenym prijatim. (Pre porovnanie:
praca na opere Pikovd ddma Cajkovskému trvala len 44 dni.) Dielo je venované Sankt-Peterburskej spolo&nosti pre komorn
hudbu, ktorej sexteto ako prejav vdaky za svoje zvolenie medzi ¢estnych ¢lenov venoval. Podtitul ,Suvenir z Florencie” ziskalo
dielo vdaka jedinej téme, ktoru si skladatel priniesol z Talianska a pouZil ju v pomalej Casti (Adagio cantabile e con moto). Inak
je toto oblibené dielo komorného repertoaru prikladom slovanského hudobného romantizmu s klasicizujdcimi Ertami, podobne
ako Cajkovského orchestrélne suity alebo Serendda pre slddiky.

Skladatela Ottorina Respighiho (1879—1936) preslavila pocta, ktord vzdal Ve€nému mestu orchestralnym triptychom Rim-
ske fontdny (1916), Rimske pinie (1924) a Rimske sldvnosti (1929), ako aj jeho snaha viest tvorivy dial6g a nadviazat na tradicie
talianskeho umenia (skladby Kostolné oknd, Vtdci, Botticelliovsky triptych, Staré tance a drie a d). Pochédzal z hudobnicke;j
rodiny a pévodne vystudoval v Bologni hru na husliach, no bol tiez zdatnym violistom. V rokoch 1900 az 1903 p6sobil v Ruskom
céarskom orchestriv Sankt Peterburgu, kde vyuzil prilezitost a Studoval kompoziciu u Nikolaja Rimského Korsakova. (Neskdr sa
vzdelaval aj u konzervativneho nemeckého skladatela Maxa Brucha v Berline.) Tato skisenost, ako aj zoznamenie sa s hudbou
Debussyho, Straussa, Ravela a Stravinského, mali zdsadny vplyv na jeho eklekticky $tyl, ktory sa vyzna&uje poetickou imaginé-
ciou a majstrovskym nardbanim s orchestralnymi farbami. V roku 1913 sa Respighi usadil v Rime, kde posobil ako skladatel
a pedagdg, okrem iného aj ako riaditel Akadémie sv. Cecilie. Skladba Il tramonto pre mezzosopran a slacikové kvarteto vznikla
v roku 1914 ako jedno z diel in§pirovanych poéziou Percy Bysshe Shelleyho (1792—1822). Baser Sumrak pochadza z roku
1816 a jej témou je smrt mladych milencov. V Respighiho sugestivnom zhudobneni romantického textu citit jeho zakotvenie
v tradiciach talianskej opery od Monteverdiho po Pucciniho i znalost wagnerovskej dramy (napokon ide o tristanovsky motiv
.smrti z lasky"), niektori autori ako in$pirdciu zmiernuju aj Schonbergovu Zjasnenu noc. Skladba existuje aj v orchestrélnej verzii.

Taliansko je nerozlu¢ne spaté aj s osudom anglického basnika. V roku 1818 Shelly pricestoval do krajiny aj s manzelkou Mary
(autorkou zndmeho romanu Frankenstein). Jednym z dévodov bolo, Ze chcel byt nablizku svojmu priatelovi Lordovi Byronovi,
ale délezitu ulohu zohral aj fakt, Zze v Anglicku boli uz dlhSiu dobu tffiom v oku jeho politické nazory a bohémsky Zivotny Styl.
Pobyt v Taliansku, pocas ktorého vzniklo viacero délezitych literarnych diel, bol v8ak tragédiou od zac&iatku (smrt detfi) az do
konca —vroku 1822 Shelleyho po&as cesty na mori zastihla burka, pocas ktorej sa i so svojimi dvomi spolo¢nikmi utopil. Po¢as
Zivota nedoceneny, no po smrti mimoriadne vplyvny basnik, ktorého socialne utdpie a odmietanie nasilia ovplyvnili aj Marxa,
Tolstého, Wilda, Shawa, Russela, Thoreaua ¢i Gandhiho, mal len tridsat rokov.

.Gliére nebol zly &lovek, ale len priemerny skladatel." napisal vo svojich pamatiach Dmitrij Sostakovi¢. Recepcii hudby tohto
pbvodom ukrajinského tvorcu, ktory patril medzi Prokofievovych ucitelov, neprospelo jeho angazovanie sa v kultirnej politike
sovietskeho Ruska ani kompozi¢ny konzervativizmus. Napriek tomu ma dielo Reinholda Gliéra (1875—1956) svoju hodnotu,
zvlast jeho tvorba pre violoncelo; o. i. je autorom prvého sovietskeho violon&elového koncertu, ktory dedikoval Mstislavovi
Rostropovicovi. Desat duet pre dve violonceld op. 53 vzniklo v roku 1911 po skladatelovom névrate z Berlina a pocas jeho pe-
dagogického posobenia na prestiznej Hudobnej akadémii Gnesinovych. Pri po€uvani majstrovského zvlddnutia malych foriem
je okamzite zrejmé, Ze — hoci by to kontext vzniku diel mohol nazna€ovat — nejde v ziadnom pripade o inStruktivne skladby.

ANDREJ SUBA



viaggio in italia

For generations of artists, down to and including the 19th century, Italy was a promised land. It was a source of inspiration;
its history, natural scenery, monuments and culture were fascinating. When Goethe, in the course of a journey that took a year
and a half, made acquaintance with Rome, he described this experience as a rebirth — and then continued on his way to the
south. Musicians too succumbed to the magic of Italy: this feeling produced, for example, Mendelssohn's Italian Symphony
and the second part of Liszt's Annees de pélerinage; Wagner composed the greater part of Parsifal in Italy; Brahms spent
summers there composing and taking walks in the countryside... “This country is a gift from God,” Pyotr llyich Tchaikovsky
(1840—1893) wrote in a letter to his patroness Nadezhda von Meck, when he came to Italy for the first time, in flight from
his unhappy marriage. During his stays he became enchanted by Rome, where he wrote his Second Symphony and partly
also the popular ltalian capriccio. In Venice he worked on the Fourth Symphony; in Florence he produced the opera Queen
of Spades (1890) — and that city was also close to his last chamber work, the string sextet Souvenir de Florence. This com-
position, written after his return to Russia, was not by any means a painless birth, despite the impression it gives in its final
form of immediacy and optimism. One reason for this was the information he received from his patroness that she was no
longer able to support him. That also brought to an end their strange relationship as correspondents, which had considerable
significance for Tchaikovsky. In his letters he remarks that he regards the work with distaste: he has a feeling of having written
for an orchestra and arranged the result for six instruments. Writing to his brother Modest, he confesses that he lacks ideas
and any notion of the form, and in excuse he adds that this was an instrumental line-up which even Haydn hadn't been able to
master. The fact is, during his period there was no great tradition of composing for this medium which might have sustained
him. Probably the best-known examples are Brahms's two sextets (opp. 18, 36) from the 1860s and Dvorak's composition
(op. 48) of 1878. The effort he invested in the work can be sensed even from the chronology of its appearance. He began itin
June 1887, worked on itintensively from June to August 1890, and revised it meticulously in December of that year and the
following January, butitwas only in February 1892 that it received its definitive form. This long-drawn-out process was in part
due to Tchaikovsky's insistence on having a private performance first, where the composers Glazunov and Ladov participated
along with the musicians. Subsequently there were concert performances in St. Petersburg and Moscow, and these met with
enthusiastic acceptance. (For comparison: Tchaikovsky's work on the opera Queen of Spades took only 44 days.) The work is
dedicated to the St. Petersburg Society for Chamber Music, to whom he dedicated the sextet as an expression of thanks for
being elected one of their honorary members. This composition acquired the subtitle Souvenir of Florence, thanks to a single
theme which the composer brought from Italy and used in its slow movement (Adagio cantabile e con moto). In other respects
the work, which is a favourite of the chamber repertoire, is an example of Slavic musical romanticism with classicising features,
similar to Tchaikovsky's orchestral suites or Serenade for Strings.

The composer Ottorino Respighi (1879—1936) acquired fame by the homage which he gave the Eternal City in his orches-
tral triptych Fountains of Rome (1916), Pines of Rome (1924) and Roman Festivals (1929), as well as his attempt to conduct
a creative dialogue and bond with the traditions of Italian art (Church Windows, Birds, Botticelli Triptych, Old Dances and Arias,
etc.). He came from a musical family and originally studied violin in Bologna; he was also a gifted violist. From 1900 to 1903
he was engaged in the Russian Tsarist Orchestra in St. Petersburg, where he used the opportunity to study composition with
Nikolai Rimsky-Korsakov. (Later he also studied with the conservative German composer Max Bruch in Berlin.) This experi-
ence, as well as his acquaintance with the music of Debussy, Strauss, Ravel and Stravinsky, had a fundamental influence on
his eclectic style, which is distinguished by poetic imagination and the masterly employment of orchestral colours. In 1913
Respighi settled in Rome, where he worked as a composer and teacher, at one time as director of the Academy of St. Cecilia.
Il tramonto for mezzosoprano and string quartet appeared in 1914, one of his works inspired by the poetry of Percy Bysshe
Shelley (1792—1822). The theme of the poem Twilight, from 1816, is the death of young lovers. In Respighi's suggestive
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arrangement of the romantic text one can sense his rootedness in the traditions of Italian opera from Monteverdi to Puccini
and his knowledge of Wagner's drama (ultimately there is the Tristan motif “death from love"); some writers also mention
Schonberg's Transfigured Night as an inspiration. There is furthermore an orchestral version of this work.

[taly is inextricably linked with the fate of the English poet. In 1818 Shelley travelled there with his wife Mary (author of the
famous novel Frankenstein). One of the reasons was that he wished to be close to his friend Lord Byron, but another important
factor was that his political opinions and Bohemian lifestyle had long been met with hostility in England. However, his stay in
Italy, which produced several important literary works, was a tragedy from beginning (death of his children) to end. In 1822
Shelley was caught by a storm during a sea trip and drowned with two companions. He was only thirty years old. Though little
appreciated during his life, after death the poet had exceptional influence. His social utopias and rejection of violence influ-
enced, among others, Marx, Tolstoy, Wilde, Shaw, Russell, Thoreau and Gandhi.

"Gliere was not a bad man, but he was only a mediocre composer,” Dmitri Shostakovich wrote in his memoirs. Reception of
the music of this Ukrainian-born artist, who was one of Prokofiev's teachers, was not helped by his involvementin the politics of
Soviet Russia, nor by his conservatism as a composer. Nonetheless the work of Reinhold Gliere (1875—1956) has its value, in
particular his compositions for cello. Among other things, he is the author of the first Soviet cello concerto, which he dedicated
to Mstislav Rostropovich. Ten Duets for Two Cellos op. 53 appeared in 1911, after the composer’s return from Berlin and during
his teaching engagement at the Gnessin Academy of Music. Listening to his masterly command of small forms, itis evident
(whatever the context of the work’s production might suggest) that these were by no means purely didactic compositions.

ANDREJ SUBA

il tramonto

Gia v'ebbe un uomo, nel cui tenue spirto

(qual luce e vento in delicata nube

che ardente ciel di mezzogiorno stempri)

la morte e il genio contendeano. Oh! quanta tenera gioia,
che gli fe' il respiro venir meno

(cosi dell'aura estiva I'ansia talvolta)

quando la sua dama, che allor solo conobbe I'abbandono
pieno e il concorde palpitar di due creature che s'amano,
egli addusse pei sentieri d'un campo,

ad oriente da una foresta biancheggiante ombrato

ed a ponente discoverto al cielo!

Ora e sommerso il sole; ma linee d'oro

pendon sovra le cineree nubi,

sul verde piano sui tremanti fiori

sui grigi globi dell'antico smirnio,

e i neri boschi avvolgono,



zapad slunce

Zil kdysi jeden, v jehoZ n&zném téle

jak svétlo s vétrem v jemném oblaku,
jenz taje v modru nebes polednich,
smrtv boji byla s geniem. Ba nikdo

slast jeho plesu nestih’, jakym dech

mu ustal, vzduch jak v zaru polednim,
kdyz s pani lasky své, jez poprv bezdnou
slast slou¢eného ziti okousela,

on cestou prochéazel se u pole,

jez hajem zastinéno na vychod

se volné v obzor tahlo k zpadu...

Tam slunce zhaslo ted, v8ak prouhy zlata
se trasly v popelavych mracich, v travé
na drnu, v klonicich se kvétinach,

na bilém vousu starych pampelisek

a v stiny soumraku se misily,
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the sunset

There late was One within whose subtle being,
As light and wind within some delicate cloud
That fades amid the blue noon’s burning sky,
Genius and death contended. None may know
The sweetness of the joy which made his breath
Fail, like the trances of the summer air,

When, with the lady of his love, who then

First knew the unreserve of mingled being,

He walked along the pathway of a field

Which to the east a hoar wood shadowed O'er,
Butto the west was open to the sky.

There now the sun had sunk, butlines of gold
Hung on the ashen clouds, and on the points
Of the far level grass and nodding flowers

And the old dandelion’s hoary beard,

And, mingled with the shades of twilight, lay



del vespro mescolandosi alle ombre.

Lenta sorge ad oriente

I'infocata luna tra i folti rami

delle piante cupe:

brillan sul capo languide le stelle.

E il giovine sussurra: ,Non e strano?

lo mai non vidi il sorgere del sole,

o Isabella. Domani a contemplarlo verremo insieme”.

Il giovin e la dama giacquer tra il sonno e il dolce amor
congiunti ne la notte: al mattin

gelido e morto ella trovo 'amante.

Oh! nessun creda che, vibrando tal colpo,

fu il Signore misericorde.

Non mori la dama, né folle divento:

anno per anno visse ancora.

Ma io penso che la quieta sua pazienza, e i trepidi sorrisi,
e il non morir... ma vivere a custodia del vecchio padre
(se e follia dal mondo dissimigliare)

fossero follia. Era, null'altro che a vederla,

come leggere un canto da ingegnoso bardo

intessuto a piegar gelidi cuoriin un dolor pensoso.
Neri gli occhi ma non fulgidi piu;

consunte quasi le ciglia dalle lagrime;

le labbra e le gote parevan cose morte tanto eran bianche;
ed esili le mani e per le erranti vene e le giunture rossa
del giorno trasparia la luce.

La nuda tomba, che il tuo fral racchiude,

cui notte e giorno un‘ombra tormentata abita,

e quanto di te resta, o cara creatura perduta!

,Ho tal retaggio, che la terra non da:

calma e silenzio, senza peccato e senza passione.

Sia che i morti ritrovino (non mai il sonno!) ma il riposo,
imperturbati quali appaion,

o vivano, o d'amore nel mar profondo scendano;

oh! che il mio epitaffio, che il tuo sia: Pace!”

Questo dalle sue labbra I'unico lamento.
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na lest hnédych spoustu které lehly. On the brown massy woods — and in the east

Zved' na vychodé mésic zniceny The broad and burning moon lingeringly rose
se z kmen( z&ernalych ve strom( housti, Between the black trunks of the crowded trees,
co nad hlavou vzplal promyk bledych hvézd. — While the faint stars were gathering overhead.
Zda divné, Isabel, to nenf, dél, “Is it not strange, Isabel’, said the youth,

ze nikdy nevidél jsem vychod slunce? ‘I never saw the sun? We will walk here

Tam projit zitra p&jdem se a slunce Tomorrow; thou shalt look on it with me”.

ty s& mnou uvids. . That night the youth and lady mingled lay

Té noci jun a divka lezeli, In love and sleep — but when the morning came

v spanku i v ldsce — tu kdyz pfislo rano, The lady found her lover dead and cold.

byl mrtvy, chladny jeji milenec. Let none believe that God in mercy gave

At nikdo milost Boha nezfi v tom. That stroke. The lady died not, nor grew wild,

A divka neumfela, nessilela, Butyear by year lived on — in truth | think

le¢ mnoho rokd zila, — a¢ si myslim, Her gentleness and patience and sad smiles,

Ze trpélivost, néznost, smutny iUsmeév And that she did not die, but lived to tend

avlle pevna neumfit’, vsak Ziti Her aged father, were a kind of madness,

pro otce kmeta, byly Silenstvim, If madness 'tis to be unlike the world.

kdyz silenstvim jest jiny byt nez svét. For but to see her were to read the tale

Jen vidétji, jakbys ¢et’ povidku, Woven by some subtlest bard, to make hard hearts
jiz dmyslny basnik stkal, by tvrda Dissolve away in wisdom-working grief;

hnul srdce v bol, jenz matkou moudrosti. Her eyes were black and lustreless and wan:
Jivicka slzy spalily, rty jeji Her eyelashes were worn away with tears,

a bledé tvéare byly jako mrtvé Her lips and cheeks were like things dead — so pale;
a ruce tenké, tak ze bludnou spleti Her hands were thin, and through their wandering veins
Zil jemnych snadno vidél's prokmitat And weak articulations might be seen Day's ruddy light
dne tfpytné svétlo. Tak tvlj vlastni hrob, The tomb of thy dead self

v némz ve dne, v noci duch dli muceny, Which one vexed ghost inhabits, night and day,

je v8e, co zbylo, bédné dit&, z tebe! Is all, lost child, that now remains of theel

Jenz zdédil's vic, nez mize dati zem, “Inheritor of more than earth can give,

bez vasné klid a ticho bez vycitky, — Passionless calm and silence unreproved,

maiji-li mrtvi spanek ne — jen oddech, Where the dead find, oh, not sleep! but rest,

a jsou-li v skutku tim, co byt se zdaji, And are the uncomplaining things they seem,

bez narku vécmi, aneb jestli Ziji Or live, a drop in the deep sea of Love;

skanuvse v more lasky hluboké, — Oh, that like thine, mine epitaph were — Peace!”

kéz napis mtj znfstejné jak tvuj: Mir! This was the only moan she ever made
To pouze jeji vzdech byl jediny!

PERCY BYSSHE SHELLEY

PREKLAD JAROSLAV VRCHLICKY
ZDROJ: WIKIPEDIA
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profily interpretov

Iva Bittova (CZ, spev) — charizmaticka Seské spevacka, huslistka,
improvizatorka a performerka patri medzi najvyraznejSie osobnosti
Ceskej hudby. Jej pocetné nahravky a koncertné projekty zahffaju
a spajaju zanre od alternativy cez jazz, rock, ludovt (vyznamnym in-
$pirac¢nym zdrojom je moravsky folklér) az po klasickt hudbu, pri¢om
vysledky dokazu neustéle prekvapovat a pdsobit originalne a au-
tenticky. Iva Bittova je z hudobnickej rodiny (jej otec, kontrabasista
Koloman Bitto, pochadzal z juzného Slovenska, sestra Ida Kelarova
je tiezzndmou spevackou), kde zacala so spevom a hrou na husliach.
Po vyStudovani hudobno-dramatického odboru na brnianskom kon-
zervatoriu zacala posobit ako herecka a spevacka v legendarnom
avantgardnom divadle Husa na provazku. Svoju filmovu kariéru, kto-
rej sa sporadicky venuje dodnes, odStarovala vtomto obdobi filmom
Balada pre banditu. V hudbe spolupracovala so subormi a osob-
nostami ako Dunaj, Pavel Fajt, Bill Frisell, Bang on a Can All Stars,
Bobby McFerrin, David Dortizka, Netherlands Blazers Ensemble,
Franti$ek Emmert, Don Byron, Emil Viklicky, Skampa Quartet a dal-
§imi. Jej umenie ju priviedlo na najvyznamnejSie svetové koncertné
podia (Rudolfinum, Concertgebouw, Wigmore Hall, Carnegie Hall),
no rada koncertuje aj na neobvyklych miestach (jaskyria Katefina,
Moravsky kras, Dolomity). Na Slovensku spolupracovala so stiborom
Solamente naturali na Uspesnej nahravke diela V. Godara Mater a na
Bartékovych ludovych piesfiach (CD Slovenské spevy) so siborom
Mucha Quartet (Pavian Records). Vo vydavatelstve Pavian Records
vysiel aj jej nedavny album at home so stiborom Cikori, pre kosic-
kd Hevhetiu nahrala CD so stborom Nocz. V sti¢asnosti Zije a tvorf
v Hudson Walley. Hovori, Ze jej hudba je inSpirovana zivotom a pri jej
vzniku hra dolezitd ulohu ticho. / www.bittova.com

Andrej Baran (SK, husle) — na husliach zacal hrat ako 5-ro¢ny pod
vedenim P. Strenadika na ZUS v B. Bystrici. Studoval na Konzervatoriu
J. L. Bellu, na Prazskom konzervatériu (J. Pazdera), na Akadémii mu-
zickych umeniv Prahe a na Kralovskej hudobnej akadémii v Kodani.
V roku 2005 ziskal semestralne Stipendium na Toho Academy Ga-
kuen Campus v japonskej Toyame (H. Fujivara) a Stipendium na letnd
akadémiu ISA Prague-Wien-Budapestv Semmeringu (H. Shaham).
Na ISA sa zUcastnil aj v roku 2007 (E. Haffnerové). Pocas postgradu-
alneho studia na AU v B. Bystrici vyucoval na Konzervatériu J. L. Bellu,
po ukonceni doktorandského Stidia pdsobil do roku 2016 ako ¢len
Mucha Quartet. Okrem sélového a komorného hrania pdsobiv Sym-
fonickom orchestri Slovenského rozhlasu. Vystupil na koncertnych
podiach v Dansku, Anglicku, Nemecku, Francuzsku, Holandsku,
Belgicku, Taliansku, Spanielsku, Luxembursku a Japonsku. Hra na
nastroji nezndmeho talianskeho majstra.

Robert Cohen (UK, violon&elo) — britsky violon&elista patri medzi
poprednych interpretov sucasnosti. Uz ako 12-ro¢ny debutoval
v Royal Festival Hall v Londyne, jeho vynimo¢ny talent usmer-
foval W. Pleeth, ale tiez J.du Pré, A.Navarra ¢i M. Rostropovic.
Debutova nahravka Elgarovho Koncertu pre violoncelo, ktoru
realizoval ako 19-ro¢ny, ziskala niekolko ocenenf za predaj Stvrt
miliéna platnf len vo Velkej Britanii. Dal$ie ocenené nahréavky (od
Bachovych Suit pre sélové violoncelo, cez najznamejsie violon-
Celové koncerty az po violon¢elovy koncert M. Feldmana) nahral
pre spolo¢nosti EMI, SONY, Deutsche Grammophon, DECCA,
Collins a i. S mimoriadnym ohlasom sa stretlo jeho nastudova-
nie diela Koncert ,Rieka” britskej skladatelky S. Beamish, skom-
ponovaného pre R. Cohena a Academy St. Martin in the Fields.
R. Cohen koncertoval po celom svete s renomovanymi orchestrami
pod taktovkou dirigentov ako C. Abbado, M. Jansons, N. Marriner,
K.Masur, R. Muti, S. Rattle a i. Pedagogicky pdsobi na Konzervatériu
v Lugane a Royal Academy of Music v Londyne. Je vyhladavanym
pedagégom a vedie interpretac¢né kurzy po celom svete. Od roku
2012 pdsobi ako violoncelista v legendarnom Fine Arts Quartet.
www.robertcohen.info

Branislav Dugovi¢€ (SK, klarinet) — multizdnrovy umelec so $i-
rokym repertodrovym zaberom, hru na klarinete Studoval na kon-
zervatériu (R. Simandl) a VSMU (J. Luptagik) v Bratislave. Pogas
doktorandského $tudia (R. Sebesta) sa intenzivne venoval ko-
mornej hudbe (J. Slavik). Absolvoval majstrovskeé kurzy (R. Wehle,
M. Lethiec a d.) a interpretacné sutaze (je laureatom Concorso
Giuseppe Tassis). Ako solista a komorny hra¢ ucinkoval s Cappellou
Istropolitanou, Statnou filharméniou Kosice, Moyzesovym kvarte-
tom, L. Fangovi¢om, D. Varinskou, N. Skutovou, J. Slavikom, N. Bulfo-
ne, . Buffom, J. Luptdkom, M. Palom, E. Sugkovou a d. Je ¢lenom
Bergerovho tria. Jeho intenzivny zaujem o st¢asnu hudbu vyustil
do spoluprace so subormi Veni ensemble a Cluster Ensemble.
B. Dugovi¢ u¢inkoval na podujatiach doma i v zahranici (Ostravské
dny nové hudby, Vegery novej hudby, Melos-Etos, Konvergencie,
Pohoda, Varsavska jeseri). Nahraval pre vydavatelstva Diskant,
Hudobny fond, Real Music House, Hevhetia/Orange Mountain
Music a Naxos. Pésobi ako pedagédg na Univerzite Komenského
a ako lektor Veni Academy. Mimo klasickej hudby spolupracuje
s J.Kirschner, E. Stevensom a skupinou Bukasovy masiv. Tento
rok mu vo vydavatelstve Real Music House vysSiel debutovy album
Cross-Country Skiing, na ktorom spolupracoval s E. Stevensom,
D. Matejom, J. Luptédkom, M. Palom a M. Lejavom.

Adam Druga (SK, perkusie) — hre na bicich nastrojoch sa venuje
od piatich rokov, kedy dostal prvé bicie po odhalen{ zaluby bubnovat
po v8etkom a véade. Studoval na ZUS J. Rosinského v Nitre, kde
pdsobil aj vo swingovom big bande. V stcasnosti je Studentom
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Konzervatéria J. L. Bellu v B. Bystrici (P. Solérik, |. Szabo). V roku
2016 ziskal na Celoslovenskej sutazi konzervatoérii 1. miesto v ryt-
mickej kategorii, 2. miesto v melodickej kateg6rii a cenu Viva Musica
festival Grand Prix. Zu¢&astnil sa na Akadémii komornej hudby fes-
tivalu Konvergencie a na sustredeni Slovenského mladeznickeho
orchestra. Okrem klasiky sa venuje aj jazzu, swingu, sélovej hre
a hre v komornych zoskupeniach.

lvica GabriSova-Encingerova (SK, flauta, pikola) — na prie¢nej
flaute za&ala hrat v roku 2000 pod vedenim V. Banovskej na ZUS
J.Kresénka v Bratislave. Studovala na bratislavskom Konzervatériu
(D. Zsapkova), bola mimoriadnou ziac¢kou na Hudobnej akadémii
Franza Liszta v Budapesti (G. Csetényi), koncertnu $pecializaciu
ziskala na Mozarteu v Salzburgu (M. Kofler). Orchestralnu prax zis-
kala ako ,&lenka-praktikantka” Mnichovskej filharménie. Ako sélistka
i ¢lenka spolupracovala tiez s orchestrami Mozarteum Salzburg,
Junge Philharmonie Salzburg, Salzburger Kammerphilharmonie,
Munchner Kammeorchester, Capella Istropolitana, Symfonicky or-
chester Slovenského rozhlasu, Orchester Statnej opery B. Bystrica,
v sticasnosti posobi v Slovenskej filharménii. Komornej hre sa ve-
nuje v zoskupeni Duo Cordefiato s gitaristkou M. Rodriguez-Brullo-
vovu, s ktorou nahrala CD Pictures. Spolupracuije tiez s poprednymi
domacimi a zahrani¢nymi umelcami ako M. Stahel, J. Palovi¢ova,
L. Fancovi¢, M. Vrabel, G. Boisits ¢i K. Stefula — Kramarics. Kon-
certovala v mnohych krajinach Eurépy, ale tie? v Japonsku a Cine.
Pedagogicky pésobi na Cirkevnom Konzervatériu v Bratislave a na
Akadémii umeniv B. Bystrici. Dramaturgicky pripravuje cyklus chra-
movych koncertov a letnych hudobnych podveéerov v Devinskej
Novej Vsi. Je spoluorganizatorkou medzinarodnej sutaze Flautiada
uré¢enej mladym hrd€om na prie¢nej flaute.

Juan-Miguel Hernandez (CAN, viola) — montrealsky rodak, na
viole zagal hrat ako 7-ro¢ny, medzi jeho pedagdgov patrili osobnosti
ako J. MacRae, P. Coletti (Colburn Conservatory) a Kim Kashkashian
(New England Conservatory). Spolupracoval tiez s D. Murrathom,
P.Neubauerom, K. Tuttleovou, S. Dannom, J. Dunhamom, B. We-
stphalovou a P. Zukermanom. Je vitazom Medzinarodnej sutaze
Johannesa Brahmsa. Ako sdlista, no najma vyhladavany komor-
ny hra¢ (spolupracoval s umelcami ako L. Harrell, R. Kirshbaum,
K.Kashkashian, G. Caussé, |. Perlman) sa predstavil na najvyznam-
nejsich svetovych poédiach (Carnegie Hall, Concertgebouw (Am-
sterdam), Disney Hall (Los Angeles), Salzburg Mozarteum, King's
Place (London), Hamburg Elbphilharmonie a Biely dom. Uginkoval
s viacerymi orchestrami, napr. s Rochester Philharmonic, San Fran-
cisco Chamber Orchestra, Chicago Sinfonietta, iPalpiti Orchestra
a symfonickymiorchestramiv Atlante a Colorade. Bol zakladajticim
¢lenom Harlem Quartet, v rokoch 2013—2018 bol ¢lenom legen-
darneho Fine Arts Quartet. Pésobi ako ¢len Tria Virado a Boreal

tria, ktoré sa Specializuju na novy repertoar. Vystupil na festivaloch
P.Casalsa (Prades, Francuzsko), Festival Des Arcs (Francuzsko),
the Amalfi Coast Music Festival (Taliansko), Stellenbosch Inter-
national Chamber Music Festival (Juzna Afrika), Brevard Summer
Institute (USA), Festicamara (Kolumbia), Montreal Jazz, Musica
Mundi International Festival (Belgicko), Borromeo (Svajgiarsko)
a Festival Del Lago (Mexiko). Je ¢astym hostom rozhlasovych a te-
leviznych vysielani (NBC's Good Morning America, NPR radio),
nahréaval pre Cedille Records, White Pine, Navona and Naxos. Za-
ujem o ziskavanie mladych hudobnikov a nového publika pre kla-
sicku hudbu ho priviedli k praci na edukacnych projektoch v Juznej
Amerike a Juznej Afrike, ale tiez v Europe a USA. Okrem klasického
repertoaru Ucinkoval s jazzovymilegendamiako S. Clark, G. Burton
a Ch. Corea. S poslednymi dvomi nahral album Hot House, ktory
ziskal Grammy. Spolupracoval tiez na CD N. Jones Broken Little
Hearts. Aktudlne pracuje s M. Ettorem (Yamaha) na projekte, ktory
spoji klasicky repertoér s hudbou pre analégovy syntetizator. Hré na
viole Miralles (2008) z Altadeny. / www.jmhernandez.com

Dalibor Karvay (SK, husle) — preukazoval pozoruhodny talent uz
od detstva, na husliach za¢al hrat ako 3-ro¢ny pod vedenim svojho
otca. Podas $tdia na ZUS vo Vratkach nahraval pre Slovensky roz-
hlas. Po mimoriadnom $tadiu na Konzervatériu v Ziline (B. Urban)
pokra¢oval na Viedenskom konzervatériu (B. Kuschnir). Zu€astnil
sa tiez viacerych majstrovskych kurzov u osobnosti ako E. Grag,
M. Min€ev a H. Krebbers. Medzi jeho najvyznamnejSie Uspechy patri
vitazstvo na stretnuti mladych hudobnikov v Cérdobe (1996), Cena
Eurovizie — Grand Prix Mlady hudobnik roka (2002), 1. miesto na
sutazi Tibora Vargu, Cena Medzinarodnej tribiny mladych inter-
pretov New Talent (2005) a vitazstvo na Sutazi Davida Oistracha
v Moskve (2008). Koncertoval pre princa Charlesa z Walesu vo
Windsore za U¢asti M. Rostropovi¢a (2003). Opakovane bol po-
zvany na Seiji Ozawa International Academy vo Svajgiarsku. V roku
2009 ziskal Cenu ministra kultdry SR, v roku 2011 Cenu ,Mlady
tvorca” Nadacie Tatrabanky. Ako sélista spolupracoval s renomo-
vanymi dirigentmi ako L. Segerstam, |. Marin, J. van Zweden, M. Ja-
nowski, A. Rahbarai, B. Wallfisch, O. Lenard, O. Dohnanyi, L. Svarov-
sky a d. Uginkoval s poprednymi orchestrami (Rundfunk-Sinfonie
Orchester Berlin, English Chamber Orchestra, Camerata Salzburg,
Orchestra Ensemble Kanazawa, Ceska filharménia, Radio-Sym-
phonie Orchester Wien, Wiener Kammerorchester, Het Gelders
Orkest, Solistes Européens Luxembourg, Slovenska filharmonia,
SOSR, SKO Zilina a d.) Intenzivne sa venuje komornej hre, pri¢om
spolupracuje so $pic¢kovymi umelcami ako R. Baborak, J. Rachlin,
W.Fuchs, B. Kuschnir, D. Buranovsky a i. Od roku 2014 pedagogicky
pdsobi na Musik und Kunst Privatuniversitat der Stadt Wien, kde je
od roku 2017 univerzitnym profesorom. Hré na husliach vyrobenych
viedenskou husliarkou J. M. Parschovou. / daliborkarvay.com
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Alena Kropackova (SK, mezzosopran) — patri medzi vyrazné
spevéacke talenty mladej generécie slovenskych umelcov. Spev
gtudovala na konzervatériu a VSMU v Bratislave. Absolvovala kurzy
u osobnosti ako P. Dvorsky, Z. Livorov4, A. Plachetka a d. Uz po-
¢as Studia ziskala umiestnenia na spevackych sutaziach doma
i v zahranici, naposledy v juni 2018, ked sa stala semifinalistkou
prestiznej sutaze Hans Gabor Belveder v Jurmale (Loty$sko). Od
debutu v Statnej opere Banska Bystrica (2013) hostuje ako sdlistka
v dielach Cajkovského, Mascagniho, Mozarta a Pucciniho na oper-
nych scénach na Slovensku i v Cechach. Ako koncertna spevacka
pravidelne spolupracuje s SKO Zilina, Statnou filhraméniou Kosice,
Jihoceskou filharmoéniou a Symfonickym orchestrom Slovenské-
ho rozhlasu, s ktorym absolvovala turné v Japonsku (Beethoven
9.symfénia). V nasledujlcej sezéne ju ¢aka ucinkovanie na Svato-
vaclavskom hudobnom festivale v Ostrave (s Fiharméniou Brno), na
Dvotéakovej Prahe a Smetanovej Litomysli (s Ceskou filharmoéniou,
dir. J. Hrai8a) aj nové postavy v SND a debut v Statnej opere Kosice.
/ alenakropackova.webnode.sk

Maria Kmetkova (SK, harfa) — hru na harfe $tudovala na kon-
zervatoriu (Z. Torokova) a na VSMU (A. Antalova) v Bratislave. Ako
solistka sa venuje hudbe 20. a 21. storocia, pésobi ako Studiova
hréc¢ka a hostuje v slovenskych orchestroch (Technik, Solamente
naturali, Veni Academy, SKO Zilina, aktuélne Slovenska filharmo-
nia). Medzi ,neklasické” projekty M. Kmetkovej patri spolupraca
s gitaristom P.Berezom (program zo skladieb S. Michalidesovej
Sisa and the grey pigeon for 53 strings) a spevackou A. Bucko,
s ktorou v roku 2012 nahrala debutovy album In the middle of...
/ www.harfistka.sk

Jozef Luptéak (SK, violoncelo) — je zakladatelom a umeleckym
riaditelom festivalu Konvergencie. Absolvent konzervatéria a VSMU
v Bratislave pokracoval v §tudiach na Royal Academy of Music
v Londyne (R. Cohen) a v Banff Centre for Arts v Kanade (A. Pari-
sot, E. Meyer, T. Tsutsumi). Patri k umelcom formujtcim hudobny
a kultdrny priestor na Slovensku, za €o mu bolo udelenych niekolko
oceneni (Cena Ministra Kultiry SR, Cena Frica Kafendu). Reali-
zoval mnozstvo CD nahravok (o. i. Bachove Suity pre sélové vio-
lon¢elo, Brahmsove sonéty, premiéry diel V. Godéra, crossoverové
projekty After Phurikane, Chassidic Songs, Uspavanky ¢&i viastnu
tvorbu na najnovsom CD Free in One). Pravidelne G¢inkuje na me-
dzinarodnych pédiach od USA po Novy Zéland. Ako vyhladavany
a aktivny komorny hra¢ spolupracuje s mnozstvom poprednych
svetovych umelcov a ansamblov (R. Cohen, D. Rowland, V. Men-
dessohn, B. Schmid, I.van Keulen, A. Serdar, Hilliard Ensemble,
Fine Arts Quartet) ako aj s vyznamnymi dirigentmi (A. Parrott,
J. Bélohlavek, D. Gazon, D. Héja, A. Mogrelia). Medzi jeho pravidel-
nych komornych spoluhra&ov patria I. Karsko, M. Pala, N. Skuta,

B. Lenko a mnohi dalsi. Pravidelne vedie majstrovské kurzy (Talian-
sko, Madarsko, USA, Anglicko), v poslednych rokoch ich organizuje
aj v ramci Konvergencii aj na Slovensku. / www.jozefluptak.com

Matyas Mézes (SK, husle) — narodil sa v Roziave. Hru na husliach
zacal Studovat ako 6-ro¢ny. Ziskal ceny na viacerych slovenskych
detskych a mladeZnickych hudobnych sttaZiach. Studoval na Hu-
dobnej akadémii Franza Liszta (E. Perényi) a na Kralovskej akadémii
v Bruseli (K. Sebestyén, Ph. Graffin). Vzdelanie si doplnil v triede
I. KarSka na Hochschule Luzern. Zu¢astnil sa na majstrovskych
kurzoch vyznamnych huslovych virtuézov (P.Vernikov, S. Picard,
V. Sokolov, G. Stuller a d.). Uginkoval na svetovych hudobnych fes-
tivaloch, kde mal moznost spolupracovat s umelcami ako K. Ma-
sur, P.Jarvi, M. Maisky, R. Lupu, V. Mullova a L. Bathiashvili. Po¢as
Studia v Belgicku v spolupréaci s R. Dechambrom (klavir) zvitazil na
sutazi v komornej hre Maria Errera, ktort usporadiva Kralovské
konzervatérium v Bruseli. Bol koncertnym majstrom BruMaTi a
Auer Youth Symphony orchestra. Od leta 2017 je ¢lenom Esto-
nia Festival orchestra (dir. P. Jarvi), s ktorym absolvoval turné po
mnohych vyznamnych koncertnych salach Eurépy (Berlinska fil-
harménia, Konzerthaus Wien, Zurich Tonhalle, BOZAR v Bruseli).
V lete 2018 absolvuje s orchestrom dalSie eurdpske turné, ktorého
vyvrcholenim bude vysttpenie na BBC Proms. Od septembra 2017
je koncertnym majstrom Statnej filharménie Kosice.

Dorota Nvotova (SK, spev) — hudobni¢ka, pesnickarka, herecka
a cestovatelka. Vydala tri s6lové albumy (Dorota Nvotova, Sila Vzly-
ku a Just!), zakratko jej vyjde Stvrty. Okrem sélovej dréhy zastupuje
svojho otca Jara Filipa v projektoch Bolo nas 21 a Peter a Lucia.
Ob¢as ju mozno vidiet v jazzovom prevteleni spievat po bratislav-
skych baroch jazzové Standardy.

Jordana Palovi¢ova (SK, klavir) — solistka, vyhlad&vana komorna
hrécka a docentka klavirnej hry Studovala na konzervatériu (J. Ma-
ginda) a VSMU v Bratislave (D. Varinska), na Royal College of Music
v Londyne (Y. Solomon) a na Musikhochschule Lubeck (J. Tocc).
V rokoch 2002—2004 bola Stipendistkou DAAD. V ramci majstrov-
skych kurzov spolupracovala s vyznamnymi pedagégmi (L. Berman,
G. Sandor, E. Indji¢, J. Wijn, M. LapSansky, P. Toperczer). Pésobi ako
docentka na Katedre klavesovych nastrojov a cirkevnej hudby HTF
VSMU. Je dritelkou domdcich i zahrani&nych ocenen, vratane
Ceny J. Cikkera. Nahravala pre spolo¢nost Musica, Hudobny fond,
Hudobné centrum, Pavlik Records, Slovensky rozhlas, RTVS, Cesky
rozhlas, CT, Norddeutscher Rundfunk. Pri prileZitosti 100. vyrodia
narodenia J. Cikkera nahrala CD s jeho sélovymi dielamia Concer-
tino pre klavir a orchester op. 20. V roku 2014 vydala CD J&n Cikker
Piano Music spolo¢nost Toccata Classics. Sélisticky, aj ako komor-
né& hracka sa predstavila na festivaloch doma i v zahranic¢i (BHS,
Melos-Etos, Nova slovenska hudba, SFKU Zilina, Festival pekne;j
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hudby, Konvergencie, Levo&ské babie leto, Dni hudby F. M. Barthol-
dyho, Cambra de Musica, Pulse Festival, Cheltenham International
Festival of Music, Sibelius Week, ARMONIE DELLA SERA). V ob-
lasti komornej hry spolupracovala so Sirokym spektrom partnerov
(Moyzesovo kvarteto, Solamente naturali, G. Knox, V. Mendelssohn,
I. Palovi¢, M. Rysanov, S. Tandree, J. Luptak, E. Prochac, . Karsko,
M. Pala, M. Potokér, J. Tomka, V. Vonasek, |. Gabrigova, E. Sugkova
ai.) U&inkovala s poprednymi slovenskymi a zahraniénymi orches-
trami (Slovenské filharmonia, SOSR, Cappella Istropolitana, SKO
Zilina, Statna filharmonia Kosice, Symfonicky orchester VSMU,
VSMU Modern Orchestra, Moravské filharmonie Olomouc, Prazska
komorni filharmonie, Lambeth Orchestra, RCM Sinfonietta Orches-
tra a Lubecker Philharmoniker).

Milan Pala (SK, husle) — koncertnou ¢innostou, vykonmi, reper-
toarom a nahravacimi aktivitami patri medzi najvyraznejie osob-
nosti slovenskej hudby poslednych dekad. Studoval na Konzerva-
toriu J. L. Bellu v B. Bystrici, uz ako mlady umelec ziskal viacero cien
a s nimi i medzinarodnu pozornost na sutaziach ako Concourse
Moderne Riga, Anglo-Czecho-Slovak Trust London, Leo$§ Janacek
International Competition Brno, Bohuslav Martin Competition a i.
V Studiu pokracoval na Hochschule fur Musik und darstellende Kunst
Wien a Janackovej akadémii muzickych umeniv Brne. V stikromne;j
triede S. Yaroshevicha sa zozndmil s huslovou Skolou D. Oistracha,
no vdaka blizkemu vztahu a spolupraci s legendarnym franctizskym
skladatelom a organistom J. Guillouom prijal aj prvky franctzskej
moderny. V obdobi Studia sa M. Pala pravidelne zG¢astroval medzi-
narodnych majstrovskych kurzov V. Spivakova v Zurichu. Dnes patri
medzi najvyznamnejsich ¢esko-slovenskych huslistov a odborng
verejnost ho radi medzi elitu svetovych interpretov. Ako sélista spolu-
pracoval s National Radio Symphony Orchestra Kiev, Kioi Sinfonietta
Tokyo, Prague Symphony Orchestra, Saint Petersburg Philharmonic
Congress Orchestra, Saint Petersburg Philharmonic, St. Petersburg
State Capella Symphony Orchestra, Brno Philharmonic, Philharmo-
nic Orchestra Altenburg-Gera, Slovenska filharménia, Symfonicky
Orchester Slovenského rozhlasu a i. Spolupracu nadviazal s diri-
gentmi ako Th. Guschlbauer, H. Arman, A. Cernusenko, L. Svarovsky,
M. Kosik, A. Markovic, A. Sebastian Weiser, O. Vrabec, O. Olos, D. Svec,
P.Gribanov a d. Diskografia M. Palu tvori uz 30 titulov, ostatnym su
4 Concertos for Milanolo (dir. M. Lejava, Pavlik Records 2018). Viyni-
moc&nym pocinom je antologia slovenskej tvorby pre sélové husle,
vdaka ktorej ziskal v roku 2009 Cenu Ludovita Rajtera. V roku 2014
dostal Cenu ministra kultiry SR a Cenu Nadacie Tatra banky za ume-
nie. Zatial poslednym ocenenim je Radio_Head Award za nahravku
Bergovho a Szymanowského huslovych koncertov so Symfonickym
orchestrom Slovenského rozhlasu pod taktovkou M. Lejavu. K tomu-
to titulu medzi¢asom pribudli huslové sonaty Griega, Sostakovica
a Bartoka, tiez Sonéaty a partity J. S. Bacha (Pavlik Records). Vynimoc¢-

né kvality M. Palu je moZné spoznat z profilového dokumentu Ceskej
televizie z roku 2012. / www.milanpala.com

Martin Ruman (SK, viola) — tudoval na konzervatoriu v Bratislave
(K.Klatt), na Prazskom konzervatériu (K. DoleZal), VSMU v Brati-
slave (J. HoSek) a u A. Zemtsova vo Viedni. Po¢as Studia v Prahe
vystupoval ako sélista a komorny hra¢ v ¢eskom rozhlase a televizii.
Koncertoval s prazskymi sibormi (Komorny orchester P. Haasa,
orchester Berg a.i.), stal sa laureatom Sutaze Studentov konzer-
vatérii SR, medzinarodnej sutaze Talenty pre Eurdpu, Sutaznej
prehliadky konzervatérii CR. Zudastnil sa majstrovskych interpre-
tacnych kurzov pod vedenim umelcov ako G. Karni, H. Schlichtig,
A.Arad, M. Zemtsov, J. Dinerstein, V. Buka¢, S. Baer a i. Ako soélista
sa predstavil so Sinfoniettou Bratislava, SKO B. Warchala, Cappel-
lou Istropolitanou a Slovenskou filharméniu, G¢inkoval s Moyze-
sovym i Muchovym kvartetom, je ¢lenom Gustav Klimt Quartet
Wien. Spolupracoval s umelcami ako S. Ashkenasi, Z. Qian, Y.Re-
vich, A. Ahazco, N. Wagner, J. Lupték, B. Lenko, M. Pala, M. Svetlik,
|. Karsko, Th. Auner, J. Tomka, |. van Keulen, D. Rowland, P. Barragén
a d. Studoval na Hudobnej a umeleckej univerzite mesta Vieden,
pdsobil ako lektor akadémie Konvergencii a Slovenského mladez-
nickeho orchestra. Pdsobi v komornom duu s klaviristkou A. Hu¢-
kovou. / www.martinruman.sk

Kiril Stoyanov (BG, bicie) — bulharsky umelec, ktory posobi v su-
¢asnosti ako veduci skupiny bicich nastrojov v Slovenskej filharmo-
nii, pochédza z hudobnickej rodiny. Studoval na Narodnej hudobnej
Skole L. Pipkova a na Narodnej hudobnej akadémii P. Vladigerova
v Sofii. V studidch pokracoval na prestiznom salzburskom Mo-
zarteu. Je drzitelom oceneni z medzinarodnych sutazi (zvitazil na
Narodnej sutazi prof. Palieva v Plovdive a Medzinarodnej sutazi
,Mladivirtuézi” v Sofii, ziskal 3. miesto na Medzinarodnej marimba-
fénovej sutaziv Salzburgu, bol finalistom Medzinarodnej sutaze pri
BHS ,New Talent” v Bratislave). Pdsobil vo viacerych bulharskych
orchestroch (Filharmonia Sofia, Narodny symfonicky orchester
Bulharského rozhlasu), ale aj v Rakusku (Hochschuleorchester
des Mozarteums Salzburg, Blaserphilaharmonie des Mozarteums
Salzburg, Mnichovsky komorny orchester, Mozarteum Salzburg),
spolupracoval so znamym stborom starej hudby Il Giardino Armo-
nico. Uginkuje aj ako sélista a je vyhladavanym komornym hracom.

Marian Svetlik (SK, husle) — &tudoval na Konzervatériu v Ziline
a na JAMU v Brne. Zu&astnil sa na viacerych domécich i zahra-
niénych kurzoch (A. Moravec, M. Jelinek, F. Novotny, S. Yarosevic,
B. Henri Van de Velde). Ako sélista U&inkoval so SKO Zilina, Janag-
kovym akademickym orchestrom v Brne a Symfonickym orches-
trom Slovenského rozhlasu. Bol ¢lenom slacikového kvarteta Icarus
Quartet, s ktorym ziskal viaceré ocenenia na sutaziach komornej hry
i ¢lenom SKO B. Warchala. V st¢asnosti je koncertnym majstrom
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Symfonického orchestra Slovenského rozhlasu. M. Svetlik, ktory je
jednym z najdisponovanejsich a najuniverzalnejsich huslistov svo-
jej generéacie, posobi tiez ako vyhladavany sélista a komorny hrac.

Eva Suskova (SK, sopran) — zanietena propagatorka slovenskej
hudby a diel si¢asnych slovenskych skladatelov, kritika ocenuije jej
tvorivy vklad pri interpretéacii klasikov hudby 20. storoc¢ia. Absolvo-
vala VSMU (V. Stracenska), kde v roku 2013 obhéjila aj dizertadnu
pracu (P.Mikulas). Svoj umelecky obzor si rozSirovala na kurzoch
v Rakusku, Madarsku a Ceskej republike. Paralelne s pedagogic-
kymi a organiza¢nymi aktivitami (cyklus (Ne)znama hudba o.z.
Albrechtina, autorské projekty secret VOICE, VOICEssion a detsky
projekt Clovekofon) sa profiluje ako vyrazna osobnost komorného
a koncertného hudobného Zivota, nevynimajuc réznorodé formy
hudobného divadla. V opernych domoch a na zahrani¢nych scé-
nach (Cesko, Francutizsko, Rakusko, Polsko) stvérnila niekolko vy-
znamnych postév (Tatiana, Desdemona, Rusalka, Suzel, Fiordiligi).
Scénicky nastudovala monodramy Schénberga Pierrot Lunaire
a The Raven od Toshia Hosokawu. Na konte mé& uvedenie a nahrav-
ku Hummelovej opery Mathilde de Guise, ale aj kreaciu premiér
Siestich pévodnych slovenskych opier (Benes, Kubi¢ka, Solovic).
Ako sélistka sa predstavila na vyznamnych eurépskych festivaloch
(Gaida, Lost & Found, Prazské premiéry, BHS, Melos-Etos, Konver-
gencie, Dni starej hudby a i.), kde spolupracovala s orchestrami
a subormi Prague Modern, Quasars Ensemble, Solamente naturali,
Cappella Istropolitana, Ostravska filharmonie, Slovenska filharmo-
nia, Symfonicky orchester Slovenského rozhlasu, Slovensky komor-
ny orchester a dal§imi. Nahravala pre Brilliant Classics, Phaedra,
Dynamic, Slovensky rozhlas, Hudobny fond, Diskant a Real Music
House. V roku 2013 ziskala Cenu Nadé&cie Tatra banky za umenie
v kategorii Mlady tvorca, v roku 2016 Cenu Frica Kafendu. Jej po-
slednym albumom je Lexikdn chladu s M. Burlasom.

Jakub Ursiny (SK, spev) — v roku 2011 zaloZil skupinu Teatro Fa-
tal, ktorej pesni¢ka Idem si zaznela v ocefiovanom animovanom
filme Posledny autobus. Neskor dal dokopy skupinu Provisorium.
Odohral s lou mnozstvo koncertoy, v ktorych si pripomenul tvorbu
svojho otca Deza Ursinyho. V roku 2015 spolu so skupinou Talent
Transport a Dorotou Nvotovou vzkriesili nerealizovany muzikal P+ L
na motivy romanu Peter a Lucia. Hudbu k nemu zlozil Jakubov
otec, texty napisal Jan Strasser. V sti¢asnosti opat pracuje v novom
zlozeni na autorskom projekte Teatro Fatal.

Eben Trio (Roman Pato¢ka — husle, Ji¥i Barta — violon&elo, Tere-
za Fialov4 — klavir) — patri medzi najvyznamnejSie ¢eské klavirne
trig aktivne i v zahranici. Subor je pomenovany po vyznamnom
¢eskom skladatelovi 2. polovice 20. storoc&ia Petrovi Ebenovi. Trio
koncertuje na najprestiznejsich svetovych pédiach, ako je parizske
Auditorium de Louvre, mnichovsky Gasteig, hamburska Laeszhalle,

Kennedyho centrum vo Washingtone, National Hall of Performing
Arts v Pekingu, v prazskom Rudolfine a dalsich. Je nositelom Ceny
Spolku pre komornt hudbu Ceskej filharménie, drzitefom Mase-
field Prize Hamburg a absolttnym vitazom Concours de musique
du Lyceum Club International de Suisse Lausanne. V roku 2013
ziskalo Eben Trio ako prvy ¢esky subor pozvanie na Verbier Festival
Academy a Septembre Musical Vevey vo Svajéiarsku. Hudobnici
koncertovali vo vagsine statov Eurépy, v USAi Azii a je pravidelnym
hostom medzinarodnych hudobnych festivalov. / www.ebentrio.cz

Oni Wytars — medzinarodny stbor existuje od roku 1983. Od svoj-
ho vzniku sa taziskovo zameriava na hladanie suvislosti a vztahov
medzi ,umeleckou” a ,popularnou” hudbou v krajinach leziaciach
na brehoch Stredozemného mora. Repertoarovy zaber hudobnikov
Oni Wytars zahttia hudbu od 13. do 17. storocia. Po skladbach
talianskeho trecenta, putnickych spevoch zo stredovekych $pa-
nielskych a katalanskych rukopisov a piesnach a poézii trubaddrov
a truvérov sa subor v poslednej dobe zacal viac venovat hudbe
renesancie a raného baroka. Hlada vztah melédif a textov neapol-
skych villanel, frottol, canzon, arif, serenad a tanec¢nej hudby k exis-
tujlce;j tradicii ludovej hudby v Taliansku, Franctzsku a Spanielsku.
Vysledkom je stredomorsky zvukovy kozmos rytmov, melédif, im-
provizécii, od jednohlasnych stredovekych napevov, cez slne¢né
tarantely az po ranobarokové villanely, ktory rozoznievaju néstroje
existujuce uz celé starocia. Oni Wytars vydal viacero CD vo vyda-
vatelstvach Naxos a Sony Classical. V roku 2018 pripravuje nové
CD s ndzvom Pentameron. / www.oniwytars.de

Talent Transport (Vladislav ,SInko" Sarigsky — klavir, Filip Hittrich
— basgitara, Marian Slavka — bicie) — trojica skisenych hudob-
nikov ma za sebou viacro¢né ucinkovanie v niekolkych znamych
a Uspesnych hudobnych zoskupeniach ako Hrana, Jana Kirschner,
IMT Smile ¢i Sounds Like This. Na naplnenie ich vlastnych tvori-
vych ambicii v8ak dozrel ¢as az v roku 2014. Po siedmich rokoch
hrania a zbierania nového materiélu, vydali Talent Transport svoj
debut a o Styri roky aj druhy album Napospas. Obidve diela su fu-
ziou jazzu, vaznej hudby a popu, ktortd interne oznacujeme ako
,hudbu humannu”. Ich tvorba nesie odkaz legiend Mareka Bre-
zovského a Deza Ursinyho, ale napriek tomu su Talent Transport
tazko uchopitelni. Origindlni v umeleckom aj verbalnom prejave,
ktory vzdy nesie davky miernej (seba) irénie. Co je vdak na nich naj-
cennejSie, nechavaju za seba hovorit predovsetkym svoju hudbu.
/ www.slnkorecords.sk



75/

profiles of performers

Iva Bittova (CZ, vocals) — the charismatic Czech singer, violinist,
improviser and performer is one of the most impressive individuals
in Czech music. Her numerous recordings and concert projects bring
together and combine genres, from alternative, through jazz, rock, folk
(with Moravian folk as an important source of inspiration), to classical
music. The results are constantly surprising and impressively original
and authentic. Iva Bittovad comes from a musical family (her father,
the double bassist Koloman Bitto, came from southern Slovakia; her
sister Ida Kelarova is also a noted singer), where she first began sin-
ging and playing the violin. After graduating in the musico-dramatic
discipline in Brno Conservatory she began performing as an actress
and singer in the legendary avantgarde theatre Husa na provazku.
During that period she began her film career, which she still spora-
dically sustains to the present day, with Balada pre banditu (Ballad
fora Bandit). In music she has partnered ensembles and individuals
including Dunaj, Pavel Faijt, Bill Frisell, Bang on a Can All Stars, Bobby
McFerrin, David Dor0zka, Netherlands Blazers Ensemble, Frantisek
Emmert, Don Byron, Emil Viklicky, Skampa Quartet, etc. Her art has
brought her onto the most prestigious concert stages (Rudolfinum,
Concergebouw, Wigmore Hall, Carnegie Hall), but she likes to hold
concerts also in unusual places (Katefina Cave, Moravian Karst, Do-
lomites). In Slovakia she has partnered Solamente naturali in a su-
ccessful recording of V. Godar's Mater and on Bartok's folk songs
(CD Slovenské spevy) with the Mucha Quartet (Pavian Records).
Arecentalbum of hers with the Cikori ensemble has appeared on the
Pavian Records label; for the Kosice label Hevhetia she has recorded
a CD with the Nocz ensemble. Currently she is living and working in
Hudson Walley. She says that her music is inspired by life and that
silence plays an importantrole in its emergence / www.bittova.com

Andrej Baran (SK, violin) — began playing the violin as a 5-year-old
under the guidance of P. Strenagik at the ZUS (Primary Art School)
in Banskéa Bystrica. Studied at the J. L. Bella Conservatory, at the
Prague Conservatory (J. Pazdera), at the Academy of Musical Arts
in Prague, and at the Royal Musical Academy in Copenhagen. In
2005 he received a stipend for a semester at the Toho Academy
Gakuen Campus in Toyama, Japan (H. Fujivara) and a stipend for
the ISA Prague-Wien-Budapest summer academy in Semmering
(H. Shaham). He also took part in the ISA in 2007 (E. Haffnerova).
During his postgraduate study at the AU in B. Bystrica he taught at
the J. L. Bella Conservatory; after completing his doctoral study he
was a member of the Mucha Quartet until 2016. Apart from solo and
chamber appearances, he performs in the Slovak Radio Symphony
Orchestra. He has appeared on concert podia in Denmark, England,
Germany, France, Holland, Belgium, Italy, Spain, Luxembourg and Ja-
pan. Andrej Baran plays an instrument by an unknown Italian master.

Robert Cohen (cello, UK) — made his concerto debut at the age
of 12 at the Royal Festival Hall, London. During 35 years of his
distinguished international career, Cohen has been hailed as one
of the foremost cellists of our time. Invited to perform concertos
world-wide by conductors Cl. Abbado, A. Dorati, Sir M. Elder, M.
Jansons, Sir Ch. Mackerras, J. Maksymiuk, K. Masur, R. Muti, Sir
R. Norrington, Sir S. Rattle, M. Tilson-Thomas, O. Vanska. Notable
collaborations in chamber music including Yehudi Menuhin, the
Amadeus String Quartet (including their CD of Schubert Quintet
on DGG), M. Pressler, L. Kavakos and K. Zimerman and with his
regular duo partner pianist H. Karkkainen. His musical education
was also exceptional; early studies with W. Pleeth, followed by J.
du Pré, A. Navarra and M. Rostropovich. Robert Cohen won the
Suggia Prize, Young Concert Artists (New York), Piatigorsky and
Unesco International competitions and the English Speaking Union
Scholarship to Tanglewood (USA). Cohen is an inspirational con-
ductor and teacher and has given masterclasses at Conservatoires
throughout the world. His passionate views on the art of learning,
performing and communicating music have been widely published.
From 2000-2012 Cohen was Professor of Advanced Solo Studies
atthe Conservatorio della Svizzera Italiana in Lugano, and in 2010
became Professor at the Royal Academy of Music, London. The
Royal Academy of Music Cohen Lectures were launched in 2014.
Robert Cohen made his recording debut at age 19 with the Elgar
Cello Concerto and London Philharmonic (EMI) which earned a sil-
ver disc. He has recorded extensively for BIS, EMI, Deutsche Gram-
mophon, Sony and Decca. The most recent composition written
and dedicated to Cohen was Sally Beamish Cello Concerto No. 2
‘The Song Gatherer'. The US premiere was with co-commissioner
Minnesota Orchestra/O. Vanska. The English premiere by co-com-
missioner Hallé Orchestra/Sir M. Elder. The Scottish premiere was
with BBC Scottish Symphony Orchestra and M. Brabbins. Cohen
has been the subject of many TV documentaries and has crea-
ted special projects: ‘Les Six' - poetry, literature and film for City
of London Festival, ‘Collaborations’ for the Royal Ballet School,
‘Robert Cohen's Cello Clinic’ and ‘Cohen Pod Talks" iTunes.com.
From 1989-2011 he was Artistic Director of Charleston Manor
Festival, set in the heart of the Sussex countryside. At the invita-
tion of film producer Don Boyd, Cohen became the curator of a
classical music channel for HiBrow.TV. In the USA, National Public
Radio has created a monthly series for Cohen entitled ‘On That
Note'. From October 2011 to January 2018, Cohen was Cellist of
the legendary Fine Arts Quartet. His cello is the 'Ex Roser’ David
Tecchler, Rome 1723.

Adam Druga (SK, percussion) — has been playing percussion
instruments since he was five years old, when he received his first
drums after revealing an inclination to drum everywhere and on
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everything. He studied at the J. Rosinsky Primary Art School in Nitra,
where he also played in a swing big band. Currently he is a student
atthe J. L. Bella Conservatory in B. Bystrica (P. Solarik, |. Szabo). At
the 2016 Competition for Conservatories of all Slovakia he recei-
ved 1%t prize in the rhythmic category, 2" in the melodic category,
and the Viva Musica festival Grand Prix. He has participated in the
Academy of Chamber Music at the Convergences festival and in
the gathering of the Slovak Youth Orchestra. Apart from classical
music, he also devotes his time to jazz, swing, solo playing, and
playing in chamber ensembles.

Branislav Dugovié (SK, clarinet) — studied clarinet at the Conser-
vatory in Bratislava (R. Simandl) and at the Academy of Music and
Drama in Bratislava (J. Luptacik). During his doctorate studies, he
studied clarinet with R. Sebesta and chamber music with J. Slavik.
During his studies he participated at various masterclasses (R.
Wehle, M. Lethiec) and as a soloist he performed with chamber
orchestra Capella Istropolitana and State Philharmony Kosice. In
2006 he took partin semestral intership in Landestheater Detmold.
In 1996 he won 1. Cathegory of Competition of Slovak Conservato-
ires and in 2006 he was laureate of international clarinet competi-
tion Concorso Giuseppe Tassis. As a soloist or achamber musician
he cooperated with the Moyzes Quartet, L. Fancovi¢, D. Varinska,
N. Skuta, K. Mihalov, J. Slavik, N. Bulfone, |. Buffa, J. Luptak, M.
Pala, E. Sugkova etc. He is a member of The Berger Trio, named
after Slovak/Polish composer Roman Berger. He is also interested
in contemporary music, cooperates with Veni ensemble, Cluster
Ensemble, lectures at Veni Academy etc. As a soloist or chamber
musician he performed at many festivals in Slovakia as well as
abroad, for example Ostravské dny nové hudby, Vecery novej hudby,
Melos- Ethos, Konvergencie, Pohoda, Warsaw Autumn etc. He has
recorded for Diskant, Hudobny Fond, Real Music House, Hevhetia/
Orange Mountain Music, Naxos etc.

Ilvica GabriSova (SK, flute, piccolo) — studied the flute at the Bra-
tislava Conservatory in the class of Dagmar Zsapkova. She was
a special student of the Franz Liszt Academy in Budapest in the
class of Gyula Csetényi. She finished her regular studies — spe-
cialisation in performance practice — at the Mozarteum University
of Salzburg as a pupil of the renowned artist Michael M. Kofler. As
a member of the Orchestra Academy of the Munich Philharmonic
she acquired some orchestral experience and she has collaborated
also with other orchestras: Mozarteum Salzburg, Junge Philharmo-
nie Salzburg, Salzburger Kammerphilharmonie, Cappella Istropo-
litana, Slovak Radio Symphony Orchestra, Slovak Philharmonic.
She is a dedicated performer of chamber music — as a member
of Duo Cordefiato together with the guitarist Miriam Rodriguez
Brullova she has given a number of successful concerts all over

Europe, including Slovakia. She collaborates also with other signi-
ficant domestic and foreign artists and ensembles in chamber
music projects. As a soloist she has appeared with the orchestras
Junge Philharmonie Salzburg, Munich Chamber Orchestra, Ca-
ppella Istropolitana, Orchestra of the State Opera Banska Bystrica,
Pressburger Philharmonie, Sinfonietta Gy6r and others. Her reper-
toire includes a wide choice of recital pieces. One can listen to her
performance qualities on the CD of Duo Cordefiato — Pictures.
She has given concerts in many European countries, as well as in
Japan and China. As a teacher she has been active at the Church
Conservatory in Bratislava, as well as at the Academy of Arts in Ban-
ska Bystrica. Presently she is a member of the Slovak Philharmonic
orchestra. She is also the soul of the series of church concerts and
summer musical evenings in her native village Devinska Nova Ves
and a co-organizer of the international competition FLAUTIADA
focusing mostly on young flute players.

Juan-Miguel Hernandez (CAN, viola) — performances as solo-
ist and chamber musician have seen Juan-Miguel Hernandez on
some of the world's leading halls, including Carnegie Hall, Con-
certgebouw (Amsterdam), Disney Hall (Los Angeles), Salzburg
Mozarteum, King's Place (London), Hamburg Elbphilharmonie
and The White House. As a soloist he has made appearances with
orchestras, including the Rochester Philharmonic, San Fransisco
Chamber Orchestra, the Chicago Sinfonietta, iPalpiti Orchestra,
as well as the Colorado and Atlanta Symphonies. As a chamber
musician he has collaborated with distinguished artists such as
L. Harrell, R. Kirshbaum, K. Kashkashian, G. Caussé and |. Perlman.
Chamber music being at the forefront of his career, Juan-Miguel
was a founder and member of the Harlem Quartet after which he
joined the legendary Fine Arts Quartet (2013—20180. He is a also
founder and member of the ,Trio Virado” (Flute, Viola, Guitar) as
well asthe ,Boreal Trio” (Clarinet, Viola, Piano), both specializing in
the creation of new repertoire. Festival and program appearances
as guest artistand pedagogue include the Festival Pablo Casal, the
Festival Des Arcs, the Amalfi Coast Music Festival, Stellenbosch In-
ternational Chamber Music Festival, the Brevard Summer Institute,
the Mozaic Festival, Festicamara, Montreal Jazz & Panama Jazz
Festivals and Musica Mundi International Festival, Borromeo &
Madeline Islands Chamber Music Festivals. Juan-Miguel has been
featured on radio and television broadcasts throughout Canada,
and the United States including NBC's Good Morning America,
The Today Show, NPR radio, PBS and the Telemundo Network.
His recordings were released by Cedille records, the White Pine,
Navona and Naxos music labels. Juan-Miguel Hernandez was born
in Montreal, Canada and began his musical studies at the age of
seven. Among his teachers were J. MacRae, P. Coletti (Colburn
Conservatory) and K. Kashkashian (New England Conservatory).
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He also worked with D. Murrath, P. Neubauer, K. Tuttle, S. Dann,
J.Dunham, B. Westphal and P. Zukerman. Juan-Miguel won the first
Prize atthe International Johannes Brahms Competition, adding to
other top prizes won at the National Canadian Music Competition,
and the 9th National Sphinx Competition, presented by JPMorgan
Chase. He was honored with the medal of the National Assembly of
Quebec for his significant international achievements. His strong
commitment to educate and engage new audiences all around
the globe have brought him to reach young musicians and various
communities through art convoys in South Africa and Venezuela,
various music festivals in South America and outreach projects in
Europe and North America. In 2016 Juan-Miguel was appointed
as a professor at the Royal Academy of Music (London). He was
invited to serve on the Jury of the 2017 Johannes Brahms Inter-
national Competition/Austria and the 2018 Sphinx Competition/
USA. Beyond his extensive classical repertoire he has regularly
performed with Jazz living legends G. Burton, S. Clark, P. D'Rive-
ra and Ch. Corea. He is currently working on a project which will
feature classical repertoire for viola and analog synthesizer with
Yamaha artist M. Etorre. Further collaborations include Nora Jones'
album Broken Little Hearts as well as the album Hot House playing
alongside Corea and Burton for which a Grammy was awarded. He
plays on a 2008 Miralles viola from Altadena/CA.

Dalibor Karvay (SK, violin) — showed remarkable talent from
childhood. He began playing the violin as a 3-year-old under the
guidance of his father. During his studies at the Primary Art School
in Vrutky he made recordings for Slovak Radio. After exceptional
study at Zilina Conservatory (B. Urban) he continued at Vienna
Conservatory (B. Kuschnir). He has also taken partin several mas-
ter courses led by such prominent figures as E. Gra¢, M. MinCev
and H. Krebbers. His most notable successes include victory at
the meeting of young musicians at Cordoba (1996), Eurovision
Prize — Grand Prix Young Musician of the Year (2002), 15! place in
the Tibor Varga Competition, Prize of the New Talent Internatio-
nal Tribune of Young Performers (2005), and victory in the David
Oistrach Competition in Moscow (2008). Dalibor Karvay played
in a concert for Prince Charles at Windsor, with M. Rostropovich
participating (2003). Karvay has repeatedly been invited to the Seiji
Ozawa International Academy in Switzerland. In 2009 he received
the Prize of the Slovak Republic Ministry of Culture, and in 2011 he
was awarded the Tatra Bank Foundation Prize for "Young Artist”.
As a soloist he has collaborated with such renowned conductors
as L. Segerstam, I. Marin, J.van Zweden, M. Janowski, A. Rahba-
rai, B. Wallfisch, O. Lenard, O. Dohnényi, L. Svarovsky, etc.. He has
performed with leading orchestras (Rundfunk-Sinfonie Orchester
Berlin, English Chamber Orchestra, Camerata Salzburg, Orches-
tra Ensemble Kanazawa, Czech Philharmonic, Radio-Symphonie

Orchester Wien, Wiener Kammerorchester, Het Gelders Orkest,
Solistes Européens Luxembourg, Slovak Philharmonic, Slovak Ra-
dio Symphony Orchestra, State Chamber Orchestra Zilina, etc.).
He is intensively involved in chamber playing, where he partners
elite artists including R. Baborak, J. Rachlin, W. Fuchs, B. Kuschnir,
D. Buranovsky, etc. From 2014 he was a lecturer, and since 2017
he has been a professor, at the Musik und Kunst Privatuniversitat
der Stadt Wien. He plays a violin made by the Viennese violin maker
J. M. Parsch.

Alena Kropackova (SK, mezzosoprano) —is one of the impressive
singing talents among the young generation of Slovak artists. She
studied singing in Bratislava at the Conservatory and at the University
of Performing Arts. She has completed courses with such notable
figures as P. Dvorsky, Z. Livorova, A. Plachetka, etc. While still a stu-
dent she achieved placings at singing competitions at home and
abroad, most recently in June 2018, when she was a semi-finalist
in the prestigious Hans Gabor Belveder Competition in Jurmala (La-
tvia). From her debutin the State Opera Banské& Bystrica (2013) she
has been a guest soloist in works by Tchaikovsky, Mascagni, Mozart
and Puccini on opera stages in Slovakia and the Czech Republic. As
aconcertsinger she regularly partners the State Chamber Orchestra
Zilina, State Philharmonic Kosice, South Czech Philharmonic, and
the Slovak Radio Symphony Orchestra, with which she completed
atourin Japan (Beethoven's 9th Symphony). In the coming season
sheis due to perform in the St. Wenceslas Music Festival in Ostrava
(with the Brno Philharmonic) and at the Dvorak Prague and Sme-
tana Litomysl festivals (with the Czech Philharmonic, conducted by
J.Hr@8a), and also in new roles in the Slovak National Theatre and
a debutin the State Opera Kosice.

Maria Kmetkova (SK, harp) — she studied playing the harp at
the Conservatory (Z. Torokova) and the Academy of Performing
Arts (A. Antalova) in Bratislava. As a soloist she devotes herself to
20" and 21t century music; she also plays as a studio musician
and makes guest appearances in Slovak orchestras (Technik, So-
lamente naturali, Veni Academy, State Chamber Orchestra Zilina,
and currently Slovak Philharmonic). M. Kmetkova's “non-classical”
projects include partnering the guitarist P. Berez (programme from
S. Michalidesova's composition Sisa and the grey pigeon for 53
strings) and the singer A. Bu¢ko, with whom in 2012 she recorded
a debutalbum In the middle of...

Jozef Luptak (SK, cello) — currently one of the most prominent
figures in the Slovak musical scene, Luptak graduated from the
Academy of Performing Arts in Bratislava and from the Royal Aca-
demy of Music in London (under R. Cohen). He has recorded se-
veral CDs (including the complete Bach Suites for Solo Cello, the
Cello project that merges visual art and contemporary music ins-
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pired by the works of J. S. Bach, premiére recordings of the music
by V. Godar, a live recording of his recital in London), and has also
been at the birth of numerous works by contemporary musicians.
Jozefis actively performing throughout the world. His concert high-
lights from the recent years include performing with The Hilliard
Ensemble in Kosice, recitals in USA, performing during the Winter
Olympics in Vancouver in the Slovak Repre House, concerts at
festivals in Charleston (with R. Cohen) and Arcus Temporum in
Pannonhalma as well as world premieres of the Cello Concertos
by P.Machajdik (BHS) J. Irshai (Convergence Festival) and D. Matej
(with Slovak Chamber Orchestra). A special place in his recent mu-
sical explorings belongs to multicultural and multiethnical projects
- afterPhurikane and Chassidic Songs. Both of them were issued
on CDs and are sought by audiences and festival organisers throu-
ghout Europe. His path as a soloist has brought him to play with
conductors like A. Parrott, J. Bélohlavek, L. Svarovsky, D. Gazon, D.
Héja or A. Mogrelia. He plays regularly with renown chamber music
partners from Slovakia and abroad — N. Skuta, |. Kargko, R. Sebesta,
R. Cohen, V. Mendelssohn, B. Schmid, P. Mikulas, M. Gothoni, etc.
But Jozef does not limit himself to the “classical”. Being very open
and versatile, he often joins cross-genre projects and cooperates
with such artists as Marian Varga (Slovak rock legendary pianist/
composer), Julee Glaub (American singer), Jeff Johnson (singer
and producer), Brian Dunning (Irish flutist), Krisztian Gergye (Hun-
garian dancer) and many others. His London experience together
with the missing chamber music scene in his hometown inspired
him to create an international chamber music festival Konvergencie
(Convergence). From its first year in 2000 the festival has received
superior reviews by both professional and general audience and
is marked by a very special atmosphere. Jozef, as the founder and
artistic director/manager, is carefully choosing projects to bring
the best quality of performance and unexpected artistic combi-
nations. Part of Jozef's search for his own musical expression is
active communication and work with contemporary composers
(Tenney, Krauze, Godar, Zagar, Irshai, Matej, Ayres, Wolff, Jeffe-
ry, Machajdik, etc.). Natural outcome of these collaborations is
a number of world premiere compositions and recordings. His
discography includes the World Premiere CD of Vladimir Godéar's
“Music for Cello”, 2-CD of complete Bach Solo Cello Suites (first
Slovak recording) as well as his own project “CELLO" — recording
of five new compositions inspired by Bach’s 1st Suite, including his
speciality — improvisations using cello, his own voice and beatbox.
His most recent classical release is a live recording of his London
Debut concertin St. John's Smith Square. He is currently planning
to produce a CD of his cello and vocal improvisations as well as
CD series reliving the concerts from the Convergence Festival.
/ www.jozefluptak.com

Jordana Palovi¢ova (SK, piano) — has studied piano at the Con-
servatory in Bratislava (J. Masinda), at the Academy of Performing
Arts in Bratislava (D. Varinska), at the Royal College of Music in
London (Y. Solomon) and at the Musikhochschule Lubeck (J. Toc-
co0). Between 2002 and 2004 she held the DAAD Scholarship. She
has also participated in a number of international masterclasses
(L. Berman, G. Sandor, E. Idji¢, J. Wijn, P. Toperczer, M. LapSansky).
Currently, she teaches piano at the Academy of Performing Arts in
Bratislava. She has won awards in a number of competitions inclu-
ding Virtuosi per musica di pianoforte, J.N. Hummel International
Piano Competition, International Radio Competition Concertino
Praga, Chappell Gold Medal Competition, Anglo-Czechoslovak
Trust Competition. Her recordings have appeared on MUSICA label,
Hudobny fond label, Hudobné centrum label, Pavlik Records, Slo-
vak Radio & Television, Czech Radio & Television, Norddeutscher
Rundfunk. In 2011, the year of centenary of Slovak composer Jan
Cikker, she recorded his piano works and his Concertino for Pia-
no and Orchestra op. 20. In 2014 her CD Jan Cikker. Piano Works
was released on London-based label Toccata Classics. Her latest
recording is CD with cellist Eugen Prochdc Hommage a Rostropo-
vich. She has performed extensively as a soloist and a sought-after
chamber music player in a number of major Slovak and interna-
tional music festivals (Bratislava Music Festival, Melos-Etos, New
Slovak Music, Central European Music Festival Zilina, Festival of
Young Concert Artists, Konvergencie, Felix Mendelssohn Music
Days, Harmonie Starego Miasta Lublin, Cambra de Musica, Pulse
Festival, Cheltenham International Festival of Music, Sibelius Week,
ARMONIE DELLA SERA (ltaly). She has collaborated with a wide
range of chamber music ensembles and players respectively (Moy-
zes Quartet, Solamente naturali, G. Knox, V. Mendelssohn, I. Palo-
vi¢, M. Rysanov, S. Tandree, J. Lupték, I. Karsko, M. Pala, J. Tomka,
V. Vonéasgek, Eva Sugkova). She has performed as a soloist with a
number of leading Slovak and international orchestras, including
Slovak Philharmonic Orchestra, Slovak Radio Symphony Orches-
tra, Cappella Istropolitana, Slovak Sinfonietta Zilina, State Philhar-
monic Orchestra Kosice, Academy of Performing Arts Symphony
Orchestra, VSMU Modern Orchestra, Moravian Philharmonics Olo-
mouc, Prague Philharmonia, Lambeth Orchestra, RCM Sinfonietta
Orchestra and Lubecker Philharmoniker.

Milan Pala (SK, violin) — violinist, a native of Slovakia, is one of the
most distinctive personalities on the contemporary music scene. His
unique style of playing is unmistakable and experts justifiably rank
him among the world's top performers of the younger generation.
During his studies at the J. L. Bella Conservatory in Banska Bystri-
ca, at the University of Music and Performing Arts in Vienna and the
Janacek Academy of Music and Performing Arts in Brno, Pala won
numerous awards and attracted international attention in European



competitions. At that time he also took international master classes
in Zurich (V. Spivakoy, J. Guillou) and, in a private class with S. Ya-
roshevich, became acquainted with the legendary Russian school
of D. Oistrakh. However, it was his cooperation with composers that,
according to Milan, profoundly influenced his musical expression. A
close relationship and creative collaboration with such composers
as J.Guillou, E.Irshai and F. G.Emmert resulted in a string of works
“made-to-measure” for the young violinist, who at the same time ex-
panded his performance skills to a point far beyond the limits of the
ordinary. A violinist who is also a virtuoso of the viola, Milan Pala is in
demand for first performances of new works, and he has premiered a
large number by such composers as J. Guillou, E. Irshai, F. G. Emmert,
M. Lejava, Ch. Sirodeau, E.-S. Tuur, A. Kondor, I. J. Skender, A. Knegau-
rek, A.Demo¢, T. Korvits, D. Matej, L. Sierova and W. Bauer. In recent
years he has performed for audiences at several prestigious events
showcasing new music, of which the most important included the
ISCM World New Music Days 2013, the 28" Music Biennale Zagreb
(2015), Arcus Temporum (Pannonhalma, Hungary), the Melos-Ethos
International Festival of Contemporary Music (Bratislava, Slovakia)
and the Hradec Kralové Music Forum (Czech Republic, 2013), whe-
re he played the Violin Concerto by E.-P.Salonen. In April 2017, he
performed at the 29" Music Biennale Zagreb, this time in Birtwistle's
Concerto for Violin and Orchestra under the baton of P-A. Valade. A
very busy concert artist, Pala commands a broad repertoire. His ca-
reer as a soloist has led him to cooperation with conductors such as
Th. Guschlbauer, H.Arman, A. Cernusenko, L. Svarovsky, A. S. Weiser,
P.Gribanoy, J. Hra$a, O. Lenard and M. Lejava. A major project of the
“enfant terrible of the solo violin”, as Milan Pala was once described
in an interview, has been to record the complete works for solo violin
by Slovak composers, entitled Violin Solo 1-5. For this momentous
undertaking he received multiple awards, including the Prize of the
Minister of Culture of the Slovak Republic (2014), the Frico Kafenda
Prize (2015) and the Ludovit Rajter Prize (2009). The last award for
young Slovak musicians has so far been given to only three performers.
Milan Pala was the second laureate, and received the award not just
for his exceptional performing skills but also for his unique approach
to Slovak music. In 2014 he was awarded the Tatra banka Foundation
Prize for his recording of Slovak Violin Concertos with the Slovak Radio
Symphony Orchestra conducted by Mario Kosik. Milan Pala’s continu-
ously expanding discography contains many works of the world's violin
repertoire. With pianist Ladislav Fanzowitz, he is committed to recor-
ding the complete sonatas for violin and piano by major composers,
with works by Brahms, Beethoven, Suchon and Grieg having been
published so far. Their most recent recording (2017) features Dmitri
Shostakovich's Sonata for Violin and Piano, Op. 134 and Sonata for
Viola and Piano, Op. 147. Aresult of the inspiring cooperation of many
years between Milan Pala and the conductor and composer Marian
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Lejava is their critically acclaimed recording of violin concertos by
Alban Berg and Karol Szymanowski with the Slovak Radio Symphony
Orchestra. The recording, which received the Radio Head Award in
2016, has metwith favourable response internationally. A new, unique
instrument — a five-string violin — occupies a special place in Milan
Pala’s creative output. Dubbed “milanolo”, itis a concert instrument
that brings a lower, viola register to the violin, and is the first of its
kind. It was created in 2013 at the workshop of the Bursik family of
violinmakers in Brno, and bears the name of the performer for whom
itwas conceived. A special CD presenting the instrument in works by
European composers created specifically for the occasion has been
issued under the simple title, MILANOLO. / www.milanpala.com

Martin Ruman (SK, viola) — born in Slovakia in 1989, began
playing the viola at age of 18. He studied at the Conservatory in
Bratislava, Conservatory in Prague, Academy of Performing Arts in
Bratislava with Jozef Hosek and Music and Arts University of the
City of Vienna with Alexander Zemtsov. He is currently the principal
and solo viola player of Slovak Philharmonic Orchestra, with which
he has also performed as a soloist. He is the winner of several
national and international competitions at Slovak and Czech Re-
public. / www.martinruman.sk

Marian Svetlik (SK, violin) — he studied at the Conservatory in
Zilina and at the Jana&ek Academy of Music and Performing Arts
in Brno. He has attended numerous national and international
masterclasses (A. Moravec, M. Jelinek, F. Novotny, S. Yarosevic,
B.Henri Van de Velde). As a soloist, Svetlik performed with the
Slovak Sinfonietta Zilina, the Jan&&ek Academic Orchestra in Brno
and the Slovak Radio Symphony Orchestra. He was a member of
the Icarus Quartet, which won many awards in chamber music
competitions. Svetlik was also a member of the Bohdan Warchal
Chamber Orchestra. He is currently the concertmaster of the Slo-
vak Radio Symphony Orchestra. Marian Svetlik, one of the most
talented and versatile violinists of his generation, has performed
both solo and in chamber ensembles.

Eva Suskové (SK, soprano) — she graduated from the Academy of
Performing Arts in Bratislava (under Prof. Viktéria Stracenska), where
she absolved also a PhD study under Prof. Peter Mikul&$. Along with
her studies, teaching and organisation of music events, she is emer-
ging as one of the leading figures of the concert life. She has played
some great roles (Tatyana, Desdemona and Fiordiligi) in opera hou-
ses both in Slovakia and abroad. She has participated in staging and
recording Hummel's opera, Mathilde de Guise, and in the first public
performances of six original Slovak operas. Her intensive relation to
Slovak music is reflected in a multitude of premieres, reconstruc-
tions and modern performances of earlier compositions, as well as
works dedicated to her. Her extensive repertoire includes works by
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Stravinsky, G. Benjamin, Kurtag, Berio, Ravel, Bartok, Jarrell, Kagel,
Tavener and others. Most recently she has worked on Schoenberg's
monodrama, Pierrot Lunaire, Op. 21. She has performed at many ma-
jor European festivals (Gaida, the Prague Premieres, Bratislava Music
Festival, Melos-Ethos, Zemplen Festival, Konvergencie, etc.), she has
contributed to several recordings (Brilliant Classics, CPO, Dynamic,
Slovak Radio, Music Fund, Diskant) and she has realized her own
projects (secretVOICE, Concerts in the Countryside) with orchestras
and ensembles such as Prague Modern, Quasars Ensemble, Sola-
mente naturali, Janac¢ek Philharmonic Ostrava, The Slovak Philhar-
monic, Slovak Radio Symphony Orchestra and many others. In 2013
she introduced Wagner's songs with the Slovak Radio Symphony
Orchestra. Kiril Stoyanov (BG, percussion) — a Bulgarian artist, from
amusical family, who is currently the leader of the percussion section
in Slovak Philharmonic. He studied at the L. Pipkov National Music
School and the P. Vladigerov National Music Academy in Sofia. Sub-
sequently he continued his studies at the prestigious Salzburg Mo-
zarteum. He is the holder of awards in international competitions
(he has won the Prof. Paliev National Competition in Plovdiv and the
"Young Virtuosi” International Competition in Sofia; he received 3
place at the International Marimbaphone Competition in Salzburg;
he was a finalistin the International “New Talent” competition at the
Bratislava Music Festival). Kiril Stoyanov has played in several Bulga-
rian orchestras (Philharmonic Sofia, Bulgarian Radio National Sym-
phony Orchestra), and Austrian Orchestras (Hochschuleorchester
des Mozarteums Salzburg, Blaserphilaharmonie des Mozarteums
Salzburg, Munich Chamber Orchestra, Mozarteum Salzburg); he
has also partnered the well-known early music ensemble Il Giardino
Armonico. Furthermore, he is a solo performer and a sought-after
chamber musician.

Jakub Ursiny (SK, vocals) — in 2011 founded the Teatro Fatal
group, whose song Ildem si (I'm Going) was heard in the award-win-
ning animated film Posledny autobus (The Last Bus). Later he put
together the Provisorium group. He has played many concerts with
them, where he evoked the work of his father Dezo Ursiny. In 2015,
with the Talent Transport group and Dorota Nvotova, he resurrected
the unrealised musical P+L, based on motifs of the novel Peter and
Lucia. Jakub's father had created the music and Jan Strasser had
written the texts. Currently Jakub Ursiny is again working, in a new
formation, on the artistic project of Teatro Fatal.

Eben Trio (Roman Patoc¢ka — violin, Jifi Barta — cello, Tereza Fia-
lové — piano) — are among the most prominent of Czech piano
trios who are also active abroad. The ensemble takes its name
from an important Czech composer of the 2" half of the 20 cen-
tury, Peter Eben. The trio gives concerts on the most prestigious
world stages, including the Auditorium de Louvre (Paris), Gasteig

(Munich), Laeszhalle (Hamburg), Kennedy Centre (Washington),
National Hall of Performing Arts (Beijing), Rudolfino (Prague), etc.
It holds the Czech Philharmonic Society for Chamber Music Prize
and the Masefield Prize Hamburg, and has been absolute winner at
the Concours de musique du Lyceum Club International de Suisse
Lausanne. In 2013 Eben Trio was the first Czech ensemble to re-
ceive an invitation to the Verbier Festival Academy and Septembre
Musical Vevey in Switzerland. Eben Trio has given concerts in most
of the states of Europe, USA and Asia, and is a regular guest at
international music festivals. / www.ebentrio.cz

Oni Wytars — this international ensemble has existed since 1983.
From its inception it has concentrated principally on seeking con-
nections and relationships between “art music” and “popular mu-
sic” in countries lying along the shores of the Mediterranean. Oni
Wytars members’ repertoire takes in music from the 13" to the 17
century. Following compositions from the Italian trecento, pilgrim
songs from medieval Spanish and Catalan manuscripts, and the
songs and poetry of the troubadours and trouveres, in recent times
the ensemble has begun to concern itself more with the music of
the Renaissance and early Baroque. It seeks the relationship of the
melodies and texts of Neapolitan villanelli, frotolli, canzoni, arias,
serenades and dance music to the existing tradition of folk music
in Italy, France and Spain. The result is a Mediterranean sound
cosmos of rhythms, melodies and improvisations, from univocal
medieval tunes, through sunny tarantellas, to the early Baroque
villanelli, all sounding from instruments that have existed for cen-
turies. Oni Wytars has issued several CDs on the Naxos and Sony
Classical labels. It has a new CD in preparation for 2018, entitled
Pentameron. / www.oniwytars.de

Talent Transport (Vladislav ,SInko" Sarigsky — piano, Filip
Hittrich — bass guitar, Marian Slavka — percussion) — this trio of
experienced musicians has many years experience of performing
in several notably successful musical groupings, including Hrana,
JanaKirschner, IMT Smile and Sounds Like This. By 2014 the time
was ripe for fulfilling their own musical ambitions. After seven
years of playing and gathering new material, Talent Transport
issued its debut album, followed four years later by a second,
Napospas. Both these works are a fusion of jazz, serious music
and pop, which we may designate as "human music”. Their work
is marked by the legacies of the legendary Marek Brezovsky and
Dezo Ursiny, but nonetheless Talent Transport are difficult to
situate. They are original in their artistic expression and also in
their lyrics, which always carry a dash of mild (self)mockery. The
greatest value of their art, however, lies in the fact that they let
their music speak for itself. / www.sInkorecords.sk
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