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EVENTS CALENDAR

Wednesday # 7. 11. i: 7.00 p.m.
Concert Studio of the Slovak Radio
ZELJENKA

BARBER

KANCHELI

Slovak Radio Symphonic Orchestra
The Bratislava City Choir

Serebrier, Slovak, Bulla, Farley, Radi¢

Thursday & 8. 11.

Moyzes Hall
ZELJENKA
KANCHELI
Cizmarovi¢, Slavik, Radi¢, Bajuszovd, Godar

Friday ® 9.11. = 7.00 p.m.
Chamber Studio of the Slovak Radio
GROLL

PODPROCKY

BOKES

OLIVEIRA BACHRATA

BERIO

USTVOLSKAYA

LIGETI

Melos Ethos Ensemble

Gazon, Sutkovd, Beftatkov4, Irshai

Friday & 9.11. & 10.00 p.m.

Small Hall of the Slovak Phllharmonxc
BAZLIK

Buranovsky




Saturday ® 10.11. [ 11.00am. p, >

Palffy Palace
LEJAVA
BORZIK
KONAKOVSKA
MILAKOVIC
PAPANETZOVA
Adamikova, Bis¢akovd, gariésk)'f, Olos, Duranka,

Ondrej¢dk, Halas, Urdova, Zajacovd,

Botkova, Mosorjak, Psotkovd, Zhavova

Saturday & 10. 11. 7.00 pm
Moyzes Hall
KANCHELI
Cappella Istropolitana
Women’s Vocal Octet
Cizmarovi¢, Matdsov, Zpévik, Kokavec

Saturday 8 10.11. & H}Oﬁpm ; p75
Small Hall of the Slovak Philharmonic
BENES

Lackova

Sunday ® 11 11 % 10.30 a.m,
Mirbach Palace

SIXTA

PARIK

MARTINCEK

HRUSOVSKY

Moyzes Quartet




Sunday ® 11.11.
GUnaGU Theatre
BETKO - HATRIK

Drli¢ka, Shiraki, 111é$ova-Cerna, Kamenska,
Palenikova, Bis¢ikovd, Kamensky,
Bele$ovd, Talostan, Keliskov4, Pisar,

Hornd, Fornayovd, Chalmovsky
Klimadéek

Sunday & 11. 11
Moyzes Hall
MESSIAEN

Muraro

Monday & 12.

Small Hall of the Slova
KANCHELI
BURLAS

KNAIFEL

FALIK

SLONIMSKY
TAVENER
SCHNITTKE

Luptdk

Antalovd, Kosorin, Gaspar, Kajan,
Izsakovd, Strpka

1lharmonic



Tuesday # 13.11.

' : ‘ 2
Chamber Studio of the Slovak Radio
LIGETI

BUFFA
CRUMB
Zwiebel Quartet

Wednesday & 14. 11

Evangelical Church
STRAVINSKY
GORECKI

PART

BROUGH

BICAT
ZELJENKA
TAVENER
SCHNITTKE

The Bratislava Conservatory Chamber Choir
Bohdan Warchal Slovak Chamber Orchestra
Parrott, Klatik, Urdové, Pristasové, Stahel

Thursday & 15. 1. =
Concert Studio of the Slovak Radio
VARESE

CAGE

DALBAVIE

GRISEY

MACHE

Les Percussions de Strasbourg



Friday & 16.11. B 5.00 p.m.

Small Hall of the Slovak Philharmonic
BERGER
Buffa

Friday ® 16.11. & 7.00 p.m. p-
Concert Hall of the Slovak Philharmonic
EOTVOS

BERGER

VARESE

Slovak Philharmonic

Nagy

*  _Slovak premiere

b33 .
- world premiere

KKK . . Pt . .
— The piece was written on commission of the Festival Committe

The programme and musicians are subject to change without prior notice!



FRINGE EVENTS

Monday ® 5.11. & 6.00 p.m.

Bansk4 Bystrica, ZUS Jana Clkkera, Stefanlkowo nabr
Opening night of the Melos-Ethos Festival

Miro Bazlik: Preludes for piano

Daniel Buranovsky — piano

Tuesday & 6.11. = 5.00 p.m.

Little Salloon of the Mlmstry of Culture, Biela 3
Discussion with the guest of the Festival Giya Kancheli

Wednesday — Friday 7 7.-9. 11.

Energy Consulting and Information Centre Bratislava,

Konventni 9
Sacrum and Profanum in the 20th Century Music
International Musicological Symposium

Friday - Saturday = 9.~ 11.11.
Hotel Crowne Plaza, HodZovo ndm. 2

Music Centre, Michalskd 10

End of Control? Strategies for Artist in the Changing Musical
Industry

International conference and workshop

Monday - Friday # 12.-16.11. p. 1

Film and TV Faculty of the University of Performing Arts,
Svoradova 2

Film Presentation — films with music by Giya Kancheli

and Ilja Zeljenka






// WEDNESDAY
7 NOVEMBER
Concert Studio
of the Slovak Radio O 1
7.00 p.m.

SLOVAK RADIO
SYMPHONY ORCHESTRA
THE BRATISLAVA CITY CHOIR

José Serebner conductor “
Ladislav Holdsek — choirmaster
Marian Slovak — reciter

Marian Bulla ~ reciter

Carole Farley ~ soprano

Milan Radi¢ - viola

 The concertis supported by the Embassy of the United States of America
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Ilja Zeljenka (1932—2007)
Oswigcim,

cantata for two reczters, two cbozrs and orchestra (1960}

Samuel Barber (1910 1981)

Andromache’s Farewell ’
concert aria for soprano and orchestra, op. 39 (1962) * ;

Giya Kancheli (1935)

Mourned by the Wind,

liturgy for orchestra and viola (1989) *
Molto largo
Allegro moderato
Larghetto
Andante maestoso




Ilja Zeljenka

(1932, Bratislava — 2007, Bratislava)

began his compositional studies in 1951 with
Jén Cikker at the Bratislava University of
Performing Arts. Having finished his studies
he almost immediately became the central
personality of the compositional generation
entering the musical world. In 1958 he wrote
the first Slovak avantgarde piece, his Piano
Quintet No. 2. Simultaneously he became a
ploneer in the field of electroacoustic music.
His cantata Oswiecim written in 1959 on the
text by Mikuld§ Kova¢ was forbidden in-
stantly after its origin, as its musical speech and semantics went beyond limits
of then demanded socialist art. More friendly situation of the 1960’s stimulated
an inception of new art also in Slovakia and in music it was especially Zeljenka’s
generation, which became the bearer of the new avant-garde artistic poetics.
Zeljenka’s personality attracted not only poets or fine artists, but also film-mak-
ers. He thus became the central personality of the Slovak film music, too. It is
him, who is signed under the first film of the so-called new Czechoslovak wave,
The Sun in a Net (Shnko v sieti, 1962) directed by Stefan Uher. However, the cri-
sis in the society of the 1970’s brought with itself a new prohibition of Zeljenka’s
work. This prohibition enabled Zeljenka to live in seclusion and to concentrate
on deepening of his own craft. His creative reflections resulted in a material se-
lection, the necessity of which engendered a new stylistic orientation in the work
of Penderecki, Gérecki, Schnittke, Pirt — as well as Zeljenka. New composi-
tional discipline was based on a consistent motivic elaboration of a central music
element —a cell. The idea of a cell brought Zeljenka’s compositional mind back
to musical history — to Renaissance counterpoint, Baroque polyphony, Haydn’s
motivic work and to Webern’s series. The cell “classicized” Zeljenka’s mind, it
conditioned the origin of the Piano sonata No. 2, Elegy for Violin and Strings,
violin and piano concertos. His later creative evolution reflected not only in a
number of instrumental and vocal works, but it also brought a new view on
an idea of harmony. As his attraction to modal thinking had waned, Zeljenka
returned to tonal centre and harmonically controlled musical process. Continu-
ous deepening of his compositional competence resulted in a large number of
orchestral, chamber as well as solo pieces from the last two decades of his life.

Selection of works: stage — Zhe Hero, ballet, 1978; Son of Man, Slovak Passion for
voices, choir and orchestra, 1993; Bdtory, opera, 1994; Last Days of the Great Moravia,
opera, 1996; orchestral — Suite, 1953; 9 symphonies (1 — 1953; 2 in C—1961; 3 - 1972;
4 Baller—1978; 5 — 1985; 6 — 1998; 7 for soprano, bass, choir and orchestra — 1998; 8
—2001; 9~ 2002); symfoniettas (1 for strings — 2000; 2 — for chamber orchestra — 2000;
3 — for strings — 2001); concerts — for orchestra (1994); piano (1 —1966; 2 — 1981; 3
- 2005), violin (1 - 1989; 3 — 2003) for 2 pianos (2004); Dramatic Overture, 1955;
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Caricature, 1956; Revolutionary Overture, 1962; Structures, 1964; Meditation, 1969;
Variations, 1969; Wedding, 1975; Epilogue, 1979; Ouvertura giocosa, 1982; Transforma-
tions of Love, 1983; Music for orchestra, 1987; Enchanted Movement, 1989; Ouvertura
Jestiva, 1997; Concerto for viola and winds, 1998; Concerto for cello and chamber orchestra,
1999; Concersino for bassoon and orchestra, 2005; Symphonic Fragment, 2005; for strings
— Polymetric Music for four string quintets, 1969; Elegy for violin and strings, 1973; Con-
certo per violino solo ed archi, 1974; Musica per pianoforte ed archi, 1975; Musica slovaca,
1975; Dialogues for cello and strings, 1984; Concerto for clarinet, strings, xylophone and
kettle drums, 1984; Music for Warchal, 1987; Concertino for clarinet, piano, percussion
and strings, 1988; Double Concerto for two celli and strings, 1994; Concertino for double-
bass and strings, 1994; Symfonietra giocosa, 1995; Concerto grosso for organ and strings,
1997; Concertino for piano and strings, 1997; Mozartina for oboe and strings, 1998; Slovak
Chanzs for flute, clarinet and strings, 1998; Double Concerto for organ, trumpet, strings and
percussion, 1999; Concertino for percussion and strings, 2000; Divertimento for French horn
and strings, 2001; Little Cello Music for cello and strings, 2005; chamber — piano quintets
{1-1953;2-1958;3-1998; 4 — 1999; 5 -2000); 14 string quartets (1 — 1963; 2 - 1976;
3-1979;4-1986; 5 - 1988; 7 (homage to Beethoven) — 1988; 8 “a quarter-tone one”
—1995; 9 —1999; 10 - 2001; 11 — 2005; 12 - 2003; 13 ~ 2006; 14 — 2006); Wind Octet
(1999); wind quintets (1 — 1977; 2 — 1993; 3 — 1998); piano trios (1 - 1975; 2 — 1998);
sonatas — for violin and piano (I - 1992; 3 — 2000); for viola and piano (1988); for cello
and piano (1998); for double-bass and piano (2002); for flute and piano (2001); for clari-
netand piano (1998); musics — for 6 trumpets (1977); for clarinet, piano and percussion
(1985); for cello and piano (1986); for 4 violas and double-bass (1987); for viola d’amour
and piano (2000); for string quartet (2000); for harpsichord and dulcimer (2001); for
4 celli (2003); for cello and accordion (2003); a number of other pieces for quartets,
trios and duets; piano — 24 sonatas (1957-2005); capriccios (1951; 1982; 2005), etudes
(1988, 1999, 2001); bagatelles (1954; 2001; 2003); preludes and fugues (3 — 1989; 12
—1998); preludes (3 — 1999; 24 - 2005); 32 inventions— 1997; organ — Ligatures— 1965;
Six Studies — 1976; Reliefs — 1979; Letters to Friends — 1984; Miniatures — 1984; Toccata
— 1991; Throbbings ~ 1992; Ostinato — 1993; Preludes and Fugues I, II, III. - 1993;
Fantasy I, II. — 1995; Music -1995; Helios-toccata — 1995; Interlude, 1995; solo - for
violin: sonatas — 1 — 2002, 2 — 2004; Sonatina — 2004; Poemn — 1988; Souvenir -1993;
Monodrama — 1995; Contrasts — 1997; Symetries — 2001; Bagatelles — 2001; for viola
— Three Pieces — 1985; Sonatu—elegy — 2000; for cello — 3 Monologues — 1980; Polarities
—1995; Sonara — 2003; Music — 2004; choir with orchestra — Ballade for choir and
orchestra — 1957; Oswigcim, cantata for 2 reciters, 2 choirs and orchestra — 1959; Music for
choir and orchestra— 1965; Incantations for choir and orchestra— 1967; Caela Hebe for choir
and orchestra— 1970; 1o Sing? for veciter, choir and orchesira— 1974; A Word, cantata for
reciter, choir and orchesira — 1980; Missa serena for bass, bass-baritone, choir and orchestra
—1995; Psalm 84 for bass, choir and string orchestra — 1997; choral — Games for 13 sing-
ers playing the percussion — 1968; Intermezzi for choir — 1972; Mischief for mixed choir
— 1972; Three madrigals for mixed choir — 1973; Slovak Ballads for mixed choir — 1973;
Hassleriana for choir, flute and percussion — 1980; Music for Madrigalists and Wind Quin-
tet — 1980; Lamentoso and Choirplay for mixed choir — 1985; Cantate Domino for choir
and 4 harps — 1994; Benedictus est Dominus for soli, choir and string orchesira — 1999;
Remedia amoris for sols, choir, piano and percussion — 2001; vocal — Meiamorphoses XV
Jor reciter and chamber ensemble — 1966; Galgenlieder for soprano, flute, clarinet, string
quartet and piano — 1976; Three Lullabies for alto, harp, harpsichord, piano and dulcimer
— 1976, Mutations for soprane, bass, violin, wind quinter and percussion — 1978; Musik fiir



Morgenstern for bass, clarinet and string orchesira — 1983; Aztecan Songs for saprans, piano
and percussion— 19865 Exorcisms for alto and string quarter (String Quartet No. 6) — 1988;
Sourire for soprano, clarine: and percussion — 1995; Aztecan Songs I for bass, 4 bongos, cello
and flute = 1996; Giocophonia for soprane and piano — 1997; Waka for soprano and string
orchestra — 2001; electroacoustic — Study 0.2 for prepared piano — 1962; Study 0.3 for
tone generator — 1962; Polymetric Music — 1992; Polymetria 11 - 1993; Alramira I - 1993;
Polymetria Il - 1995; more than 100 film music scores

Zeljenka’s cantata Oswigcim written for two reciters, two choirs and orches-
tra in 1959 is the most mythologized Slovak modern composition. Its author
was just 27 at the time when he finished it. The origin of the cantata was un-
doubtedly premature in domestic context, Zeljenka overtook not only the mind
of the musical society, but also of the whole social “superstructure”. Already the
reaction to the written score (!) was unambiguous — the piece must not sound!
So the piece was discarded in a way adequate to the period — lacking any writ-
ten ban, a personal responsibility, a reason. Bans engender forbidden fruits and
the ban of this piece not only revealed that the regime supports contemporary
art when it is “appropriate” art, but it also resulted in a hunger — hunger for
the banned cantata. The piece was eventually performed in the first years of
Czechoslovak thaw — for che first time as a radio recording in Prague, later on
domestic stage as well as on the stage of Warsaw Autumn (1967). Oswigcim was
revived, when music tore the tight-fitting jacket of soc-realism.

“Once, when I was sitting in hotel Karlton with Ivan Maddk, he pulled a
text out of his bag and said: ‘Read it, if you would like it I read the text and
told him, that I liked it very much, it was an excellent text. Gradually I came
to a conviction, that such a text is fully relevant to my view on these horrors, of
which I had read immediately after the war. | remember a Czech after-war book
entitled Gas, Gas, Smell, Fire. Such morbid stuff was described there, that I was
not able to take any emotional stand on it. But Miki Kovd¢ wrote it as a stroll
through the O$wiecim museum; no person imposed any idea upon anyone, that
someone is evil and someone is good, somebody is communist and anybody a
fascist or  liberator. It was just a stroll through the museum and the writer de-
scribed the stuff he had seen there. I liked it, so I decided to work on it and did
not speculate on it in other way. Why did I do it in such a way?

1 did not feel the text should be sung, so 1 let it be talked, not recited, talked.
I imagined a monotonous voice (unlike the recitation used at the recording), so 1
thythmized it. It was difficult, because none actor is able to meet the rhythmical
demands, an actor wants to present his acting, his vocal skills; but finally T was
satisfied. I also wanted to separate the worlds of living and dead by the way of
microphones and speakers. The dead are whispering and their voices are trans-
ported through a different channel; the living — the reciter (2 commentaror, in
a fact), the main choir and orchestra — commentate all the time. Such was my
idea. The piece lasts approximately 15 minutes. Why did I choose its music style?
After the Piano Quintet No. 21 felt strong in it and it seemed, that Oswigeim is
the best space for usage of the same intervals, which I had used in the Quinter.
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The pieces followed each other and, of course, I was surprised very much, when
Ofswigcim was banned. My conviction was that we could, we had to write about
it — that was all, it was a factand I do not understand, why the prohibition came.
However, I accepted it as it was, I did not examine on who and why (...) Afterall,
Oswigcim was premiered in Prague by the Prague radio orchestra, Mr. Korbeldt
recited it, an aged actor in a kind of “Czech” Slovak language. 1 do not remember
who was a conductor. It was in 1963 or 1964. Then Prague radio broadcast it,
maybe also abroad, because I was receiving letters of the radio listeners from the
radio. I have somewhere a letter from one boy from London, who probably was
not even in a concentration camp, but perhaps some of his relatives were there.
Such reactions were numerous and it was for the first time, that my music did
not captivate only a narrow circle of colleagues and critics, but also other people.
Thanks to Oswigeim 1 realized, that music possesses a capacity to captivate non-

musicians.” (Dialogues with Ifja Zeljenka, in preparation).

Mikulds Kovac

Oswiecim

Lo, that large, lo, that cold glass
human hair is heaped behind:
silvery gray hair of an old manufac-
turer

heavy with dust,

a woman’s long black hair

tied for safety with a blue ribbon,
the golden hair of a girl

adorned with a bright red, red bow.

Where have you gone away, oh, folks,
shorn of your hair?

Lo, that large, lo, that cold glass
flat and empty hand bags

and cases made of paper:
Szabados Yanosh, Budapest.
Svoboda Yiri, Olomouc.

Pierre Fontaine, Marseille.

Where have you gone away, good folks,
with your hands all empty?

Lo, that large, lo, that cold glass

you hear creak the false legs of inva-
lids,

hard, wooden hard legs and leather

straps all dried up

like long, long perished spiders,

soft rubber armpiece from human el-
bows long since severed.

Where have you gone away, good folks
without legs?

We have all sped away

to the blue, the blue heaven

through that black chimney.

The heavens are filled with legless arch-
angels,

archangels branded with numbers,
archangels with all their tecth, all, all
knocked out.

Oh, Thou, great God, all just, and all
powerful,

do they play on their harps,

when Thou art bored?

Everyone that goes away

leaves behind something on this lone
planet.

You also have left things behind you.
We have left those hairy blankets

manufactured from our own hair.



They are warm:

under them you sleep so sweet.

We have left behind

those soft brushes,

manufactured from our own hair,
brushes suited to polish high boots,

for unknown marches ready again.

There remained a claud,

so large, so black a claud

which sheds its rain all the time,

sheds it on water, the one that you
drink,

it rains on flowers,

on those that you smell.

It rains, and ever will keep raining

on your brad shoulders

Samuel Barber

(1910, West Chester — 1981, New York)

displayed a prodigious talent from the age of
seven, when he wrote an operetta. His aunt
and uncle (a singer Louise Homer and a com-
poser Sidney Homer) encouraged his musical
studies and namely his uncle influenced his
aesthetic principles profoundly for his whole
life. At the age of 14 Barber entered the Curtis
Institute of Music, where he studied the piano
(George Boyle and later Isabelle Vengerova),
singing (Emilio de Gogorza) and composition

(Rosario Scalero).

and on your proud heads.

And where have you left your dear
voices?

There’s such a quiet over this wide
world.

Birds that used to be birds

while you were still youngsters,

birds, that used to fly as screaching
mear,

when with hunger you were dying,
Birds, that quenched their thirst with
your blood,

drank it, now sing with your voices.

(Translation Jozef Simo)

Since his early youth Barber travelled widely and stayed long in Europe,

namely in Italy, what strengthened his affinity with European culture and his
Romantic orientation. He continued his studies in Vienna (conducting and
singing). After graduation he started his career as a baritone. This first profes-
sional experience influenced his life-long interest in songs and vocal works, that
occupy some two-thirds of his output.

Barber gained early recognition as a composer writing pieces which won
him Bearns awards. A Rome Prize enabled him to spend two years at the Ameri-
can Academy (1935-1937) where he completed his Symphony in One Move-
ment (1936). The work was immediately performed in Rome, Cleveland and
New York, later at the Salzburg Festival in 1937, where it was conducted by
Rodziriski. Since that time nearly all of Barber’s compositions were composed
on commission for prominent performers or ensembles.
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Barber returned to the Curtis Instirute and taught composition there
(1939--1942), though he was not really attracted to teaching. At the peak of his
careet, Barber was commissioned to write three works for the opening of the
Lincoln Center: the Piano Concerto (1962), which won him the Pulitzer Prize;
Andromache's Farewell (1962), a concert scene for soprano and orchestra based
on Euripides; and the opera Antony and Clegpatra (1966), written for the open-
ing of the new Metropolitan Opera House.

After 1966 he lived in turns in Italy and New York.

Samuel Barber was awarded many awards, among them the Henry Hadley
Medal (1958) for his exceptional services to American music, nomination to the
American Academy of Arts and Letters (1958), and the Gold Medal for Music
at the American Academy and Institute of Arts and Letters (1976).

Barber rarely responded to the experimental trends that infiltrated music in
the 1920s and rarely incorporated popular, jazz and folk idioms into his compo-
sitions. Instead he continued to use conventional formal models and the tonal
language of the 19™ century. He wrote expressive, lyrical music. It was only after
1940 when some modern elements entered his work — increased dissonance,
chromaticism, tonal ambiguity and a limited use of serialism — however, he
used them only in a way not interfering with his primary principles of tonality
and lyricism.

Barber was a prolific composer of songs. He favoured lyrical and nostal-
gic texts by European poets like James Joyce, James Stephens, Robert Graves,
Stephen Spender and Rainer Maria Rilke, as well as American poets James
Agee, Theodore Rothke and Emily Dickinson. He wrote two operas (Vasnes-
sa (1956), Antony and Cleopatra (1966)), which received critical accolade and
aroused public interest.

Selection of works: stage — The Rose Tree, opera, 1920; Medea, ballet, 1946; Souvenirs,
ballet, 1952; Vanessa, opera, 1957; Antony and Cleopatra, opera, 1966; symphonic — 2
symphonies, 1936, 1944/1947; concerts — violin, 1939; cello, 1945; piano, 1952; 3 essays
(1937, 1942, 1978); The School for Scandal, overrure, 1931; Capricorn Concerto for flute,
oboe, trumpet and strings, 1944; Toccata festiva for organ and orchestra, 1960; chamber
— Serenade for string quartet, 1928; String quartet, 1936; Sonata for cello and piano, 1932;
Summer Music for wind quintet, 1955; Canzona for flute and piano, 1961; songs — 3 songs,
1936; 4 songs, 1937; Knoxville: Summer of 1915, 1947; Mélodies passagéres, 1951; Hermit
Songs, 1933; Andromache’s Farewell, 1962; Despite and Still, 1969; 3 songs, 1972

Extreme emotion accompanying extreme existential situation has served as
a subject for art since its beginnings. The Lament for Urim, Gilgamesh's Lament
over his dead friend Enkidu coming from Mesopotamian culeure are reflected
also in ancient Greek culture. Bloody sujet of Homer's Odyssey presents several
times similar situations, in which a hero is left to his fate and experiences an
extremne emotion. The lament of a hero has become a permanent component
of a tragedy, where it has acquired a genre indication as kommos, after Aristotle.
Andromache, the widow of the fallen Trojan hero Hector, belongs to the most



tragical characters of the ancient Greek literature. She doesn’t want her husband
to go to war as they have a little child at home, at the same time she doesn’t want
to be taken captive by the conquerors. The little Astyanax is afraid of his father,
changed to a warrior by a helmet. The Greeks conquered the Troy, murdered
all men and made war booty of women, which they shared. A widow Hecuba
lost not only her kingdom, but also her husband king Priam and all her sons. A
fate of Greek slave awaits her daughter-in-law Andromache. She prepares herself
for the fate and hopes her submission helps to save her son Astyanax. A Greek
hero Odysseus points to the social status of the infant, the possible future king
of Troy and kills him himself. If the subject of Homer's Odjyssey was not only a
joy of war victors, but also a tragedy of the defeated, then the Greek tragedian
Euripides focused almost exclusively on the fate of the defeated in his tragedy
The Trojan Women. The queen Hecuba is captured by Odysseus, Cassandra
who went mad is seized by Agamemnon, Polyxena is sacrificed to Achilles, An-
dromache is a loot of Neoptolemus. Only Helen, the cause of the whole war
is pardoned. Such arrogance of the winners will be punished by gods — the
tempest will destroy the whole Greek fleet on the way home.

For his composition Barber had chosen a scene in which Andromache parts
with her son doomed to death — a text filled by total desperation, yearning
for revenge, shame and resignation. Barber’s music accompanies these extreme,
often contrary emotions. The author wants the listener to realize the whole situ-
ation of Andromache.

The piece uses English translation of Euripides’ text by John Patrick
Creagh. It was premiered on April 4, 1963 at the opening concert of the Lincoln
Center for the Performing Arts in New York (Martina Arroyo, New York Phil-
harmonic Orchestra, Thomas Schippers).

So you must die, my son,

My best-loved, my own,

my savage hands and Jeave

your Mother comfortless.

Hector’s valiant spirit, shield of thousand,
Is death to his own son.

My wedding say! It was my sorrow
that day I came to Hector's house
10 bear my son. He was to be

Lord of all Asia and not for Greeks to slaughter.

My boy, you are weeping.

Do you know then what awaits you?
Why do you hold me so?

clutch at my dress? (a small bird
seeking shelter under my wing,)
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Hector cannot come back

with his brave spear to save you.
He cannot come from the grave
nor any of his princes.

Instead, from the height, flung down! Oh pitiless!
Head foremost! Falling! Falling! Falling! .....
Thus will your life end.

Oh dearest embrace, sweet breathing of your body,
Wias it for nothing that I nursed you, that I suffered?
consumed my heart with cares, all for nothing?

Now, and never again, kiss your Mother.

Come close, embrace me, who gave you life.

Put your arms around me, your mouth to mine...
And then no more.

You Greeks, contrivers of such savagery.

Why must you kil this guiltless child?

Helen! You they call daughter of God,

[ say you are the spawn of many fathers:
Malevolence, murder, hater, destruction —

all the evils that afflict the earth.

God curse you, Helen, for those eyes that brought
hideous sarnage to the fair fields of Troy.

Take him then, take him away,

break his body on the rocks;

Cast him down, eat his flesh if that is your desire...

Now the Gods have destroyed us utterly,

And I can no longer

conceal my child from death. (She relinquishes Astyanax.)

Hide my head in shame;

Cast me in the ship,

as to that marriage bed

across the grave of my own son I come!

Giya Kancheli

(1935, Thilisi)

Georgian composer Giya Kancheli belongs today not only among the most sig-
nificant exponents of Georgian culture, but also t the most important world



composers of the latest third of the 20* cen-
tury. His interest in music was aroused by
a sound of big band jazz music in his teens.
Dreaming about a conception of the first
Georgian big band he began to study com-
position at the Tbilisi Conservatory with Ion
Tuskija. Later in the 1960s he continued his
postgradual studies in Moscow, where he
had a first encounter with the most recent
music, ordered out of the USSR borders by
the Swlin’s regime. He got in touch with
other composers, exponents of the entering

compositional generation (Schnittke, Pirt,
Silvestrov, Gubaydulina). Kancheli moulded his music creed in a series of or-
chestral pieces, symphonies (almost always in one movement). Following the
symphonic message of central representatives of the world symphonic masters
they brought a new conception of music time, musical process, semantics as well
as emotionalism. Not only Kancheli’s compositiona! colleagues, but also artists
from other media noted these new attributes of his music. Therefore Kancheli
became the person responsible for the whole music production of the Thilisi
theatre of Shota Rustaveli in 1971 and he also started to co-operate with a direc-
tor Robert Sturua. Their co-operation has lasted almost unceasingly till today
and it has resulted in 2 number of important world-known stage productions of
Shakespeare (Richard 111, As You Like It, King Lear, The Comedy of Errors, Ham-
let, Macbeth, Measure for Measure, Coriolanus, The Merchant of Venice, Twelfth
Night; or, What You Will, Romeo and Julies), Sophocles (Electra, King Oedipus),
Moliere (Tartuffe), Gozzi (The Serpent Woman), Anouilh (Médea), Breche (The
Good Woman of Setzuan, The Cancasian Chalk Circle, Mother Courage and Her
Children), Becket (Waiting for Godot, Krapp’s Last Tape) dramas and works by
many Georgian writers. Almost immediately Kancheli started to write film
music and it was thanks to his creative approach to film music, that many of
the most important Georgian and Soviet films look like demonstration of a
new concept of Gesammtkunstwerk. His cooperation with Eldar Shengelaya
led to films An Unusual Exhibition, Samanishvili’s Stepmother, The Cranks, Blue
Mountains or Extraordinary Story, with Georgy Danelia Kancheli cooperated on
films Don't Grieve, Mimino, Tears Dropping, Kin-dza-dzal, Passport, Heads and
Tails, Fortuna, with Abuladze on his epochal work Repentance.

Kancheli’s compositional poetics was undoubtedly moulded by contacts
with his friends and artists-collaborators. A series of his seven symphonies
(1967-1986) and an opera Music for the Living were almost his only music works
written in USSR His symphonic creation reveals not only a sensitive ear, unique
orchestration and specific concept of music time, but also exceptional tragedy
conditioned by semantics of his musical language. At the beginning of the civil
war in independent Georgia Kancheli succeeded to acquire a scholarship in
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Berlin (1991) and in 1995 he became the composer in residence of the Royal
Flemish Philharmonic Orchestra of Antwerp. Interest in the music of the then
almost unknown composer in West Europe resulted in numerous commissions.
‘The most prestigious music institutes, the most important performers started
to perform his works and significant recording companies began to record his
music. Such interest enabled Kancheli to settle down in Antwerp, Belgium.

Selection of works: stage — Music for the Living, opera, 1983; vocal-instrumental
— Light Sorvow for 2 boy sopranos, boys' choir and orchestra (G. Tabidze, ]. W. Goethe, W.
Shakespeare, A. Pushkin), 1984; Styx for viola, mixed choir and orchestra, 2600; Do’
grieve for baritone and orchestra, 2001; Little Imber for solo voice, boys’ choir and chamber
ensemble, 2003; Amao Omi for mixed choir and saxophone quartet, 2004; orchestral — 7
symphonies (1967, “Chants” 1970, 1973, “Tn Memoria di Michelangelo”, 1974, “In mem-
ory of my parenss” 1977, 1981, “Epilogue” 1986/1992); Largo and Allegro for strings, piano
and timpani, 1963; Mourned by the Wind, liturgy for large orchestra and solo viola, 1989;
Life without Christmas (I. Morning Prayers, 1990, I Midday Prayers, 1991, IlI. Evening
Prayers, 1991, IV. Night Prayers, 1993); Abii ne viderem for strings, alto flute, piano and
bass guitar, 1992; Noch einen Schritt..., 1992; Wingless, 1993; Lament for violin, female
voice and orchestra, 1994; V & V for violin, strings and tape, 1994; Trauerfarbenes Land for
Large orchestra, 1994; Simi for cello and orchestra, 1995; A la duduki, 1995; Valse Boston for
piano and strings, 1996; Diplipito for cello, counter-tenor and orchestra, 1997; Childbood
revisited for oboe, piano, bass guitar and strings, 1998; Sio for strings, piano and percussion,
1999; And farewell goes out of sighing for violin, counter-tenor and orchestra, 1999; Rokwa,
1999; Al niense, 2000; Ergo, 2000; A Little Daneliade for violin, strings and piano, 2000;
Fingerprints, 2002; Lonesome for violin and orchestra, 2002; Warzone, 2002; Twilight for
2 violins and strings, 2004; Ex contrario for 2 violins, strings, sampler, bass guitar and CD,
2006; Kdpote for accordion, percussion, bass guitar and strings, 2006; Silent Prayer for vio-
lin, cello, vibraphone, bass guitar, strings and CD, 2007; chamber — Exil for soprano and
chamber ensemble, 19935 Magnum ignotum for wind ensemble and tape, 1994; Nach dem
Weinen for cello solo, 1994; Caris mere for soprano and viola, 1995; Rag-Gidon-Time for
violin and pianofstring trio, 1995; Instead of a Tango for violin, piano, bandoneon and dou-
ble bass, 1996; Time... and Again for violin and pianobstring trio, 1996; L'istesso tempo for
piano quartet, 1997

“Music, similarly to life itself, is unconceivable without romanticism. Ro-
manticism is a great dream about our past, presence and future — it is 2 power of
unconquerable beauty, dominating the powers of ignorance, blind fanaticism,
violence and evil and overcoming them.”

Giya Kancheli

Kancheli’s piece Mourned by the Wind, Liturgy in memoriam Givi Ordzhoni-
kidze for orchestra and viola occupies a crucial posicion in his creation. In a piece
devoted to the memory of his dead friend, a musicologist Givi Ordzhonikidze,
Kancheli returned to the concept of an extended cyclic symphonic work. In
fact, such a work was not a symphony any more (a word Epilogue in a ticle of
the Symphony No. 7 implies, that it was the last composer’s symphony), but a
liturgy, a mass, composed as a deep dialogue between a solo instrument and a



large symphonic orchestra. Such an antagonism we can find also in his Zhird
Symphony (there between a voice of Hamlet Gonashvili and an orchestra), where
it was inspired by Georgian mourning ceremonies. In a new Kanchelis liturgy a
singing viola substitutes the late Hamlet Gonashvili and Kancheli asked a violist

‘uri Bashmet, a music partner of Sviatoslav Richter at the time, to play the viola
part. He also dedicated him the piece. Invited by Slovak Music Fund Kancheli
spent a summer 1989 in Slovakia in Dolnd Krupd, where he orchestrated the
piece. The composition was premiered at the Berlin Festival and exceptionally
fierce criticism followed. Only in the following years critique started to com-
prehend his music world. To a great extent spreading of Kancheli’s works was
helped by his devoted and understanding performers — an old friend conductor
Dzhansug Kakhidze, the violist Yuri Bashmet, a violinist Gidon Kremer and a
cellist Mstislav Rostropovich.

Slovak Radio Sympheny Orchestra

With a year 1929 when the orchestra was founded it is the oldest professional
orchestral body in Slovakia. Even its first conductors accented performing of
Slovak music beside works of world repertory. Therefore the orchestra’s existence
is closely joined with the boom of creation of Slovak music moderna exponents.
Kreshimir Baranovich, Pudovit Rajter, Ladislav Slovék, Otakar Trhlik, Bystrik
Rezucha, Ondrej Lendrd, Rébert Stankovsky and Charles Olivieri-Munroe were
among the chief conductors of the SRSO. The orchestra produces a number of
recordings according to the needs of the Slovak Radio, but besides it has its own
concert cycle and performs at important musical events in Slovakia. SRSO has
performed on many concert stages of the world, it cooperates with TV compa-
nies and with music publishing houses Opus, Supraphon, Marco Polo, Naxos,
Arte Nova a HNH International. MMC Recordings from Boston is one of
the overseas partners, for which the orchestra realizes recordings of contempo-
rary American music. Many significant world conductors and soloists (Charles
Mackerras, Zden¢k Kosler, Viclav Smetdcek, Gidon Kremer, Peter Dvorsky,
José Carreras, Juraj Bartos, Ivan Zenaty) have cooperated with the orchestra.
Since 1997 Oliver Dohnanyi has been the chief conductor of the SRSO.

José Serebrier

Born in Uruguay of Russian and Polish parents a conductor and composer José
Serebrier is one of the most recorded classical artists today. He has received
thirty-nine GRAMMY nominations in recent years. His Firsz Symphony was
premiered by Leopold Stokowski (who premiered several of his works) when
Serebrier was 17 years old. When he was 21 years old, Leopold Stokowski refered
to him as “whe greatest master of orchestral balance”. After five years as Stokowski’s
Associate Conductor at New York’s Carnegie Hall, Serebrier accepted an in-
vitation from George Szell to become the “Composer-in-Residence” of the
Cleveland Orchestra. As a music director of America’s oldest music festival in
Worcester, Massachusetts and later an artistic director of the Festival Miami
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Sercbrier commissioned many composers, and conducted many American and
world premieres.

Serebrier has made international tours with the Juilliard Orchestra, Pitts-
burgh Symphony, Philharmonia Orchestra, Royal Philharmonic Orchestra,
Scottish Chamber Orchestra and the Orchestre de Chambre National de Tou-
louse. He has recorded with the London Symphony Orchestra, London Phil-
harmonic, Royal Philharmonic, Oslo Philharmonic, Royal Scottish National
Orchestra, Scottish Chamber Orchestra, English Chamber Orchestra, Czech
State Philharmonic Brno etc. Many of his recordings have won a, Grammy
nomination. He has won the UK Music Retailers Association Award for Best
Orchestral Recording. Serebrier presently records for Naxos, BIS, Warner Clas-
sics, RPO Records and Sony/BMG.

As a composer, Serebrier won most important awards in the United States,
including two Guggenheims, Rockefeller Foundation grants, commissions from
the National Endowment for the Arts, the Harvard Musical Association, the
B.M.L. Award, Koussevitzky Foundation Award, etc. Serebrier has composed
more than 100 works, published by Peer Music, Universal Edition Vienna, Kal-
mus, Warner Music, and Peters Corp. His music was recorded by conductors
such as Sir John Eliot Gardiner, among others. His new 3% Symphony, Sympho-
nie Mystique received 2 GRAMMY nomination for the “Best New Composi-
tion of 2004”. It was premiered at Carnegie Hall, NY in 2005. The French mu-
sic critic Michel Faure has written a new biography of José Serebrier, published
last year in France. Serebrier’s first recording with the New York Philharmonic
was released recently and has become a best-seller in the United States.

The Bratislava City Choir

is one of the most signific choirs in Slovakia. It originated in 1971 in Bratislava
as Bratislava Chamber Choir. Since 1979 it has been a choir of Bratislava, the
Slovak capital. Ladislav Holdsek is a choirmaster and artistic leader of the choir
{since 1977).

The unusually rich repertory of the choir includes more than 100 masses,
oratorias and cantatas of various stylistic periods. A cappella repertory compris-
es almost 300 Renaissance, Baroque, Classical and Romantic compositions, as
well as pieces from the 20® century. During long years of its existence the choir
has recorded almost 100 pieces in a radio studio, it released 12 CDs and 6 LPs.

The long-time choirmaster Ladislav Holdsek guarantees the artistic level
of the choir. Performing successfully on many Slovak and foreign stages the
choir has won also several important awards at international competitions and
festivals. It regularly cooperates with renowned Slovak and foreign orchestras
and performs as a guest of music festivals.

Ladislav Holasek

studied at the Bratislava Conservatory and at the University of Performing Arts.
He started with piano studies (Frico Kafenda and Stefan Németh-Samorinsky)



and later continued with choral and orchestral conducting with Tudovit Rajter
(1964-1967). First he worked as a répétiteur of the Mixed Choir of the Czecho-
slovak Radio. In 1957 the choir became the choir of the Slovak Philharmonic
and Holdsek became its choirmaster. For years he worked as the chief choir-
master of the Opera of the Slovak National Theatre in Bratislava, with which
he prepared more that 80 premieres of Slovak and European operas. For 25
years he was active as an artistic leader and conductor of a chamber choir Slovak
Madrigalists, performing both home and abroad and recording 5 LPs. Thanks
to Prof. Holdsek more than 150 works of Slovak composers were premiered, not
only vocal, but also piano and orchestral pieces. Many of them were recorded in
the Slovak Radio and Slovak Television.

Ladislav Holdsek has recorded 18 LPs and CDs with the The Bratislava
City Choir. Critique appreciated his stylistic approach, thoroughful elaboration
and his personal dedication, which result in a unique character and unusual
expression of music.

An important part of his work was his teaching at the Bratislava Conserva-
tory, at the Faculty of Education of Comenius University in Bratislava, Univer-
sity of Performing Arts in Bratislava and Faculty of Education of Constantine
the Philosopher University in Nitra. His artistic contribution to treasury of Slo-
vak music has been awarded several prizes.

Maridn Slovik

An actor Maridn Slovdk finished his secondary studies as a gardener. Neverthe-
less, his inclination to arts led him to University of Performing Arts in Bratistava,
where he studied dramatic art —acting (1972). After graduation he worked almost
wenty years in Nitra in the Andrej Bagar Theatre. As Slovak possesses a gift not
only as an actor, but also as a singer, in 1991 he became a member of the Novd
scéna drama company in Bratislava, where he could use his skills of a musical ac-
tor. Since 1995 he has been working as a free-lance actor. He works for the Slovak
Television board and he was a jury member of international Environfilm.

Marian Bulla

studied music education, Russian language and literature at the Faculty of Edu-
cation of the Comenius University in Bratislava. He attended courses in choir
leading with Juraj Haluzicky and Jén Strelec. Later he was engaged in Military
Art Ensemble, in Slovak Philharmonic Choir, Slovak Madrigalists, Bratislava
Madrigalists, Octet Singers and Aureus Cantus. As a soloist and conductor he
performs church music in Trnava and Bratislava, he is active as a musicologist
and publicist, too.

Carole Farley
GRAMM Y-nominated Carole Farley made her Metropolitan Opera debut at
the age of 19 in the title role of Zulu, a role she has repeated over 100 times in
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four languages (German, English, French and Tralian). She recurned to the Met-
ropolitan Opera for the title role in Lady Macbeth of Mrsensk by Shostakovich, as
the only non-Russian in the cast. Her more than 100 performances of Salome in
opera houses around the world have been highly acclaimed. As a regular guest
of the world's opera houses, she has performed at the Lyric Opera of Chicago,
Canadian Opera, Oper der Stadt K8ln, New York City Opera, Welsh National
Opera, Teatro Col6n in Buenos Aires, and in Ziirich, Diisseldorf, Paris, Torino,
Lyon, Brussels, Nice and Florence, and many other cities. She was awarded the
Abbiati Prize in ltaly. Her performances of Poulencs Za Voix Hymaine and
Menotti's The Telephone have been filmed by Decca in co-production witch the
BBC. '

Carole Farley's orchestral appearances were in front of the leading orchestras
in the U.S. with conductors Levine, Mchta, Skrowaszewski, Dorati, Kostelan-
etz, Zinman and Sir Andrew Davis. The BBC Symphony, BBC Philharmonic,
Hallé Orchestra, Royal Philharmonic, Concertgebouw, Orchestre National de
France and others belong to her European orchestra concerts with conductors
Levine, Boulez, Martinon, Bertini, Santi, Pritchard, Maazel, Downes, Salonen,
Davis, Foster, Leitner, Fiore.

Her extensive discography includes over fifty titles, with multiple awards
like the Grand Prix du Disque, Deutsche Schallplatten Award, Gramophone
Editor's Choice, Gramophone's CD of the Month, GRAMMY nominations,
and many others.

Milan Radi¢
studied viola at the Bratislava Conservatory with Rafael Hrdina and Tibor Kovéé
(1980-1986). Continuing his studies at the Academy of Music in Prague he was
a pupil of Jaroslay Motlik and Milan Skamnpa (1986-1990). In 1987-1993 he
was a solo viola player in Cappella Istropolitana. He went through a study stay
with Josef Kodousck in Copenhagen and master classes in Malmé in Sweden
(1992). In a period 19941998 he was the first violist in Japan Century Orches-
tra Osaka. He attended several master classes led by Yuri Bashmet at Academia
Chigiana Siena in Italy (1995-1997), Peter Ochsendorfer at Hochschule fur
Musik und darstellende Kunst in Vienna (1996-1997). In 1997-1998 he was
a private student of Ruben Gonzales in Chicago (U.S.A.), the concertmaster of
the Chicago Symphony Orchestra. Since his return to Europe (1998) he plays
the solo viola in Mozarteum Orchester Salzburg in Austria. He has formed
a string trio “Impression I1I” (2001) with a violinist Anna Kandinskaya and
a cellist Hagen Wappler.

He was awarded honourable mention and a special jury’s prize at the inter-
national competition of Yuri Bashmet in Moscow for his performing of Johann
Sebastian Bach’s composition (2000). He is active as a soloist, too.



? THURSDAY
‘el 8 NOVEMBER

Moyzes Hall
7.00 p.m. O !

Juraj Cizmarovi¢ — violin
Jan Slavik — cello
“Milan Radi¢ - viola
' Magdaléna Bajuszov — piano
Vladimir Godar - piano
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Tlja Zeljenka (1932-2007)
Sonata No. 23 for pumo (2004) xx

. Andante tranquillo

* * %

Larghetto
Allegro energico

Presto

Sonata for cello and piano (1998)’
Largo cantabile
Dramatico

 Sonata for violin and piano No. 2(1999) -

Andante risoluto

Adagio cantabile (mtermezzo)
Con brio :

Giya Kancheli (1935)
Time... and Again for violin and piano (1996) *

Piano Quartet In Listesso tempo (1997) *




Ilja Zeljenka — see page 13

On the threshold of his sixties Ilja Zeljenka decided to retreat from public life
and to settle forever in his cottage in Harmonia; thus his creation obtained
a fully unexpected impetus. This full-blown period in Zeljenka's work is without
precedent in Slovak music as far as its quantity is concerned, and we may com-
pare it perhaps only with Picasso’s matured period. In his last 15 years Zeljenka
wrote approximately 200 compositions; he reacted to every appeal from the
side of performers or institutes. On the list of his closed output orchestral and
chamber pieces dominate, we find here 9 symphonies, 3 symphoniettas, sev-
eral tens of concertante pieces, piano or organ works, 14 string quartets, 24
piano sonatas, 3 stage works — Zeljenka devoted at least one work to almost
each performing medium. By its extensiveness this output has crossed all limits
and, confronted with it, Slovak musicologists, composers as well as listeners feel
almost helpless. Hardly anybody has demonstrated an endeavour to find that
Ariadne’s thread which would help to clear up Zeljenka’s creative efforts. A huge
volume of compositions by which he mapped his private artistic world reveals
the author’s passions — first of all the passion for Bach’s polyphonic texture, for
Haydn's wit and evolution of music material, for Beethoven's capability to add
inner logic to music and simultaneously to preserve rich contrast of musical
texrure and musical process.

Piano Sonata No. 23 (2004) is a penultimate sonata work of the author for a
piano. All his life piano was the basic medium of music researches for Zeljenka
and piano pieces occur in every period of his creation. In his latest time Zeljenka
was inspired namely by piano works of Vienna classicists, he admired unceas-
ing surprises of Haydn’s compositions, Beethoven’s invention and logic, Mozart’s
jocosity. Zeljenka conversed with them by music and due to them an idea of har-
mony, tonality and controlled evolution of musical flow returned to his music.

Sonata for cello and piano (1998) was composed as a cyclic diptych, equally
familiar to Zeljenka. Diptych enables to create a whole out of two contrasting
movements, which, summed up or joined together create a new unit. Diptych
characterized as a preparation and a completion (Bach’s prelude and fugue, Bar-
tok’s meditation and dance) can be found in several instrumental sonaras of the
20 century, too, e.g. Bartdk’s Sonata for violin and piano No. 2.

Beside keyboard musical instruments it was violin and cello, to which
Zeljenka devoted his utmost interest. He wrote dozen pieces for a violin/violin
with piano; three violin sonatas among them. Structure of the Sonam No. 2
Jor violin and piano leans on a three-movement cycle, the basis of almost all
Mozart’s and Beethoven’s violin sonatas. Ideals of classicistic music indeed con-
ditioned briefness and strictness of the musical language of the piece.

Glya Kancheli - see page 20

Kancheli’s work is fundamentally focused on orchestra, Kancheli is mainly
a natural symphony creator and thus his chamber music originates in specific
circumstances — either as a dedication or inspired by a performer.
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A piece Time... and Again for violin and piano originated in 1996 on a com-
mission of London Barbican Centre, where it was premiered by Gidon Kremer
and Oleg Meisenberg. Gidon Kremer is another great performer — after Bash-
met — who searched for co-operation with Giya Kancheli and became an initia-
tor as well as the first performer of many of his works. Lament for violin, female
voice and orchesira from 1994 and the piece V & V for violin, strings and tape
were followed by a work for a chamber ensemble. {Later Kremer perfomed also
other Kancheli’s pieces: Rag-Gidon-Time for violin and pianolstring trio, Instead
of Tango for violin, piano, bandoneon and double-bass, Time... and Again for violin
and pianoktring trio, And Farewell Goes Out of Sighing for violin, countertenor
and orchesira, Little Daneliade for violin, strings and piano, Lonesome for violin
and orchestra. Kancheli wrote the motto into the score of his dramatical medita-
tion — a fragment of the Epistle to the Galatians by Apostle Paul: “What I write
is true, God knows that I am not lying.” (Gal 1, 20)

The following Kanchelis piece for a chamber ensemble is Piano Quarter
In Listesso tempo, which was commissioned by Bridge Ensemble. His extended
quartet in one movement Kancheli dedicated to “his first music teacher” and at
the beginning of the score he revealed his musical creed:

“Again and again, with deep regret, we see how alongside obvious achieve-
ments of the civilized world, our planet is being torn apart by bloodshed and
antagonism. And no creative deed is able to withstand that destructive force,
which so easily strikes out the fragile means of progress.

Taking very close to my heart all that is happening around me, [ am trying
to express in my music the state I feel in my soul, writing basically for myself,
without contriving any illusions that, as Dostoyevsky said, ‘beauty will save the
world’.

This is why my music is more sad than happy, and is addressed more to the
lone individual rather than to society. Here you won't find appeals for striving,
equality, or ‘a bright future’. Most likely you will find threads of sorrow caused
by the imperfection of the world which keeps disregarding the most horrendous
examples from human history.

My thoughts are expressed in an extremely simple musical language. And 1
hope that the audience will be affected by my composition, and will not mistake
my deliberate simplicity for what in my opinion is the most dangerous phenom-
enon — the feeling of indifference.”

Juraj Cizmarovi¢

Although violinist Juraj Cizmarovi¢ started to play the violin relatively late at
the age of 11, since his beginnings he presented himself as an extraordinarily
gifted musician. He complered his education at a music school in three years.
At the Bratislava Conservatory, where he was a pupil of Peter Michalica, he
graduated as the Best Graduate of the Year. At the University of Performing
Arts he was a student of Jozef Kopelman (1987). He was awarded the Prize of
the Ministry of Culture of the Slovak Socialist Republic for his excellent study



results. Later he petfected his mastery at the Academia Sion in Switzerland with
Tibor Varga, as well as at numerous master classes led by renowned violinists
(Stefan Ruha, Franco Gulli, Henryk Szeryng, Nathan Milstein).

In 1987-1990 he worked at the University of Performing Arts in Bratislava as
a lecturer. For 13 years (1990-2003) he was a concertmaster of the Glirzenich
Orchester Kéln and since 2003 he has been working as the first violinist of the
Westdeutsche Rundfunk Orchestra. Since 1997 he has been playing as one of
concertmasters of the Richard Wagner Festival Orchestra in Bayreuth.

Juraj Cizmarovi¢ is a violinist blessed with a beautiful brilliant tone and excel-
fent technical skills. His musical intelligence predetermines him for a successtul
solo career, nevertheless, Cimarovié is an equally superb chamber partner (it
was in 1979 when he founded Bratislava Piano Trio wich a cellist Eugen Prochdc
and pianist Zuzana Paulechovd). He joined his professional career with a signifi-
cant post of a concertmaster in renowned German orchestras; yet each of his
solo or chamber appearances is an unforgettable experience.

His utmost ambitions as well as working obligations have prevented Cizmarovi¢
from a production of CD-recordings one after the other. Fortunately his friends/
musicians and composers succeeded to persuade him to participate in several
projects, so we have today an opportunity to listen to his musician’s mastery
also on CD-recordings (Goddr: CD Barcarole; Godar, Breiner, Burlas, Szeghy,
Kolkovi¢: CD Nostalgia).

In recent years Juraj Cizmarovié appears on the stage more and more frequently
in the role of a conductor, too.

Milan Radic - see page 26

Jan Slavik

was born in 1958 in Bratislava. He is a cellist and one of the founding mem-
bers of the Moyzes Quartet (1975). He is interested namely in chamber music
and solo cello music. With the Moyzes Quartet he played more than thousand
concerts in almost all states of Europe, U.S.A., Canada and Japan and recorded
more than 30 CDs. In 1997-2004 he was 2 member of the string trio Amadé¢,
t0o. As a soloist he co-operated with all significant Slovak orchestras, with Bar-
celona Simfonietta and Salzburg Chamber Orchestra. His solo and chamber
activities are concentrated predominantly on contemporary music. His reper-
tory comprises almost complete Slovak cello creation and he premiered many
Slovak and world compositions; many of them were recorded by him, too. With
the pianist Daniela Varinska he performed and recorded complete work for pi-
ano and cello by L. v. Beethoven, cello suites and sonatas for viola da gamba
and harpsichord by J. S. Bach, and sonatas by J. Brahms. His recordings occur
in catalogues of a number of music publishing houses, as well as in the Slovak
Radio and TV archives. Jén Sldvik is teaching at the University of Performing

Artsand he is the main organizer or co-organizer of some smaller music festivals
like Music for Modra and Music for Trnava.
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Magdaléna Bajuszovi

Pianist Magdaléna Bajuszovd was still a child, when she became a special stu-
dent of Peter Cerman ar the Bratislava Conservatory, where she later contin-
ued her studies as a regular student of professor Cerman and Eva Pappovi. She
was developing her gift at the University of Performing Arts led by Daniela
Varinska, Cyril Dianovsky and Ida Cerneckd, with whom she continued as a
post-graduate student. She participated in numerous domestic as well as foreign
competitions; it will suffice to mention Scholarship 1996 Yamaha Music Fun-
dation of Europe, where she won the first prize.

Bajuszovd belongs to distinctive pianists of young Slovak generamon, who be-
sides classical pianistic repertory dare to perform demanding works of contem-
porary composers. Such an attitude enabled her to appear at domestic festivals
Week of New Slovak Music Creation, New Slovak Music, Bratislava Cultural
Summer, Student Festival of Contemporary Music Orpheus etc. She has
played in the Czech Republic, Hungary or Austria, among others. She is an
exceptional soloist, and also an excellent partner for chamber music playing.
She has co-operated with the Slovak Radio Symphony Orchestra and Cappella
Istropolitana. We can mention not only playing the pieces written by her col-
leagues-composers, but namely the performing and recording of lhja Zeljenka’s
creation as her important achievement. She has recorded piano compositions by
Juraj Hatrik, Ludwig van Beethoven, Béla Bartok, too. With chamber partners
Juraj Cizmarovi¢ and Jan Slavik she has recorded CD Nostalgia (works by Peter
Breiner, Martin Burlas, Viadimir Goddr, Jozef Kolkovi¢, Iris Szeghy). Recent
premiere and recording of Joseph Kolkovich’s cycle Nine Prefudes belongs to the
most significant successes of the Slovak pianism.

Vladimir Godar

graduated from the Conservatory, where he had studied the composition (Juraj
Pospisil) and piano playing (Maria Masarikovd) (1971-1975). He continued his
compositional studies with Dezider Kardos at the University of Performing Arts
{1975-1980). Later he worked as an editor, musicologist and teacher. His film
music is known also to wider public, musicians know his music, his musico-
logical work is almost completely unknown. He devoted himself to performing
namely in the Jan Albrecht’s house (continuo), now he performs very rarely (he
premiered Lerchenmusik and Muzyczka IVby H. M. Gorecki in the frame of the
Melos-Ethos festival, recently he accompanied the singer Petra Noskaiov4 in his
project Russian Lullabies and Dreams).
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Peter Groll

(1973, Bratislava)

studied computer and control technology at
the secondary training institution and after
the graduation he began to occupy himself
with dancing and music. He spent two years
at the Musical Studio of L. Simeg and devoted
himself to singing, acting and dancing. Sub-
sequently he decided to study composition.
He was a student of Peter Martinek at the
Bratislava Conservatory (1994-1998) and
of Ivan Partk (1998) and Vladimir Bokes
{1999-2003) at the University of Performing
Arts in Bratislava. His work Quartetto was awarded the IGRIC award, Piano
Quintet the SOZA award and in 2005 the drama Tiso for which he had written
the incidental music, won the Dosky Prize. Electroacoustic collage La Fleur
Vide 1o theatre-circus project directed by E. Borel (2005) was premiered at the
festival Theater op de Markt in Neerpelt (Belgium). The composition The Crack
for violin, piano and tape was released by the Music Fund on the CD of the
SOOZVUK composers’ association. He is a free-lance artist.

“For Peter Groll music composition is an ideal way of expressing the human
mind, filled by strong and often contradictory affective states utterable only with
difficulties. Similarly to ballet gesture a music shape, too, can fully express this
inner state of mind. Although the semantics of the utterance can be variously in-
terpreted, the utterance itself could possess a releasing character for both the crea-
tor as well as the recipient. Groll’s strong yearning for artistic utterance has found
creative models namely in the works of Dmitry Shostakovich and in works of the
so-called post-avant-garde of the latest decades, particularly of Giya Kancheli.
Groll is associated with both the mentioned composers especially by his wide
experience with other media — namely with ballet, theatre and film.” (VG)

Selection of works: stage — Iphigenia, ballet, 1996; Thar Night, ballet, 1996; Palele
and Domino, music for theatre, 1998; Faust, ballet, 2000; Noah, 2004; Prophet llya,
choirs, songs and incidental music, 2005; La Fleur Vide, electroacoustic collage to the-
atre-circus project, 2005; U.N.A., scenic live-electronic to experimental performance,
2005; Tiso, music and choirs to drama; vocal-orchestral — ...eleison..., 1997; Three ar-
ies, 2002-2005; orchestral — Adagio per orchesira, 1997; Coda archaioa, 1998; Chime-
ra, 2002; chamber orchestra — Rondo divertimento, 1998; Divertimento, 1998; Zalan,
2003; chamber — Tuwo caricatures for wind quinter, 1996; Piano Quintet, 1997; Suite
in Old Style for 2 violins, 1997; Trio, 1998; Duo, dodecaphonic variations for clarinet
and bassoon, 2001; 7he Crack for violin, piano and tape, 2004; solo — Solo Cello, 1999;
Three soli for guitar, 1999; Solo for violin, 1999; Esdemona for piano, 1999; Delusions
Jor Piano, 1999; Play Viola, 2000; vocal-instrumental — Three Songs on poetry by K.
Gibran for baritone, string instruments and piano, 2003; choral - Lovers, 1996; Proz-
boris, for mixed choir and narrator, 2005; Way to lya, cycle of spiritual songs for male
choir and organ, 2005; film and incidental music
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The piece Megane subtitled Zhe Melos Evhos Mausic otiginated on the com-
mission of the Melos-Ethos Festival 2007.

“Thanks to all who help me.”

Peter Groll

Jozef Podprocky

(1944, Zakarovce)

studied composition (Juraj Hatrlk) and pi-
ano playing (Irena Koreriovd) at the Kosice
Conservatory (1961-1965). He continued his
studies at the University of Performing Arts
in Bratislava with Jan Cikker and Alexander
Moyzes (1965-1970). He returned to Kosice
where he has been teaching theory of music
and composition at the Conservatory since
1970. Due to his influence a distinctive com-
positional school was formed in Kogice. In
1986-1988 he was a director of the Kofice
State Philharmony. He has acquired several awards for his compositions — Jin
Levoslav Bella Prize (1978) and Foundation Hemerkovci Prize (1994) among
them.

“In his compositional beginnings Podprocky endeavoured to create a dra-
matic music form, development of which uses basis of tonality and very pe-
culiar elaboration of music texture. Often themes of his works were inspired
by domestic folk music. During his Bratislava studies he became an excellent

exponent of Moyzes' compositional school. His efforts to innovate this basis
and to create his own music language led him to a profound study of the clas-
sics of the 20% century music, Béla Barték among them, to which he felt him-
self closest. Podprocky’s compositional ideal was to a great extent the Barték’s
one, although also other exponents of the interwar avant-garde influenced him.
Orchestral, concertante and chamber pieces form the core of his work. Often
his concertante compositions manifest some kind of neo-classicism, presenting
formal or textural arrangements alluding to Baroque or Classicist models. In
Podprocky’s orchestral work dramatic process dominates with inclination to
Romantic orchestral development. His cycle of string quartets forms the basis of
remarkable chamber creation. Following Ferenczy, Kardo§ and Burlas, in Pod-
procky’s quartets, too, the most powerful influence of Barték’s musical monu-
ment resounds, displayed by the choice of thematic material and elaborated
process, most of all in intricate texture of the string quartet.” (VG)

Selection of works: stage — Radulienka, musical, 1994; orchestral — Drumatic Siudy
after the novella Unknown Masterpiece by Honoré de Balzac, 1967/1978; ...aere perennius
monumentum..., 1973; Concertante Partita for organ and orchestra, 1975; Symphony in
two movements, 1987, Bells, 1991; Symphony No. 2., Ecce homo®, 1997; string orchestra



— Dialogue for French horn, string orchestra and harp, 1964; Concertino for violin and
string orchestra, 1970/2005; Concerto piccolo for accordion, string orchestra and kettle-
drums, 1991; vocal-instrumental ~ Vesper dominicae for baritone, flute, harp and string
quartet, 1966; Ave Maria in memoriam Jin Cikker for voice and organ, 1966/1990; Two
Cavarinas for bass, flute, clarinet, viola and cello, 1980; Fire, Fire for soprano, clarinet and
string orchestra, 1994; Missa Slovaca for voice and organ, 1993; chamber — Variarions for
string quartet, 1964; Expressions for violin and viola, 1966; Divertimenio for wind quin-
tet, 1969; 5 string quartets (1972, 1976, 1981, 1994, 2005); Two Medjtations for oboe,
clarinet and string quartet, 1997; soko — Exude C Minor for piano, 1962; Polka for piano,
1962; Sentiments for piano, 1963; Scene for piano, 1964; Prelude And Two Bagatelles for
piano, 1964; Sonata in C, 1965/2004; Fugue And Four Inventions, 1965; Sempre solo for
fluze, 1966; Reversion “Hommage a Schonberg” for accordion, 1972; Rebuses for accordion,
1975; Reminiscentio sopra F. X. Zomb for organ, 1979; Two Choral Meditations for clari-
net, 1998; Passacaglia piccola for piano, 2007; choral compositions, pieces for children,
arrangements of folklore and early music

“Man and his inner world is usually the dominating idea of almost all my
chamber pieces. Similarly the piece ‘Quasi una Fantasia’ Op. 53 was intended
as some kind of a ‘probe’ into the mind of man of today. It reveals a tendency
to uncover some well-hidden states or images of the human mind. My efforts
to capture and to express in music the variability of his mind, emotions and
permanent inconsistency of his inner restlessness resulted in a kind of a fantasy
present in the whole musical process of the piece. The composition is designed
as metamorphoses with emphasis on its dramatic and epic progress. Almost all its
horizontal as well as vertical shapes (motifs, themes and chords) have a twelve-
tone basis in common, combined with several modal melodic and harmonic
elements. The overall form of the piece is structured into three large free sections
with quite an extended evolutional middle section and with freely transformed
return (quasi reprise). It is a dynamic kind of form, in which all four instru-
mental groups of the ensemble are used in various, mostly timbre combinations
(quasi dialogues) creating a kind of fight’ of four instrumental areas.

[ have been planning this project for a longer time and I succeeded to realize
it this year (August 2007), having an opportunity to write a piece for an ensem-
ble of distinguished musicians of the Melos Ethos ensemble.”

Jozef Podprocky

Vladimir Bokes

(1946, Bratislava)

Besides the cello playing Viadimir Bokes studied composition with Juraj PospiSil
and Milo§ Kofinek at the Bratislava Conservatory (1960-1965). He continued
his compositional studies at the University of Performing Arts in Bratislava, first
with Alexander Moyzes, later with Dezider Kardo$. He graduated in 1970 with
his Symphony No. 1. Immediately after the graduation Bokes started to teach
the theory of music at the Conservatory (1971-1975), in 1975 he became the
assistent of theoretical subjects at the University and since 1982 he has been
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teaching composition. In 1993 he became a
professor. In 1993-1998 he presided the festi-
val committee of the International Festival of
Contemporary Music Melos-Ethos.

“From the outset of his compositional
career Bokes wanted to compose music satis-
fying the criteria of the after-war avant-garde
exponents. Although in these efforts he was
encouraged by his Conservatory teacher Juraj
Pospiiil, who used o begin his teaching proc-
ess by the dodecaphony principles, he must
have collided with the University teachers,
for whom a composition could have been
created only after the traditional compositional skills had been mastered. They

were convinced that an aspirant in composition is permitted to solve problems
of contemporary music only after having finished his studies. In such a situarion
Bokes could finish his studies only with Dezider Kardos, who had been solving
similar problem previously with his pupil Roman Berger. The genuine result of
the Berger’s affair was, that Kardo$ included some achievements of New Mu-
sic into his compositional prerequisities. Bokes™ compositional beginnings were
influenced by the poetics of the Second Vienna School, dodecaphony and after-
war serialism, through which he adopted rational methods of sound creation. The
quest for rational principles of music time and the sound itself led him to a certain
mathematization of music, to application of numerical orders on the principle of
the golden section and to inclusion of a chance element into composition. Strict
compositional discipline confronted with chance operations became a component
of Bokes™ compositional devices in pieces written after his studies, in which he
uncompromisingly opposed neo-Stalinist postulates binding the creation during
the phasis of ‘consolidation’ and ‘normalization’ of the society.” (VG)

Selection of works: orchestral — Mouvement, 1968; Symphony No. 1, 1970; Overture,
1971; Symphonic Variations, 1972; 2 piano concertos (1976, 1984); Symphony No. 2,
1978; Symphony No. 3, 1980; Seven Variations on Paulin Bajan’s Theme, 1984; Music for
organ and wind insiruments, 1986; Symphony No. 5, 1987; Variations concertantes d’un
théme de Zdenék Fibich for piano and orchestra, 1990/1998; Haydn at the Computer, 1992;
Variations on Joseph Haydn's Theme, 1996; Symphony No. 6, 2003; string orchestra —
Madrigal, 1967; Three Dances, 1972; Suite for piano and strings, 1982; Dances from Bosna,
1995; vocal-orchestral — Symphony No. 4 for voices, mixed choir and orchestra, 1982;
Missa posoniensis for voices, mixed chois, orchesira and organ, 1991; We Come to You, Lord
Jor choir and chamber orchestra, 1994; chamber — String trio, 1963; Sextet for flute, clari-
net, trumpet, violin, viola and cello, 1963; Sequenza for 9 instruments, 1965; Piano Trio,
1967; Sonatina for 2 violins, 1970; 3 string quartets (1970, 1974, 1982); 3 wind quintets
(1971, 1975, 1982); Sonatina for violin and piano, 1972; Three Dances for 2 pianos, 1973;
Three Bagatelles for wind quintet, 1973; Cadence on Memory of Pablo Picasso for flute and
guitar, 1973; Nocturne for flute and guitar, 1975; Sonata for clarinet and piano, 1978;
Coll Age for piano quintet, 1979/1984; Sonata for cello and piano, 1980; Sonatina for 2



violins, 1982; Cadence Il for flute, oboe, bassoon and harpsichord, 1982; Sonata for 2 pianos,
1982; Sonatina for cello and piano, 1982; Inquieto for clarinet and piano, 19855 Sonata for
viola and piano, 1987; Variations on Jdn Egry’s Theme for wind ocvet, 1994; Capriccio for
flute and harpsichord, 1995; Rondo for oboe and bassoon, 1997; Ostinato for double bass and
piano, 1998; Musique triste for string trio, 1998; Musica stricta for flute, clariner, violin,
cello and piano, 1999; Margharer's Aria for clarinet and bass clarinet, 2001; Divertimento
for flute, oboe, clarinet and bassoon, 2001; ...remembering to... for flute, clarinet, accordion
and piano, 2005; “...nur eine Weile...”~ Trio for violin, accordion and cello (2005); solo
— Partita for piano, 1966; La Follia for violin, 1967; Variations on Joseph Haydn's Theme
for piano, 1969; 4 piano sonatas (1973, 1979, 1980, 1985), Good Day, Mr. Fibonacci for
piano, 1977; Variations on Paulin Bajan’s Theme from 1758, 1984; Preludes and Fugues
for piano, 1988; Variations on Zdenék Fibich Theme for piano, 1990; Cadence 11 for violin,
1995; PF 2007 for piane, 2007; vocal — The Manner of Silence for bass, French horn, bas-
soon, cello and piano, 1977; In Its Own Way for mezzosoprano and piano, 1978, Pater noster
for baritone and trumpet, 1990; Ave Maria for soprano and string quarser; electroacoustic
— Three Summer Preludes, 1982; Lied ohne Worte, 1993; choirs, arrangements

Sequence for 9 Instruments

“The piece originated in 1965, in the time when I finished my secondary
studies at the Bratislava Conservatory. | hung up my cello definitely and I was
mentally preparing myself for the university study in the compositional class of
Alexander Moyzes. In that time I was enchanted by Boulez, Stockhausen and
Nono; in fact not by their compositions, which [ knew only perfunctorily, but by
the literature, mentioning them. After several preceding essays in dodecaphony
I finally finished a score in several summer weeks, in which I had applied serial
organization in pitch, thythm, orchestration and looked after relations among
these parameters in the frame of a dynamically built form... T returned to the
picce years later and I can say that it contains germs of the style and expression
typical for my music up to the present time...

The score ended up in the hands of Laco Kupkovi¢, the leader of the ensem-
ble Hudba dnegka (Music of Today). He wrote me in a letter that he intended
to premiere the piece at the Bratislava Music Festival 1966. His assessment of
the piece was more than flattering: ‘T rank you among the talented exponents
of avant-garde...

Although due to unfavourable circumstances the premiere was not realized
eventually, I am grateful to him and the Music of Today ensemble for a radio
recording of the Sequence.

Thousand thanks to the Melos Ethos Ensemble for a new study of the piece,
which will be premiered tonight after 42 years.”

Viadimir Bokes

Petra Oliveira Bachrata

(1975, Krupina)

In composition Petra Oliveira Bachrat4 was a student of Ladislav Burlas (1992
1993), later of Viadimir Bokes at the University of Performing Arts in Bratislava
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(1994-2000); simultaneously she studied at
the Medicine Faculty of the Comenius Uni-
versity in Bratislava. She participated in many
compositional courses abroad (TRCAM Paris,
Szombathely, Reichenau, Brian Ferneyhough,
Ivan Fedele, Jonathan Harvey, Magnus Lind-
berg, Ivana Loudovd). In 2000~2003 she was
employed at the 1% Neurological Clinic of
"The Teaching Hospital in Brarislava and in
2003 she acquired neurological specializa-
tion. Since 2005 she has been a postgradual
student of composition and electroacoustic

music at the University in Aveiro in Portugal
(Joao Pedro Oliveira, Isabel Soveral). Since 2006 she has been a scholarship
holder of the Fundagio para a Ciéncia e a Tecnologia, Lisbon. Recently she has
been occupied by the interaction and relations of the instrumental and elec-
tronic elements in electroacoustic compositions.

Selection of works: chamber — Vision of Sonata for violin and cello, 1996; Trio for violin,
cello and piano, 1997; Aberrations for two violins, viola, cello and double bass, 1998; Con-
frontations for violin, clarinet and cello, 1999; Distance for flute and double bass, 2000; solo
~ Ontogenesis for flute, 1997; Song for flute, 1997; Luminiscences for flute, 2001; Bagatelle
for piano, 2007; vocal-instrumental — X-rreme for soprano, baritone, flute, clarinet, harp,
viola, double bass and percussion, 2000; electroacoustic — Nunatag, 2005; Luminiscences,
2006

“..OPTIONS... CHOICES... ACTS... CONSEQUENCES...
isn’t this what life is about?
The piece originated on commission of the Melos-Ethos Festival and it is
devoted to the Melos Ethos Ensemble”.
Petra Oljveira Bachratd

Galina Ivanovna Ustvolskaya

(1919, Petersburg — 2006, Sankt Petersburg)

began her study of music at a special music
school and later at the Leningrad Conserva-
tory, from which she graduated in 1947. In
1950 she continued as a postgraduate in the
Dmitry Shostakovich’s class. One year later
she interrupted the study. The influence of
Shostakovich, whose teaching was forbid-
den due to his formalism, is visible mostly in
works from the period 1946-1950 (Concerro,
the first two piano sonatas, Trio and Octes),
after 1952 it ceased completely. Ustvolskaya



taught at the Conservatory since 1947 till the late 1970s, however, she never
acquired a post of professor. In the 1950’s she composed several orchestral pieces
(Young Pioneers, Children’s Suite, Heroical Act) and cantatas (The Youth!, Man
from Mountains, Daybreak over the Homeland) complying with the official re-
quirements. Her compositions, in which her unique compositional language
was formed, were open to public only 20 years later (Trio, Octet, Sonata for
violin and pians, Preludes for piano, Grand Duo for cello and piano). West music
world learned about her unique creation only after the fall of the iron curtain.
In 1992 conductor Oleg Malov with the orchestra of SankePetersburg Soloists
performed her music at a festival in the Netherlands, which foreshadowed an
increasing interest in Ustvolskaya’s creation in the whole Europe.

Ustvolskaya’s work is in itself a unique, hardly classifiable phenomenon. It is
filled by extreme tension and spiritual strength. It is astonishing, how her creation
retains its “up-to-dateness” — her pieces from the time 30 years ago always find
their way to listeners. Her non-compromising attitude reminds us of a lonely rock
in the sea of musical trends of the 20* century. This self-reliance and stylistic as
well as aesthetic isolation is extremely unique in this time and is closely related
to her personal isolation — she almost never left her native city. Ustvolskaya is the
only one of Shostakovich’s students, who succeeded to mould her own style and
aestherics, completely different from her teacher (“it wasn’t me who influenced
you, it was you, who influenced me”). Shostakovich wrote about her: “T believe
that music of Galina Ustvolskaya will win the world appreciation of all people,
who hold a positive attitude to contemporary music.” Their spiritual and artistic
closeness may be compared with the Schoenberg and Webern’s relation.

Selection of work: vocal-orchestral — Dream of Stepan Razin, bylina for baritone
and orchestra, 1949; symphonies ~ Symphony No. 1 for orchestra and two boys’ voices,
1955; Symphony No. 2 — Truthful and Eternal Bliss for 6 flutes, 6 oboes, 6 trumpets, trom-
bone, tuba, percussion, piano and solo voice, 1979; Symphony No. 3 — Jesus the Saviour Save
Us for 5 oboes, 5 trumpets, trombone, 3 tubas, percussion, piano, 5 double basses and reciter,
1983; orchestral — Concerto for piano, string orchestra and kettledrums, 1946; Children’s
Suite, 1955; Symphonic Poem No. 1, 1958; Symphonic Poem No. 2,1959; chamber — Tio
Jor clarines, violin and piana, 1949; Octer for 2 oboes, 4 violins, kettledrums and piane,
1950; Sonata for violin and piano, 1952; Grand Duet for cello and piano, 1959; Duet for
violin and piano, 1964; Composition No. 1 — Dona nobis pacem for piccolo, tuba and piano,
1971; Composition No. 2 — Dies irae for 8 double basses, percussion and pians, 1973; Com-
position No. 3 — Benedictus qui venit for 4 flutes, 4 bassoons and piano, 1975; Symphony
No. 4~ Prayer for trumpet, tam-tam, piano and contralto, 1987; Symphony No. 5~ Amen
for reciter, violin, oboe, trumpet, tuba and percussion, 1990; piano — 6 sonatas (1947, 1949,
1952, 1957, 1986, 1988), 12 prefudes, 1953

“It is difficult to talk about on€’s own music... my ability to compose music
unfortunately does not coincide with the ability to write about it. There is, by the
way, a commonly held view which says that the two are mutually exclusive...”

“All who really love my music should refrain from theoretical analysis of it...”

“My music is never chamber music, nor when it is a solo sonara...”
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“My works are not, it is true, religious in a liturgical sense, but they are in-
fused with a religious spirit, and to my mind they are best suited to performance
in a church, without scholarly introductions and analyses. In the concert hall,
that is, in ‘secular’ surroundings, the music sounds ditferent...”

Galina Ustvolskaya

The author of the lyrics of the Symphony No. 4 (similatly to Symphonies
Nos. 2 and 3) is a medieval monk of Benedictine order Hermanus Contractus
of Reichenau (1013-1054). Ustvolskaya has found his texts in an anthology of
medieval Latin literature published in Moscow in 1972 and she immediately
felt scrongly inspired by his universal knowledge and deepness of thoughts. Sym-
phony No. 41s subdtled “Prayer” and uses the same invocation text as Symphony
No. 3, but only three instruments were used.

“Almighty, True God, Father of Eternal Life, Creator of the World, Jesus,
Messiah, save us!”

Symphony No. 5 sets to music traditional religious Slavonic text of the Lord’s
Prayer performed by a reciter accompanied by five instrumentalists.

Luciano Berio

(1925 Oneglia, Italy — 2003, Roma)
Luciano Berio, one of the greatest ltalian
avant-garde composets studied composition
in Milan. After 1951 lived in turns in lealy
and in the U.S.A., where he studied composi-
tion with several exponents of moderna (Luigi
Dallapiccola, G. F. Ghedini) and formed his
own unique style. He married American so-
pranist Cathy Berberian, for whom he wrote
many of his vocal works. In 1955-1960 he
led Studio di Fonologia Musicale, a centre for
electronic music, which he had founded with
Bruno Maderna in Ttalian Radio (RAI). He founded also Centro Tempo Reale,

institute for research of music, joining musicians and computer experts explor-

ing new ways of composition. He edited the Incontri Musicali journal.

Similarly to his contemporaries Cage, Boulez and Stockhausen, Berio, too,
belongs to pioneers of music avant-garde and o advocates of widening music
boundaries by the way of electronics. During his long and prolific career he
utilized a number of forms, techniques (aleatory, serialism, clectronic music)
and he specialized in work with human voice. Cycle of solo virtuoso pieces Se-
guenza belongs to his most remarkable works. He was fascinated by literature,
namely by modern and post-modern literarure of the 20® century. He found
his inspiration in the works of James Joyce, Samuel Beckett. Tralo Calvino
was a librettist of his two stage works and he was a close friend with Umberto
Eco.



Selection of works: stage — Tre modi per supportare la vita, 1955; Allez-Hop!
1959/1968; Passaggio, 1963; Esposizione, 1963; Opera, 1970; Per la dolce memoria
i quel giorno, balet, 1974; Linea, ballet, 1974; La vera storia, 1982; Un ve in as-
colto, 1984; Outis, 1996; Cronaca del luogo, 1999; orchestral — Preludio a una festa
marina, 1944; Concertino, 1949; Mimusique no. 2, 1953; Variazioni, 1954; Nones,
1954; Allelujah I, 1955; Variazioni ‘Ein Midchen oder Weibchen', 1958; Diverti-
mento, 1958; Tempi concertasi, 1959; Quaderni I, IT, 111, 1959-1962; Chemins 1, 11,
116, 1, IV, 1964, 1968, 1970, 1972, 1975; Bewegung, 1971; Concerto, 1973; Still,
1973; Eindriicke, 1974; Aprés Visage, 1974; Points on the Curve to Find, 1974; Corale
on Sequenza VIII, 1975; Selezione, 1976; Il ritorno degli snovidenia, 1977; Encore,
1978; Entrata, 1980; Fanfara, 1982; Requies, 1985; Formazioni, 1987; Cone. I (Echo-
ing Curves), 1989; Continuo, 1989; Schubert-Berio: Rendering, 1989; Festum, 1989;
Chemins V on Sequenza XI, 1992; Compass, 1994; Vor, wikrend, nach Zaide, 1995;
Notturno, 1995; Re-Call, 1995; Kol-Od, 1996; Ekphrasis (Continuo IT), 1996; Récit,
1996; Alternarim, 1997, SOLO, 1999; vocal-orchestral — Magnificat, 1949; Epifanie,
1961; Traces, 1964; Sinfonia, 1969; Air (Striggio), 1969; Laborintus 11, 1965; Ora,
1971; Bewegung [1 (1971), Core, 1977; Calmno, 1989; Shofar, 1995; vocal-instrumen-
tal — Due pezzi sacri, 1949; Deus meus, 1951; El mar la mar, 1969; Chamber Music,
1953; Circles, 1960; Rounds, 1964; O King, 1968; Melodrama, 1970; Aginus, 1971; E
v0', 1972; Recital I (for Cathy), 1972; Cries of London, 1972; Calmo, 1974; Ecce: musica
per musicologs, 1987; Altra voce, 1999;  voice and piano — Quattro canzoni populari,
1947; Tre liviche greche, 1948; Ad Hermes, 1948; Tre vocalizzi, 1950; choral — Due
cori popolori, 1946; O bone Jesu, 1946; Due canti siciliani, 1948; Questo vuol dire che,
1969; A-ronne, 1975; Ofanim, 1988; Canticum novissimi testamenti, 1989; There is No
Tune, 1994; Twice upon..., 1994; chamber —~ String Trio, 1948; Wind Quintet, 1948,
String Quartet, 1956, Serenata I, 1957; Différences, 1967; Sincronie for string quartet,
1964; Memory, 1973; Ausre fois: berceuse canonique pour Igor Stravinsky for flute, clari-
net and harp, 1971; Musica leggera, 1974; 34 duetti, 1983; Accordo, 1981; Voci, 1984;
Cal, 1985; Terre chaleureuse, 1985; Naturale, 1986; Ricorrenze, 1985; Notturno (String
Quarter No. 3), 1993; Glosse for string quartet, 1997; solo — piano: Pastorale, 1937,
Petite Suite, 1948; Cingue variazioni, 1953; Wasserklavier, 1965; Erdenklavier, 1969;
Luftkiavier, 1985; Feuerklavier, 1989; Leaf; 1990; Brin, 1990; Sonata, 2001; harpsi-
chord: Rounds, 1965; organ: Fa-5i, 1975; cello: Les mots sonts allés, 1978; double bass:
Dogs, 1989; clarinet: Chemins V, 1980; Lied, 1983; Comma, 1987; sequences — I
flute, 1958; II harpsichord 1963; III voice 1966; IV piano 1966; V trombone 1966;
VIviola 1967; VII oboe 1969; VIII violin 1977; IX clarinet 1980; X trumpet 1984;
XI guitar 1988; XII bassoon 1993; XIIT accordion 1996. electroacoustic — Mimu-
sique no. 1, 1953; Ritrarto di citta, 1954; Mutazioni, 1953; Perspectives, 1957; Thema
(Omaggio a Joyce), 1958; Momenti, 1960; Visage, 1961; A-ronne, 1974; Chants paral-
leles, 1974-5; Diario immaginario, 1975; Duo, 1982

The composition O King was written in 1968 as a commemmoration of
Martin Luther King; it originated as an immediate reaction to the murder of the
black leader. Harmonic basis of the piece is formed by the gradually introduced
whole-tone scale. The only text of the piece is its title (O Martin Luther King);
initial vowels are gradually joined by consonances. The vocal part is a compo-
nent of the instrumental whole. New inscrumental version of the piece is a part

of Berio’s Sinfonia (1969).
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Gyorgy Ligeti

(1923, Dics6szentmdrton — 2006, Vienna)
The Hungarian and Jew Gyérgy Ligeti was
born in Dicsészentmarton (Romanian Di-
ciosinmartin, now TArndveni), in a family
with inclination to arts and traditions. The
young Ligeti started to play the piano and
composition in Cluj, where his family had
moved, but the Wotld Wardl totally changed
his life. Almost all his family was slaughtered
(his mother as the only one from the family
survived a concentration camp). Finishing
his secondary studies Ligeti wanted to study
mathemarics, but as a Jew he wasn’t allowed to. He started to study music at
the Cluj Conservatory and later in Budapest with Sdndor Veress, P4l Jardanyi,
Lajos Bérdos and Ferenc Farkas. Unfortunately he was sent for forced labour
and he became a prisoner of war; he could continue his studies only after the
war. Finishing his studies in 1949 he started to explore Romanian folklore and
later he became a teacher of theoretical subjects in Budapest. However, com-
munism isolated domestic music life, therefore after the Hungarian revolution
in 1956 Ligeti decided to emigrate and settled down in Vienna, where he later
also acquired Austrian citizenship. He worked in a studio of electronic music
in Cologne and gradually he became a distinguished exponent of European
avant-garde. Work with sound influenced Ligeti while composing instrumen-
tal music; his orchestral pieces (Apparition, Atmosphéres, Lontano) opened a
new chapter in the New Music development. Ligeti became a demanded com-
poser and teacher. The most important of his posts was his position of the pro-
fessor of composition at the Hochschule fiir Musik und Theater in Hamburg
(1973-1989). He died in Vienna in 2006 remembered as a central personality
of New Music.

In his early years Ligeti was influenced mostly by his study of folk music
as well as by the music language of Béla Bartok. He strongly felt limitations
of his basis and he entered new music spaces after the emigration. His new
pieces bring new orchestral texture, the sound of orchestra becomes a web of
individual voices (micropolyphony), in which melody and harmony loose their
sense, and the resulting sound, its timbre, register and density comes to the fore.
In the 1960’s Ligeti’s compositions began to determine a development of New
Music, as they had brought negation of principles of serial music of the after-war
avant-garde. Ligeti continually transferred his discoveries onto vocal, chamber
and solo music. His efforts culminated in the opera Le Grand Macabre.

In the next decades Ligeti found inspiration in new realms like mechanic
music, African thythms, minimal music; impulses from various kinds of his-
torical music changed his music language. His interest in mathematics appeared
and so did a fully specific taste in literature, theatre and fine art. While texture



of his pieces simplified, thythm and semantic allusions of his music basis added
completely new complexity to his works. The acme of this period is presented by
his Violin Concerto, Piano concerto and cycle of 18 piano etudes (1980-2001).

Selection of works: stage — Le Grand Macabre, 1975-1977/1996; vocal-instrumental
— Requiem Jor soprano, mezzosoprano, choir and orchesira, 1965; Clocks and Clouds for
12 fema/e voices and orchestra, 1973; orchestral — Concert romdnesc, 1951; Apparitions,
1958-1959; Atmosphéres, 1961; Fragment for chamber orchestra, 1964; Lontano, 1967,
Ramifications for string orchestra or 12 string instruments, 1968-1969; Chamber Concerto
for 13 players, 1969-1970; Melodien, 1971; San Francisco Polyphony, 1973-1974; Cello
Concerts, 1966; Double Concerto for flute, oboe and orchestra, 1972; Piano Concerto, 1988;
Violin Concerto, 1992; Hamburg Concerto for French Horn and Chamber Orchestra with
4 Obligatory Natural French Horns, 1999/2003; chamber — Sonata for cello, 1953; An-
dante and Allegro for siring quartet, 1950; Ballade and Dance for two violins, 1950; Six
bagatelles for wind quinget, 1953; String Quarter No. 1 (Métamorphoses nocturnes), 1954;
String Quartet No. 2, 1968; Ten Pieces for wind quintet, 1968; Trio for violin, French
horn and piano, 1982; Hommage & Hilding Rosenberg for violin and cello, 1982; Sonata
for viola, 199%; piano ~ Tivo capriccios, 1947; Invention, 1948: Musica ricercata, 1953;
Three bagatelles, 1961; Monument-Selbstportrait-Bewegung, three pieces for two pianos,
1976; Erudes I, I, ITT, 1985, 1994, 2001; piano four hands — March, 1942; Polyphonic
Etude, 1943; Allegro, 1943; Three Wedding Dances, 1950; Sonatine, 1950; organ — Ricer-
care — Omaggio a Girolamo Frescobaldi, 1951; Volumina, 1962/1966; Tiwo etudes (Coulée,
Harmonies), 1967, 1969; harpsichord — Continuum, 1968; Passacaglia ungherese, 1978;
Hungarian Rock (Chaconne), 1978; vocallchoral — Idegen fildin, Betlehemi kirdlyok,
Bujdosé, Hiisvér, Maginy, Magos kisziklinak,, 1946; Three Wedres Songs for voice and
piano, 1947; Lakodalmas, 1950; Hortobdgy, 1951; Haj, iffusdg, 1952; Five Arany Songs for
voice and piano, 1952; Inaktelki nitik, Pipainé, 1953; Mdraszentimyei dalok, Ejszaka,
Reggel, 1955; Aventures Jor 3 singers and 7 instrumentalists, 1962; Nowvelles Aventures,
1965; Lux Aeterna for 16 voices, 1966; Hungarian Etudes, 1982; Drei Phantasien nach F.
Hélderlin for 16-voice choir, 1983; Nonsense madrigals for 6 male voices, 1988-1993; Sip-
pal, dobbal, nddibegediivel for voice and percussion quarsez, 2000; electroacoustic — Glis-
sandi, 1957; Articulation, 1958; other — Poéme Symphonique for 100 metronomes, 1962

Concertante principle is one of the principles forming the history of Euro-
pean music; it belongs to essential features of Gydrgy Ligeti’s work. Virtuoso uti-
lization of instruments in chamber music always fascinated Ligeti, his concerts
demonstrate that dialogical relation towards the music history. Concers romdnesc
(1951) from the outset of his work, his last work Hamburg Concerto for French
horn and chamber orchestra with 4 obligatory natural French horns (1999/2003);
between them Cello Concerto (1966), Piano Concerto (1988) and Violin Concerto
(1992) stand. His Chamber Concerto for 13 Instrumentalists (1970) and Dou-
ble Concerto for flute, oboe and orchestra are close to Baroque concerto grosso.
'The ensemble of the Chanmber Concerto is formed by flute (piccolo), oboe (oboe
d’amore and English horn), clarinet, bass clarinet (also second clariner), French
horn, harpsichord, Hammond organ (hamonium), piano, celesta, 2 violins,
viola, cello and double bass. The whole of four movements enables the author to
open various shapes of concertante principle.
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Melos Ethos Ensemble

was established in 2005. Tt made its debut at the International Festival of Con-
temporary Music Melos-Ethos 2005 in Bratislava, whose name it adopted wich
the intention to present the idea of the festival in the inter-periods between two
festivals and thus to form the space for regular performing of works of Slovak
and world composers. In 2006 the ensemble performed at a special concert in
the frame of the International Festival of Contemporary Music Warsaw Autumn,
it played prize-winning compositions of the 1 Alexander Moyzes International
Competition for Composers in the frame of the Year of Slovak Music 2006 (cat-
egory of chamber music), besides it performs regularly at concerts of contempo-
rary music in Slovakia. In 2005 the ensemble recorded its first CD with pieces by
young Slovak composers (Jana Kmitovd, Lucia Papanetzovd, Bosko Milakovi¢,
Lubica Salamon-Cekovskd, Maridn Lejava), in 2006 CDs of the Warsaw concert
and of chamber concert of the Alexander Moyzes” competition were released. The
ensemble performed at the Ostrava Days of New Music and at the International
Festival of Contemporary Music GAIDA in Vilnius in Lithuania.

The Melos Ethos Ensemble is formed by string quintet, woodwind quintet,
trumpet, trombone, saxophone, accordion, percussion and piano, enabling the
instrumental flexibility. The members of the ensemble are top Slovak young
musicians. The permanent conductor of the ensemble is Maridn Lejava, it regu-
larly co-operates also with Zsolt Nagy.

Melos Ethos Ensemble: Anton Prievalsky — flute; Daniel Kuciak — obo
Branislav Dugovic¢ — clarinet; Jozef Elid$ — bass clarinet; Stanislav Bicdk — bas-

soon; Viliam Voj¢fk — horn; Petr La Garde — trumpet; Martin Noga — trom-
bone; Erik Rothenstein — baritone saxophone; Peter Kosorin — percussion; Peter
Krbata — percussion; Stanislav Kociov — percussion; Milan Osadsky — accor- |
dion; Ivan Siller — piano, harpsichord, Hammeond organ; Zuzana BiS¢dkovd
— piano, celesta; Marek Zwiebel — violin; Peter Mosorjak — violin; Peter Zwiebel
—viola; Andrej G4l - cello; Jén Prievoznik — double bass.

Daniel Gazon
Belgian conductor Daniel Gazon first studied trumpet and double bass at the
Conservatoire Royal de Liege. Having gained a diploma with distinction in
1977, he started his conducting studies in 1978 with Igor Markevitch and Max
Deutsch. After graduating from the International Seminars at Weimar and the
Mozarteum in Salzburg in 1984, he was invited by Seiji Ozawa to continue
his studies at the Berkshire Music Center in Tanglewood where he worked, in
addition to Ozawa, with Kurt Masur and Joseph Silverstein. His most decisive
experience was with Sergiu Celibidache with whom he studied musical phe-
nomenology and conducting from 1986-1989. During the last two decades
he has performed regularly with all major Belgian orchestras. He has worked
closely with Polish, Lithuanian and Slovak orchestras.

Besides his vast symphonic and operatic repertoire, Daniel Gazon is widely
recognised as one of the finest specialists in the 20®-century repertoire and




has premiered works by L. de Pablo, Lindberg, Holsky, Gerhard, Goeyvaerts,
Vivier, Tiensuu, Zieliriska, Van Hove and Francesconi, and was a guest at the
ISCM World Music Days, Melos-Ethos, Ars Musica, Diisseldorf Kontrapunkt,
Gaida and Warsaw Autumn international festivals, A committed teacher, he
has a many years experience in giving masterclasses in conducting and training
student orchestras in Belgium, Slovakia and Sweden. He lives in Brussels.

Eva Suskové

was born in Bratislava and studied at the Conservatory. Nowadays she is studying
opera and concert singing at the Universicy of Performing Arts in Bratislava as a
student of Viktdria Stracenskd. Since 1994 she has performed in 12 European
states and in the U.S.A. In 2006 she won the 1* prize and special prize of Andrej
Kucharsky at the International Vocal Competition Iuventus Canti in Vrdble, in
2007 “Franzésischen Musik” at the 17* International Summer Academy Prague-
Vienna-Budapest in Austria. In the Opera of the Slovak National Theatre she sang
Mercedes in Bizets Carmen and Kate Pinkerton in Puccini’s Madama Butterfly.
She sang in premieres of four Slovak operas (S. Solovi¢, V. Kubickaa J. Benes). Eva
Sutkova co-operates with many Slovak and foreign composers.

Marta Befiackova

graduated from the Bratislava Conservatory as a pianist and she studied sing-
ing at the University of Performing Arts in Bratislava. Since 2001 she has been
teaching at the Jand¢ek Academy in Brno and this year she renewed her teach-
ing at the Bratislava Conservatory. At present she is considered one of the most
important Slovak singers of her generation. Her repertory comprizes songs,
oratorial and vocal-symphonic literature since Baroque to the present. She was
a member of the Slovak ensemble for early music Musica acterna. Slovak Phil-
harmonic, Czech Philharmonic, Virtuosi di Praga, Prague Symphonic Orches-
tra, Czech Radio Orchestra and other belong to her regular collaborators. She
sang the roles in the works by Verdi (A Masked Ball, The Troubadour) at the
opera stages in Prague and Bratislava. Since 1998 she has sung in the National
Theatre in Prague in a role of countess in 7he Queen of Spades and Sorceress in
Dvotak’s Undine. She is a sought-after performer of Jandcek’s operas (Katya
Kabanova, Jenifa), which she performed in Brno and Paris. She is a member
of the opera company of the Slovak National Theatre, where she sang in operas
by Jand¢ek, Donizetti, Dvofdk, Britten, Tchaikovsky. During her career she
recorded numerous LP and CD recordings, Gustav Mahler's Symphonies No.
2 and 3 with the Czech Philharmony and Viclav Neumann, recordings with
Ken-Ichiro Kobayashi for Canyon, Janddek’s Glagolitic Mass with Riccardo
Chailly for Decca belong to the most significant.

Evgeny Irshai

isa composer and teacher of Russian origin. He acquired his education in music
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institutes of Sankt Petersburg, His teachers of composition were Sergey Volfen-
zon, Alexander Chernov and Vladislav Uspensky, at piano playing he was a
student of T. Rumchevich and P. Serebryakov. Since 1991 he has been living
in Slovakia. He was a repetiteur of the State Opera in Bansk4 Bystrica, then he
taught the piano playing and composition at the Conservatory of Jén Levoslav
Bella in Banskd Bystrica, lectured at the Department of Music of the University
of Matej Bel and in the fatest years he has been a teacher of composition at the
Bratislava University of Performing Arts.




/ FRIDAY
9 NOVEMBER
Small Hall of the Slovak 4
Philharmonic 0
10.00 p.m.

Daniel Buranoyyskjk— piano
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Miro Bazlik (1931)
 Preludes for piano | Preludes pour piano (1981-1984) ™

1 Promenade

2 Fleuve agité

3 Montagne argentée

4 Cloches ,

5 La Belle Lt
6 Enterrement d'un petzt oiseau
7 Amis

8 Adieu silencieux

9 Réve

10 Attente vaine

11 Fée dansante

12 Séparation

13 Tournesol

14 Prunnelles

I5 Vent et feuillage

16 Valse inachevée .
17 Election de la reine de beauté

18 Chevalier solitaire

19 Chanson simple

20 Braises soufflées

21 Don Quichotte

22 Retours éternels

23 Echelle vers le ciel

24 Un long chemin

@so



Miro Bazlik

(1931, Partizdnska Lupca)

Slovak composer and pianist Miro Bdzlik
studied piano with professor Anna Kafen-
dova at the Conservartory in Bratislava (1946
1951). Later he was a student of the Faculty
of Mathematics and Physics of the Chatles
University in Prague acquiring knowledge
of mathematical analysis (1951-1956). At
the same time he continued his piano stud-
ies (with Frantisek Rauch, Ivan Moravec)
and took lessons of composition (Jiff Eli4s).
He graduated from University of Performing
Arts in Bratislava, where his teacher in composition was professor Jan Cikker
(1956-1962). He lectured on mathematics simultaneously. Since 1963 he has
been active as a freelance composer and a pianist.

Since his early childhood B4zlik displayed his talent and interest in two great
realms of human spirit — mathematics and music. His musical gift led him very
carly from the keyboard to composition pursuing the traditions of European
pianism. Mathematical analysis determined him to enter the way of New Music
with his own concept of harmonically conditioned twelve-tone music (Music
for Violin and Orchestra, 1961; Three Pieces for Fourteen Instruments, 1964). His
opera Peter and Lucia (1963-1966) after Romain Rolland and oratorio 7he
Twelve after Alexander Blok’s poem can serve as the most substantial achieve-
ments of this concept. Topology and Xenakis music inspired him to embark on
electro-acoustic music in the early 1970’s (Triptych, 1971; Spectra, Metamorphoses
and Commentaries to the First Part of Bach’s Well-Tempered Clavier, 1970-1974).
A synthesis of his musical intentions is embodied in a vocal-symphonic compo-
sition Canticum 43 (1972) and Simple Electronic Symphony (1975). The synthetic
ideal is characterized also by his oratorio Canticum Jeremiae (1987), Introitus
— symphony for soprano and orchestra (1997) as well as his latest opuses — Violin
Concerto and Piano Concerto.

Selection of works: Peter and Lucia, opera, 1966; orchestral — Barogue Suite, 1960,
Music for violin and orchestra, 1961; Epoché I for cello and orchestra, 1984; Ballade — Con-
certo Jor viola and orchestra, 1984; Concertante Music, 1985; Diptych, 1986; Partita (varia-
tions on Bach’s theme), 1988; Concertino for Mozart for violin and orchesira, 2001; strings
— March for strings and kettle drums, 1966; Five Little Elegies, 1975; Sonata for strings and
harpsichord, 1980; vocal-instrumental — Five Songs on Chinese Poetry for alto, flute, cello
and piano, 1960; Cantata in Old Style for choir and orchestra, 1967; The Twelve, oratorio
Jor reciter, choir and orchestra, 1967; Balladic Suite in Old Style for soprano and chamber
ensemble, 1969%; Canticum 43 for soprano, choir and orchesira, 1970; Canticum Jeremiae
for soprano, baritone, mixed choir and strings, 1987; De profundis for soprano, choir and
orchestra, 1990; Apparition d apres Stéphane Mallarmé for soprano and chamber ensemble,
1994; Inzroitus — symphony for soprano and orchestra, 1997; chamber — Three Pieces for
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H instruments, 1964; String Quartet in Old Style, 1965; Music ta Poetry for chamber
ensemble, 1966; Pastorale for flute, oboe, clavinet, bassoon and barpsichord, 1968; String
Quarter, 1973; 2 wind quintets, 1977, 1978; Quartetino, 1978; Septeto Resonancen on
B-A-C-H, 2001; piano — Variations and Fugue on a theme of Paganini’s Violin Concerto,
19505 Sonata B Minor, 1954; Six Variations, 1955; Palette, 1956; Concert Etude, 1957;
Moment musical, 1957; Music to @ Poet and a Woman, 1969; 24 Preludes, 1984; Six Epi-
grams, 1986; organ — Procantorum, 1995; Three fantasies, 1997; Liturgical Chants of the
Evangelic Church of Augsburg Confession in Slovakia, 1998; electroacoustic — Triprych,
1971; Spectra 1, 1974; Simple Electronic Symphony, 1975; Pastoral Ballade, 1977; Ergodic
Composition, 1980; Shepherd's Elegy, 1983; Epoché Il for cello and tape, 1984/1994; Bal-
lade of Wood, 1987; Spectra I1, 2005; pieces for children, film music.

“We are such stuff

As dreams are made on and our little life
Is rounded with a sleep.”

(William Shakespeare: The Tempest.)

"The world of piano is inseparably associated with Bézlik’s personality. He
has been an active pianist through all his life. He recorded both volumes of the
Well-Tempered Clavier by ]. S. Bach, he performed a complete piano oeuvre of
J. S. Bach as well as complete cycles of piano sonatas of Wolfgang Amadeus
Mozart and Ludwig van Beethoven at several recital series. His compositional
output also documents his permanent interest in piano, which he designated
as an instrument of his first compositions whatsoever (Variations and Fugue on
a Theme of Paganini’s Violin Concerto— 1950; Sonata B minor —1954; Six varia-
tions~1955) as well as his earliest compositions from his studies (Paletze— 1956;
A Study - 1957; Moment musical — 1957). Similarly to many other composers
Bizlik has his “children’s scenes”, too — the cycle Forget-me-nots (1979). The
culmination of Bdzlik’s piano output is represented by the most monumental
piano work — the cycle Preludes.

Biézlik wrote his cycle of 24 piano Preludes in the years 1981-1984 as
a celebration of tempered tuning. The tonal order of particular preludes is in-
fluenced by J. S. Bach’s preludes and fugues of the Well-Tempered Piano. The
particular pieces of the cydle carry poetic titles in French, revealing the second
Bézlik’s compositional model — Debussy’s cycle of Préfudes, opening the way
to invasions of New Music. Not only Bazlik’s Prefudes begin the dialogue with
epoch-forming wotks of J. S. Bach and Claude Debussy, but the piano texture
in many passages of the pieces reveals his inspiration by the supreme pianism
of the 19" century (Johannes Brahms, Franz Liszt), wide open world of tonal
harmony, transforming to pure euphony, associating the achievements of French
impressionism. Bdzlik’s Prefudes are built on a striking motivic work and often
use hguration as the fundament of harmonic development. The basic motifs
of particular compositions reveal their historical roots and Bdzlik works with
them on the basis of his harmonic concept, using not only functional compre-
hension of harmony but also harmonic achievements of the 20* century. Poetic



titles of particular pieces open a wide space of extra-musical associations for a lis-
tener and Bdzlik thus not only suggests the source of his inspiration, but follows
the famous French tradition with the works of Francois Couperin and Claude
Debussy as milestones, As Bézlik’s piano pieces communicate with Classical
models they are in a sense “neoclassical”. But unlike all the other “neoclassicists”
Bézlik does not put the incongruity of two associated musical concepts in a
forefront, his aim is their higher unconflicting synthess. This Bazlik’s synthetic
endeavour reveals his compositional idea — the ancient Pythagorean idea of
“harmony” unifying the contrasts into a higher complex. Bdzlik’s piano pieces
demonstrate that realization of an harmonic idea on the ground of the 20®
century music is possible. In this aspect Bizlik follows the message of Bach’s
Well-Tempered Clavier. Bazlik’s Preludes — it is a work of marurity, the views
into the future and into the past are of the same weight for him. The retrospec-
tion has led to several dedications — the prelude Cloches to Branko Okdlik, his
friend from the childhood, the La Belle to his wife and Retours éternels to Daniel
Buranovsky.

“My compositions and little pieces for piano have always originated at the
piano and they were engraved to details in my mind, characterizing thus my
‘source’ attitude not only to composition but to music whatsoever. The presenta-
tion of Daniel Buranovsky, betrothing drama and poetry in full harmony, gave
them a revival. He deserves my admiration and thankfulness.”

Miro Bizlik

Daniel Buranovsky
comes from a family of an opera conductor. He has been playing the piano since

four. From the time of his studies he has been a regular performer as a soloist
as well as a chamber player and he cooperated with several Slovak orchestras.
Since 1990 he has been a full-time teacher of the piano playing at the Faculty
of Music and Dance of the University of Performing Arts in Bratislava. His
artistic attitude is characterized by the deepest comprehension of the composer’s
intentions, by the most sensitive attitude to his poetics. His approach to music
literature is constantly improving in the interaction of his own creative perform-
ing art and humbleness joined with an outright endeavour to learn and respect
the composer’s handwriting. Moreover his repertory is still being crystallized,
with main pieces of the Romantic piano literature as well as music of the 20®
century dominating, including the output of Slovak composers. Piano Ballades
by Fryderyk Chopin and a cycle of Prefudes by Miro Bézlik belong to his most
significant recordings (Music Fund).
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// SATURDAY |
10 NOVEMBER

Palffy Palace

11.00 a.m.

05

Silvia Adamikov4 — soprano
Zuzana Biscakova — piano
Vladislav Sarigsky — piano
Ondrej Olos — piano -
Mikuld$ Duranka — trumpet
Vladimir Ondrejéik — gmtar
Vitézslav Halas — violin
Jalia Urdova — viola
Katarina Zajacové — cello
Andrea Boskova — flute
Martin Mosorjak — clarinet

Ivana Psotkova — accordion
- Zuzana Znavova — conductor
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(003,rev.2005)

Lukas Bornk (1979)

- Solo for Cello (2005)

| Lucia Papanetzovi (1978)
" Shadows (2005)

Maridn Lejavé (1976) |
Dickinson-Songs for female voice and prepared pzana

Vergangene Zeiten (2007) *o ot
Luc;a Konakovska (1975) o

Bosko Milakovié 1973)
Losing My Religion... (2002)

sonata for violin and piano (2005)
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One of the stances adopted by writers on Slovak music has traditionally
been the generational aspect. One speaks of the founders of modern Slovak mu-
sic, of the generation of their students who had to fight ideological constraints
in order to introduce avant-garde tendencies to Slovakia, of the generation iso-
Jated by the so-called political normalisation of the 1970’s and early 1980’ etc.
Members of the SOOZV UK association — Peter Groll (born 1974 in Bratislava),
Lucia Kotakovska (born 1975 in Bratislava), Maridn Lejava (born 1976 in Bra-
tislava), Bosko Milakovi¢ (born 1973 in Belgrade, Serbia), Lucia Papanetzova
(born 1978 in Lucenec), and Karine Sarkisjan (born 1972 in Yerevan, Armenia)
_ based their common first public appearances precisely on generational afin-
ity. They explicitly stated that they did not constitute “an aesthetic movement
defined by a manifesto, but are bound by generational closeness and similar
perception of the world”. It comes as no surprise, perhaps, that the group lacks
a common poetics of music, after all, the last three decades of the 20™ century
definitely shattered the concepr of continuity in the history of art, or ar least
buried it deeper into the unconscious where it awaits to be recognised by some
future generation. No drums were rolled and trumpets blown, no images were
broken when the SOOZV UK association made their first public appearance in
2003. The emergence of the previous generation (Transmusic Co. and VENI
ensemble) ten vears earlier, during the euphoria from the civil liberties we all
strove for, however, could have conjured such images. Against individualism
and reservations towards other aesthetic concepts, SOOZVUK upheld the sim-
ple idea of embracing all corners of the Slovak music scene and integrating into
the cultural life. There is another way of seeing this openness, inclusion, and the
drive to voice one’s opinion: it is the artist’s way of surviving in a society numbed
by ubiquitous would-be art and kitsch. The difference, if there is any, between
our and the western consumer societies lies in the absence of mechanisms to
distinguish between genuine values and their fakes. In this environment, where
it is all too easy to lose one’s religion or to discover a rupture in one’s conscience,
the poetic voices of composers associated with SOOZVUK have an air of in-
troversion, be it the delicate treatment of Schoenberg’s legacy, the fine sonorities
accompanying the dark poetry of Emily Dickinson, the cello chant relinquish-
ing all adornment, the dialogue of violin and piano in the suspended time of
nostalgia, the colourful intervallic harmonies or the pure sound exploration of
the resonating tone. (PZ)

Marian Lejava

(1976, Bratislava)

studied composition with Peter Martincek and conducting with Juraj Karaba
at the Bratislava Conservatory. Already in 1993 he was awarded the first prize at
the Compositional Competition of Alexander Moyzes for his piece String Quar-
tet No. 1. Later he continued his study of composition in the class of Vladimir
Bokes at the University of Performing Arts, in conducting he was a student
of Bystrik Rezucha, Rébert Stankovsky and Stanislav Macura (1996-2002).
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In 2002-2003 as a postgraduate student he
continued both his compositional (Vladim{e
Bokes) and conducting (Ondrej Lenérd}%
studies. Since 1996 he participated in sev-;
eral international compositional and con-
ducting courses in Szombathely, Reichenau,
Edenkoben, Weimar, Arnheme, Trebnitz,]
Prague, Ostrava ctc., where he collaborated;
with experts like Erich Urbanner, K. Hu—i
ber, Christian Wollf, Tristan Murail, Peter!
Estvis, Zsolt Nagy, Alvin Lucier, G. Herbig, ’

As a composer he was awarded several sig-

nificant prizes at home as well as abroad, iné
2003 he acquired a scholarship of the Jozef Bulva Foundation for writing his'
Symphony No. 1 — Metamorphoses Concertantes for chamber orchestra. As a con- {
ductor he was an assistant to Zsolt Nagy at Ostrava Days of New Music and in |
2005 one of the chief conductors of the festival. He is a conductor of the VENT
ensemble and leads Melos Ethos ensemble regularly. Since 2006 he has beena |
guest conductor of the Opera Orchestra of the Slovak National Theatre. Besides :
his compositional and conducting activities he is active as an organizer of musm
life and belongs to founders of the SOOZVUK association. !
“While a Conservatory student Maridn Lejava was attracted by expression |
of the classics of modern music; at the University of Performing Arts he began to ;
cope with problems brought by the after-war avant-garde. His utmost attention |
was given to non-traditional ways of sound production on some instruments, |
to new comprehension of a problem of coordination in an ensemble and to new |
understanding of music expression. We could call his compositional fascina-
tion an ‘analysis of silence through non-traditional ways of tone production’; by
moulding diverse kinds of sound on the threshold of silence Lejava creates noisy
areas, bringing thus multicoloured opportunities of semantic allusions.” (VG)

Selection of works: orchestral — Metamorphoses Concertantes (Symphony No. 1) for
chamber orchestra, 2007; Chamber Symphony, 1995; vocal-instrumental — Dickinson-
Songs for mezzosoprano and prepared piano, 200312007 (+ensemble); Flar Lands and
Plains for female voice, flute, accordion and piano, 2005; chamber — Siring Quartet No. |
1, 1993/1999; Suita fonica for flute, violin and French horn, 1994/1999(+cl); Elegies for ;
2 pianos, 1999; Sonata for 2 celli, 2000; Sonata-Variations for clarinet and piano, 1998;
after GONE for 2 accordions, 1999; Chant d Amour for 2 violas, 2 celli and piano, 1999;
7 bagatelles for wind quartet, 2000; From Father to Son (Notturno No. 2) for violin, cello,
prepared piano and bells, 2000; Eine kleine Suite fiir Kammerorchester, 2000.; Survivor —
The Circle for organ and string quintet (orchestra), 2000; “seven through five” (Notturno No.
3) for wind quartet and piano, 2001; String Trio, 2001; String Quartet No. 2, 1998/1999;
Pressburger Thriller for flute, violin, accordion and piano, 2001; “an autumn wan” (Nottur- |
no No. 1), 2002; Veni'’s Marchin’on (an anthem) for 9 insgruments, 2003; Quaoar for 4 per-
cussionists, 2003; saXart for saxophone quartet, 2004; Langsamer Satz for string trio, 2004; .
Three Pieces for 2 pianos, 2005; Aria (for Lotz Trio), 2003; scarce resemblance (Notturne
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No. 6) for accordion, cello and CD, 2006; Wrath, 2007; solo — Four Songs for pianino,
1995; Brombexin — Medicine for piano four hands, 1993/1998; Violino solo, 1996/2001;
Elegia in memoriam for piano, 1998; “mo(o)nical(l)’, ritual for flute, 2003/2007(+XH, ac,
pf); Sonaa for violin, 2002; Accordion solo, 2004; Fragment I for piano, 2004; Capriccio
for cello, 2003; choral — Three Folk Songs for mixed choir, 1992/1998; Psalm 148 for mixed
choir, 2001; Introitus in memoriam Jor mixed choir and chamber ensemble, 2002; Two
Prayers for choir, viola and double bass, 2004.

“Dickinson-Songs for female voice and prepared piano are settings of four po-
ems by Emily Dickinson, taken from different creative periods. The poems are
orderc:d according to a ‘story” the psychological development of the female hero-
ine. Both characters of the cycle (voice and piano) are subjected to individual
development. From extended techniques to pure, classical expression — from
voice to pure singing, in the case of piano to the classical keyboard technique.
[ wrote the cycle in three phases: summer of 2002, spring of 2003, and a thor-
ough revision in June 2005.”

Maridn Lejava

Presentiment is that long shadow on
the lawn

Indicative that suns go down;

The notice to the startled grass

That darkness is about to pass.

The first Day’s Night had come-
And grateful that a thing

So terrible — had been enjured —
I told my soul to sing -

She said her Strings were snapt —
Her Bow — to atoms blown —

And 5o to mend her — gave me work
Until another Morn —

And then —a Day as huge

As Yesterdays in pairs,

Unrolled its horror in my face —
Until it blocked my eyes —

My Brain — begun to laugh —

I mumbled - like a fool —

And tho’ s Years ago — that Day —
My Brain keeps giggling — still.

And Something’s odd — within -
‘That person that [ was—

And this One — do not feel the same —
Could it be Madness — this?

The heart asks pleasure first,
And then, excuse from pain;
And then, those little anodynes
That deaden suffering;

And then, t0 go 1o sleep;
And then, if it should be
The will of its Inquisitor,
The liberty to die.

So give me back to Death -

The Death I never feared

Except that it deprived of thee —
And now, by Life deprived,

In my own Grave I breathe

And estimate its size -

Its size is all that Hell can guess ~
And all that Heaven was —
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Luk4s Borzik

(1979, Poprad)

studied the guitar playing at the Zilina Con-
servatory (1999-2003). Simultaneously he
attended private lessons of composition with
Pavol Krska (2000-2003). Since 2003 he has
been a student of composition at the Universi-
ty of Performing Arts in Bratislava (Vladimir
Bokes). In 2005 he partigipated in Ostrava
Days Festival and in international courses in
Trebnitz (Germany). He is author of inciden-
tal music for theatre and radio, too.

Selection of works: vocal-instrumental — Ex umbris for baritone and piano, 2003;
Huyalospjev Linbavi for alto and viola, 2004; Psalms 1 for 6 vioces and piano, 2004/2006;
Magnificat for soprano, fluse, oboe, clarinet, accordion, viola, cello and double bass, 2005;
seven 4 eight for eight voices and prepared piano, 2006; Stabat mater for clarinet, electric
guitar, bass, accordion and double bass, 2006; Eclipse for soloists, female choir and chamber
ensemble, 2006; chamber — Prayer for clarinet and piano, 2002; Elegy for cello and piano,
2004; Regenbogen fiir Anuschka for flute, clarinet, prepared piano and string quartet, 2005;
In the Heart of Mine for flute, clarinet, electric guitar, piano, accordion, violin, viola and
cello, 2006; seven for chamber ensemble, 2006; Ask the Mirror for chamber ensemble, 2006,
Aurora for chamber ensemble, 2007; piano ~ Disillusion for piano, 2003; Eb-g-war-I-raw-
g-5¢, 2007; choral — Sapientia Aeterna, 2002;

Vergarigene Zeiten

(Bygone Times)

High tide of the low tide

in the game of flashbacks.

Then and there and just here

Tt will be what wasn't.

And low tide

of the high tide Permanently.
Lukds Borzik

Lucia Konakovsk4

(1975, Bratislava) i
studied composition first at the Bratislava Conservatory with Peter Martinéek
{1993-1997), later at the University of Performing Arts with Jozef Sixta (1997-
2001), continuing at the Academy of Arts in Banskd Bystrica in the class of
Vladimir Godar, where she graduated in 2003 with a Composition for mixed
choir and string orchestra. Kotiakovskd is a long-lasting member of singing choir
(the Bratistava City Choir) and works as a repetiteur in the children’s ballet
school. She is a co-founder of the association of young composers SOOZVUK
and an organizer of the Young Slovak Composers Festival.

“




“For Konakovskd wide arch of melos
is the basis of the composition. Its develop-
ment is an incarnation of interval selection
of the given compositional material. The au-
thor presents this melic compositional ideal
cither as a solo sound, or as a part of richer
contrapuntal texture, which is the founda-
tion stone of the composing itself. Similarly
to her teacher Sixta, by Kofiakovskd the se-
Jected intervals define not only melody, but
also harmony of the musical action, however,
the process is not moulded according to strict

tectonic schemes, but it reflects the principles
which are in harmony with the original music shapes and structures.” (VG)

Selection of works: vocal-orchestral — Composition for mixed choir and string orchestra,
2003; orchestral — Little Concerto for cello and string orchestra, 2005; chamber — Med-
tation for flute solo, 1995; From Life of the Rock for cello solo, 1996; On the Bottom of Non-
senses for violin, 1997; Schizafrescos for violin, 1998; Sonata for cello and piano, 2003; Solo
for cello, 2005; choral — Rhymes and Games, 2001; Salutario B. Mariae Virginis, 2003

Solo Cello
“Pieces for solo instruments represent my favourite genre; I admire monody
because its harmonic space is not defined and it can carry all possible contexts.
I am attracted to the beauty of the solo instrument’s pure sound, the uniqueness
of a tone, whether played or sung. The resonating tone is definitive and relent
less, yet its existence tends to carry on and it potentially becomes the incarnation
of music.”
Lucia Kotiakovskd

Bosko Milakovi¢
(1973, Belgrade)

began to study the double bass and music
theory at the Secondary Music School of
Josip Slavenski in Belgrade. Later he studied
double bass playing at the Bratislava Con-
servatory and since 1994 he added compo-
sitional studies with Juraj Tandler. In 1998
he became a student of the University of Per-
forming Arts as a pupil of Vladimir Bokes.
He participated in EDDC courses (Euro-
pean Dance Development Centre, Arnhem)

led by Jim Fulkerson in composition, courses
in Reichenau (Erich Urbanner) and Buckow (Frangis Ali-Sade). He is a mem-
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ber and co-founder of the association of young composers SOOZVUK (since
2001). Since 2003 he has been a postgraduate student of Vladimir Bokes at the
University. In 2004 he went through a compositional course with Pavol Novdk
at Dartington Summer School in England.

Selection of works: chamber orchestra — I Usero, 2000; Stolen Beauty / Funeral Mu-
sic, 2003; chamber — Tabula Rasa for 2 violins, 2 violas, cello and piano, 2000; Intro for
string trio and accordion, 2001; One for piano quintet or electric guitar and string quar-
tet, 2001/2004; Losing My Religion for flute, clarinet, accordion and string trio, 2002,
Sustained for four saxophones, 2004; The Inner Singers for three basser horns Yalto clari-
nets), 2005; Tetrapophonic for flute, bassoon, French horn, accordion, piano, 2 violins and
cello, 2005; The Unutterable Pleading for 17 strings, 2005; solo — Ground for accordion,
2002 Opera (per) Buffa for piano, 2004, MoNaMi for piano, 2007; vocal-instrumental
— Quarter E for soprano, clarinet, violin and viola, 2002; Just 4 E for soprano, clarinet,
piano, violin, viola and cello, 2004-2005; choral — Voices, 2001/2003; electroacoustic
— Patient Tiching, 2000; Punk-tualism, 2000-2001; Welcome in 3 Parts, 2001; Etude For
Piano, 2003; Ground for accordion and electronics, 2006.

Losing My Religion ...

“This music is generated, it is a kind of quest to find the possible thythmic
and pitch combinations, which exist in a certain space waiting to be discovered.
Generated sections are further directed and processed in a particular manner.
This is possible music, music that can exist. I work with seemingly ready mate-
rial — citations of nonexistent or not yet discovered music. Furthermore, this is a
kind of sound illusion: simple chants that feel like polyphony (hocket), thanks
to phase shifts and extended durations of certain pitches, or combinations of in-
struments resulting in timbres that emulate other sounds, exploitation of sound
peculiarities of the instrument, its sound irregularities, ‘defects (in each instru-
ment, there are original combinations of harmonics embedded in every pitch.
This is the instrument’s genetic code; there are not two instruments with the
same sound, e.g. violins...). At the end of my effort there is a change (an illusion
of it) of given, apparently constant harmonics of the particular inscrument. This
practically means that the sound of the piano can be changed to the sound of
the violin, or even to the noise of the coffee machine. In such a moment, we
do not hear the resonationg instrument; instead, we perceive sound as invisible
matter all around us, as a field charged with the spiritual”

Bosko Milatkovic

Lucia Papanetzova

(1978, Lucenec)

studied religious music (organ and choral conducting) at the Conservatory of
J. L. Bellain Banskd Bystrica. She began to study composition led by her teacher,
composer and pianist Evgeny Irshai from Petersburg (living in Slovakia) in the
years 1992-1997. She continued as a student of Vladimir Bokes at the Univer-
sity of Performing Arts in Bratislava (1998-2003), and then as a postgraduate



of the department of composition and con-
ducting, where she has been teaching since
20006. She is a founder and organizer of the
Students’ Festival of Contemporary Music
Orpheus and a co-founder of the association
of young composers SOOZVUK. Her works
were performed at the festivals New Slovak
Music, Melos-Ethos, Orpheus, Studio N
Prague and Petersburg Music Spring.

“In her music Papanetzovd endeavours
to use rational methods of sound formation,
which emerged after the World War II in
world music; simultaneously she is interested
in traditional devices of moulding the musi-
cal process. Her compositions represent an effort to synthesize both these per-
spectives on music, rationality and expression standing not in a contradiction,
but conditioning mutually each other.” (VG)

Selection of works: orchestral — Passacaglia for piano and orchesira, 2003; chamber
orchestra — Melancholy, 2000; Meditation Thanks to Bach for string orchestra, 2001;
Teleportation for accordion and string orchestra, 2004; Zabir, 2005; Moment musical for
guitar and string orchestra, chamber — Sonet 1 for flute, violin, viola and cello, 2000; Im-
aginations Jor piano, 2001; Sonet 2 for accordion, flure and clarines, 2002; Piano Trio,
2003; Three Sketches for cello, 2003; Apeiron for saxophone quartet, 2004; Threesome for
baritone saxophone, guitar and three bongas, 2004; Shadows, sonata for violin and piano,
2005; choral — Faraway Songs for altos and basses, 2004.

Shadows — Sonata for violin and piano

“T wrote the composition in May 2005. The main role in the organization
of its musical space is alloted to pulse, breathing, psychological strength of cul-
minations and their decline, polychromatic linearity in a simple clear logic of
the whole. I wrote the sonata Shadows for my friends Milan Pala and Evgeny
Irshai”

Lucia Papanerzovd

Silvia Adamikova

studied opera singing with Vlasta Hudecovd at the Bratislava Conservatory
{1996-2001) and at the University of Performing Arts (2001-2006). In 2006
she participated in master courses of Peter Dvorsky and Robert Belotti in Czech
Republic. In 1996-2001 she collaborated with several choirs and in some opera
productions in Italy, Switzerland, Austria and the Czech Republic. Since 2001
she has been teaching singing privately and co-operated with the Phoniatric
Clinic in Bratislava as a voice consultant. As a student of the University she
studied several opera roles in the Opera Studio, she graduated with the Adina in
Donizetti Lelisir d amore. Since 2003 she has collaborated with State Opera in

63



64

Banskd Bystrica, where she performed in operas and operettas by J. Strauss, C.
Millocker, G. Puccini, W. A. Mozart. In 2005 she recorded the piece Dickinson-
Songs by Maridn Lejava on the CD.

Zuzana Bis¢dkova

studied the piano playing at the Zilina Conservatory (L. Frafovd), in 2004
she graduated from the University of Performing Arts in Bratislava (Da-
niela Varinska). During her studies she participated in numerous interna-
tional competitions and in summer master courses in Piestany and Cesky
Krumlov (E. Indjic, P. Toperczer, M. LapSansky, P. Jasmin, Malcolm Bil-
son etc.). She won the 1% prize at the Competition of Slovak Conservatories
(1996) and the 2 prize at the International Festival in London (1997). In the
season 2002/2003 she went through a study stay in a class of E. Indjic at the
Schola Cantorum in Paris, in 2005/2006 she finished her postgradual studies
in Paris in the class of E. Indjic (Diplome supérieur de piano) and in 2007
she finished also her postgradual studies in Bratislava, where she had been
a student of Daniela Varinska. Presently she is teaching at the University.
Since her studies she has been active as a chamber player and was awarded
for her piano accompaniment several times. As a soloist she performed with
Symphonic Orchestra of the Zilina Conservatory, with Symphonic Orchestra
of the University of Performing Arts, Slovak State Phitharmonic Kosice and
Slovak Radio Symphonic Orchestra.

Vladislav Sarissky

studied the piano playing in 1999-2004 at the Kosice Conservatory and com-
position with Norbert Bodndr. Since 2004 he has been studying composition
with Evgeny Irshai at the University of Performing Arts in Bratislava. His com-
position DOR (I* Concerto for symphonic orchestra, soprano and piano) was pre-
miered in 2003 at an international festival of contemporary music in Kiev and
in 2006 his symphonic rondo LEIA was premiered in Petersburg in the frame
of the international music festival St. Petersburg — Europe — World. As a pianist
he co-operated with Symphonietta Zilina, Symphonic Orchestra of Ukrainian
Radio and National Symphenic Orchestra of Ukraine.

Ondrej Olos

was a student of Milan Seid! at the Zilina Conservatory of Jozef Miloslav Hur-
ban (orchestral conducting). He was an assistent of the Symphonic Orchestra
of the Zilina Conservatory. Since 2003 he has been studying at the Jandéek
Academy of Performing Arts in Brno in a conducting class of Emil Skotdk. He
performs pieces by young composers, many of them as premieres. However, he
is active not only as a conductor, but also as a pianist. He has studied a chamber
arrangement of the Leo$ Jandc¢ek’s opera The Cunning Little Vixen, for which he
was awarded the Leos$ Jandcek Foundation’s prize (2006).
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Mikuld$ Duranka

Trumpet player Mikuld$ Duranka was a student of Peter Slévik at the Kosice
Conservatory (1998-2004). He graduated by playing a concert with The Slovak
State Philharmonic Kosice. Since 2004 he has been attending the University
of Performing Arts in Bratislava, where he is studying with Kamil Rogko. As a
student he participated in several competitions and was awarded the 1% prize at
the Competition of Slovak Conservatories and Honorary Mention at the Inter-
national Performing Competition in the Czech Republic (2003). Since 2007 he
has been employed as 2 trumpet player in the Slovak Philharmenic. Simultane-
ously he is a member of some chamber ensembles.

Vladimir Ondrejcdk

At the Conservatory in Banskd Bystrica Vladimir Ondrejéak was a student of
Miria Sedldkovd (guitar playing), in 2007 he graduated from University of
Performing Arts in Bratislava, where his teacher was Jozef Zsapka. He took
part in several master courses led by renowned guitarists (Suzana Prieto, Odair
Assad, Anders Miolin, Alvaro Pierri, Walter Feybli, Stefan Hackl). During his
studies he regularly participated in both domestic and internatonal competi-
tions and festivals; in 2006 he won the 3" prize at the 5* International Guirar
Competition of J. K. Mertz. As a soloist and chamber player he performed in
some European countries (Hungary, England, Austria, Czech Republic). He is
performing chamber music with Bratislava Guitar Quartet and with guitarist
Denisa Bencova.

Vitézslav Halas

Violinist Vitézslavy Halas was a student of Jan Drha at the Conservatory in
Ceské Budéjovice. At present he is studying with Jozef Kopelman at the Uni-
versity of Performing Arts. He took part in master courses (J. Drha, J. Pazdéra,
V. Mazo, M. Libalovéd and J. Kopelman), and went through a study stay at the
Royal Music Academy in Danish Aarhus. As a soloist he performed with South-
Czech Chamber Philharmonic (as a winner of the Talent of The Year 2000
competition) and with Slovak Radio Symphonic Orchestra. He is interested in
contemporary music and played also at the festival New Slovak Music.

Julia Urdova

studied the viola playing with Viera Lipatovd at the Kosice Conservatory (1997
2003), nowadays she is a student of Jozef Hosek at the Bratislava University of
Performing Arts. She is active both as a solo and chamber player.

Katarina Zajacova

studied the cello playing at the Zilina Conservatory in the class of Kvéta Glasn4-
kov4 (2001). She continued her studies as a student of Jan Sldvik at the Bratislava
University of Performing Arts, today as a postgraduate student (Eugen Prochdc).
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Her performing was awarded at many competitions: Honorary Mention at
the 8 Competition of the Bohuslav Martind Foundation in Prague (2003), 3"
prize — “Zoltdn Kodaly-Preis” - at the competition in the frame of international
performing courses “Prag-Wien—Budapest in Semmering (2004), winner of
the “Yamaha Music Foundation of Europe” (2004). Besides solo recitals and
chamber concerts she performed with Symphonic Orchestra of the Zilina Con-
servatory, Symphonietta Zilina and Kosice State Philharmony. Since 2004 she
has been a member of the Trio Istropolis (Meldnia Lipkovd — violin, Katarina
Brejkovd — piano), which was awarded the 3 prize at the Bohuslay Martina
Competition in Prague. The trio gave several recitals and performed at many
festivals (Mozart Week, Central European Music Festival in Zilina, Trenén
Music Spring, Epoché etc.).

Andrea Boskovi

Flutist Andrea Boskovd was a student of Margita Gromovd at the Conservatory
of ]. L. Bella in Banskd Bystrica, later of Milo§ Jurkovié at the Bratislava Univer-
sity of Performing Arts (2001-2006). She participated in master courses of Jit{
Vilek and Tomds$ Franti$. She was a soloist of the Slovak Music Youth Orchestra
and member of orchestras and chamber ensembles. Nowadays she is a member
of improvisational trio in the drama Robinson in a Theatre in the Theatre from
the Mall in Banskd Bystrica. As a chamber player she performed at several festi-
vals of contemporary music (Orpheus, Melos-Ethos, Festival of Contemporary
Art in Kogice) and premiered some pieces of Slovak composers (Juraj Hatrik,
Ivan Buffa, Luk4$ Borzik, Jana Kmifové etc). As a soloist she played in Czech
Republic, Austria, Germany and England.

Martin Mosorjak

was a student of Henrich Kristmann at the Kosice Conservatory, where he
studied the clarinet playing (1996-2001). He continued his studies at the Bra-
tislava University of Performing Arts in the class of Jozef Luptd¢ik. During his
study he participated in a study stay at the Royal Conservatory in Gent and in
2006-2007 a study stay with Eddy Vanoosthuyse focused on contemporary
music. Besides he took part in many master courses (A. Prinz, A. Janickij, H.
Rosengren, W. Ground, R. Vanspaendonck, H. Klug etc.) and festivals (Or-
pheus, Festival of Contemporary Art in Kosice, Isny Oper Festival). As a soloist
he performed with The Slovak State Philharmonic Kosice, Orchestra of Kosice
Conservatory, Isny Oper Festival Orchestra (Germany) and Harmonieorkest

Drachten (The Netherlands).

Ivana Psotkovd

Accordionist Tvana Psotkovd was a student of Igor Gajan at the Zilina Con-
servatory. Today she is a postgraduate student at the Bratislava University of
Performing Arts in the class of Boris Lenko. As a participant of several competi-



tions she won several prizes: 2" prize at the International Accordion Competi-
tion in Denmark in 1996, 1% prize at the International Accordion Competition
Przemysl in Poland in 1999 and others. In 2006 she performed at the Central
European Music Festival in Zilina.

Zuzana Ziavova

studied religious music at the Conservatory of ]. L. Bella in Banskd Bystrica,
organ playing with M. Kovaitk and conducting with L. Bulla (1993-1997).
She ook part in international master courses in organ playing with J. Guillou
in Ziirich (1994-1998). In 1999-2004 she studied c