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Program

Dmitrij Dmitrijevi¢ Sostakovic
(1906-1975)

Koncert €. 1 a-moll pro housle

a orchestr, op. 77 (1947-1948)

I. Nokturno: Moderato

Il. Scherzo: Allegro

lll. Passacaglia: Andante — Cadenza (attacca)
IV. Burleska: Allegro con brio

Leos Janacek
(1854-1928)

Véc Makropulos

suita z opery pro velky orchestr — navrzena Tomasem Netopilem,
upravil Tomas llle (2022, svétova premiéra)

Prestavka
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Modest Petrovi¢ Musorgskij

(1839-1881)

Obrazky z vystavy,
vzpominka na Viktora Gartmana

klavirni suita (1874) v orchestralni Gpravée
Maurice Ravela (1922)

— Promenada (Allegro giusto, nel modo russico, senza
allegrezza, ma poco sostenuto)
|. Skret (Sempre vivo)
— Promenada (Moderato commodo assai e con delicatezza)
Il. Stary hrad (Andantino molto cantabile e con dolore)
— Promenéda (Moderato non tanto, pesamente)
lll. Tuilerijské zahrady. Hadka déti po hre (Allegretto non troppo,
capriccioso)
IV. Bydto (Sempre moderato, pesante)
— Promenéda (Tranquillo)
V. Tanec nevylihnutych kuratek (Scherzino)
VI. Samuel Goldenberg a Schmuyle (Andante. Grave energico —
Andantino — Andante. Grave)
VII. Limoges. Trzisté. Velka novina (Allegretto vivo, sempre
scherzando)
VIIl. Katakomby. Rimska hrobka (Largo)
— S mrtvymi fe¢i mrtvych (Andante non troppo, con lamento)
IX. Chatr¢ na kufich nozkach. Baba Jaga (Allegro con brio,
feroce — Andante mosso — Allegro molto)
X. Bohatyrska brana v sidelnim mésté Kyjevé (Allegro alla breve.
Maestoso. Con grandezza — Meno mosso, sempre maestoso —
Grave, sempre allargando)
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Programme

Dmitri Shostakovich

(1906-1975)

Concerto No. 1in A minor for Violin
and Orchestra, Op. 77 (1947-1948)

I. Nokturno: Moderato

Il. Scherzo: Allegro

lll. Passacaglia: Andante — Cadenza (attacca)
IV. Burlesque: Allegro con brio

Leos Janacek
(1854-1928)

The Makropulos Affair

Suite from the opera for large orchestra, devised by
Tomas Netopil, arranged by Tomas llle — World premiere

Intermission
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Modest Mussorgsky

(1839-1881)

Pictures at an Exhibition,
in memory of Viktor Gartman

piano suite (1874) arranged for orchestra
by Maurice Ravel (1922)

— Promenade (Allegro giusto, nel modo russico, senza
allegrezza, ma poco sostenuto)
I. The Gnome (Sempre vivo)
— Promenade (Moderato commodo assai e con delicatezza)
IIl. The Old Castle (Andantino molto cantabile e con dolore)
— Promenade (Moderato non tanto, pesamente)
lll. Tuileries. Children’s Quarrel after Games (Allegretto non
troppo, capriccioso)
IV. Bydto (Cattle) (Sempre moderato, pesante)
— Promenade (Tranquillo)
V. Ballet of the Unhatched Chicks (Scherzino)
VI. Samuel Goldenberg and Schmuyle (Andante. Grave energico —
Andantino - Andante. Grave)
VIl. Limoges. The Market. The Great News (Allegretto vivo,
sempre scherzando)
VIII. Catacombs. Roman Tomb (Largo)
— With the Dead in a Dead Language (Andante non troppo,
con lamento)
IX. The Hut on Hen's Legs. Baba Yaga (Allegro con brio, feroce —
Andante mosso — Allegro molto)
X. The Bogatyr Gates (In the Capital in Kiev) (Allegro alla breve.
Maestoso. Con grandezza — Meno mosso, sempre maestoso -
Grave, sempre allargando)
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Hudba sovétského skladatele Dmitrije D. Sostakoviée (1906-1975)
je hitem svétovych koncertnich pédii. Vyraz jeho orchestru je atrak-
tivni, vedle vtipu a rafinované teatralnosti u néj nejvice plsobi sila
a niternost lidského prozitku, emocionalné vypjatého, drasavého
a katarzniho. Hloubka jeho vypovédi je ddna dvéma Ciniteli: vli-
vem Gustava Mahlera, s jehoz hudbou Sostakovite seznamil pfitel

. I. Sollertinskij jeSté v dobé, kdy byl skladatel Mahler prakticky ne-
znamy, a tizi bolSevického Ruska, postaveného na nasili, teroru a ri-
tualizovaném lhani. V takovych podminkach vétsina lidi otupi a ztrati
viru ve smysluplnost jakéhokoliv hodnotného &inu. Sostakovié na-
Sel smysl tvorby v okazalém sdileni skute¢ného lidstvi a v udrzovani
kolektivniho narodniho svédomi. Smutek pramenici ze Sostakovi-
¢ovy hudby je dlisledkem zjevné marnosti takového pocinani.

Je-liumélec svédomim svého naroda, vnucuje se otazka, jaké
bylo jeho vilastni svédomi jakoZto vysoce postaveného verejného
éinitele sovétské moci. Mizeme hovofrit o SostakoviGovském para-
doxu: Jeho hudba byla upfimna a pravdiva a bylo to o ni vSeobecné
znamo. Sam skladatel ji bytostné prozival a mél potrebu jeji pravdi-
vost jakozto protipdl panujici prolhanosti verejné Sifit. Proto b&éhem
zivota pfi konfliktu s moci opakované kapituloval, véetné svého
pozdéjSiho vstupu do komunistické strany po roce 1960. Faustov-
ské dilema tu stoji tak, ze autor pro Cistotu svého dila proda verej-
né svoji dusi a doufd, Ze mu dilo pfinese vykoupeni.

O to prekvapivéjsi je pfipad prvniho houslového koncertu, jed-
bylo totiz uréeno pro Suplik, jako jakasi osobni kronika smutnych
dni a intenzivnich mySlenek. Na rozdil od takového Rajoku, komorni
satiry na Stalina, provedeni houslového koncertu nékdy v budouc-
nosti rozhodné planoval a dlouhé roky s houslistou Davidem Oist-
rachem piloval detaily, byl vSak velmi opatrny a k premiére nakonec
doslo az dva a pul roku po Stalinové smrti, koncem fijna 1955. Uz si
pfilis zkusil a nechtél zazit dalsi vefejné ponizovani.

Koncert je z houslistického hlediska nesmirné narocny, tech-
nicky i fyzicky. Umélecké ambice jsou zde krajni a zavaznost se
plné vyrovna kterékoliv skladateloveé symfonii. Sélovy part je pojat
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nekompromisné dramaticky, v orchestru se neztraci ani s nim ne-
soupefi, nybrz dominuje. Orchestralni part je pfitom téZ nezvykle
narocny, nejde o zadny doprovod. Dilo se diky zfetelné imitaci
zidovského folkléru ve druhé vété fadi mezi ty, v nichz Sostakovié
sympatizuje s pronasledovanym etnikem, a pro svého autora ma
i zvIastni primat: viibec poprvé je tu vyuZit podpis sestavajici z tond
D-eS-C-H, nejprve ve scherzu a poté v akordické podobé v sélové
kadenci na konci passacaglie; pokazdé opakované a velmi zfetelné.
Sostakovi¢ zaZival dlouhodoby strach o Zivot a hrlizu z utrpenf
uz pri diskreditaéni kampani v roce 1936, pak za valky a zcela nové
v roce 1948, kdy bylo vefejné hanobeni vybrané Sestice skladatelll
obzvla$té potupné: Sostakovié byl nucen vylhané Gtoky na svoji
hudbu nejen poslouchat, ale dokonce je sdm verejné pronaset
na plénu. Opakované trauma ze strachu a ponizeni mu pozd8ji pfi-
vodilo nepfijemné neurologické postizeni, pfimo béhem kampané
vSak predevsim rezignovany smutek. Ten se mu podafilo vtélit do ji-
mavé passacaglie ve treti vété i do celkového vyznéni skladby.
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Orchestralni suity z dramatickych dél, uréené pro koncertni pédia,
vétsinou vznikaji vynétim a Upravou hudby baletni, scénické nebo
filmové. Je-li hudba dostatecné atraktivni, Ize ji povysit z Ulohy se-
kundarniho katalyzatoru dramatického G¢inku na vysostny hudebni
artefakt. Tento akt nezfidka uskute¢niuji sami autofi nebo za jejich
souhlasu i nékdo jiny. V opere vSak nelze hudbu povazovat za dru-
horady prostfedek a samostatné byvaji prezentovany spise jen
predehry. Vyraznou vyjimku ovsem paradoxné tvofi dva skladatelé,
jejichZ opery spojuji hudbu, text a drama do nebyvale kompaktni
jednoty: Richard Wagner a Leos Janacek.

Druhy jmenovany byl v realizaci svych tviréich zamérl natolik
komplexni a disledny, Ze by zfejmé koncertni prezentaci orchestralni
hudby ze svych oper nechapal, pfipadné by ji bral jen jako propagac-
ni zalezitost. On si ale také tézko mohl predstavit dnesni situaci, kdy
desetitisice milovnik( opery po celém svété maji jeho dilo proZité,
skvéle je znaji z nahravek a opernich predstaveni a radi by jeho oso-
bity orchestralni dramatismus vidéli na osvétleném pdédiu na vliastni
odi, ne jako kradmy prihled do ztemnélého orchestfisté.

Orchestralini suity z Janackovych oper vznikaly v riiznych ob-
dobich, dnes existuji ze vSech jeho oper pocinaje Pastorkyni, u vét-
Siny z nich jiz ve vice podobéach. Nékteré Janackovy opery si diky
velkorysym orchestralnim mezihram o koncertni prezentaci vylo-
zené fikaji, to je pfipad Kati a LiSky. V jinych se zase jedine¢né or-
chestralni momenty vynofuji z vokalniho prediva dramatické akce,
co? je pfipad Jenufy, Osudu, Brouc¢ka i Mrtvého domu. Nejvétsim
ofiskem je V&c Makropulos, v niz sou¢asné kulminuji Janackav
scénicky realismus, ovlivnéni napévky mluvy i jednota dramatické-
ho vyrazu umocnéna metodou montaze. Sofistikovana melodika
se tu odviji samostatné podle textu a dramatu, bez vlivu tematické
prace ¢ijiné ryze hudebni kompozi¢ni metody, a orchestr je koSaté
vedenym zpévnim hlasiim nebyvale elastickou podporou. Logika je
pouze v celku. Jedinym ucelenym hudebnim &islem, navic tradi¢né
formalné pojatym, je pfedehra. DalSi autonomni orchestralni pasaze
uZ jsou jen v vodech a zavérech jednotlivych jednani, pokazdé ale
jde jen o zhruba minutové, dramaticky barvité plochy. Pak uz zbyva
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jen par hudebné nosnych pasazi, kde mohou byt zpévni hlasy vy-
nechany, a par jinych, kde se zpév da nahradit hlasem z orchestru.
VétSinou je ale rozklizeni dramatické jednoty této opery osidné

a jedna se o Ukol mnohem vice skladatelsky, nez jen upravovatel-
sky. Nejnovéjsi suitu z V&ci Makropulos vytvoril Tomas llle letos,
nedlouho pred jeji dnesni svétovou premiérou.

Modest P. Musorgskij (1839-1881) byl jednim z nejoriginalnéjSich
umélch viibec. Jeho romantickd metoda se nevyhyba emocnim
vzepétim, zaroven ale podava komplexni realisticky obraz lidi,
véci, mist a jevl. K hudbé se spolu s kumpany z tzv. Mocné hrst-
ky dostal jako zapaleny amatér, ktery nove vyslapava i jiz davno
udusané magistraly tvlréich pristupl. Tato radikalné nacionalis-
ticka skupina rebell odmitla prevazujici nazor, ze ruské hudba je
a bude prosté jen italska opera a némecka instrumentalni hudba
pfivezena na ruské Uzemi. Na solidni badatelské Grovni se pus-
tili do studia tradi¢ni ruské hudby lidové a duchovni a na rozdil
od drevnich buditell evropskych dokazali zachovat hudebni jazyk
folkléru i v jeho specifikach a nepravidelnostech. Proto neprekva-
pi, ze metricky obtizné ¢€lenitelnd jedenactidoba lidova melodie,
ktera se stala erbovnim tématem Musorgského Kartinek, byla
zapséana jakozto stfidavy péti- a SestiCtvrtni takt (5+6), prestoze
se ve variacich za¢ne ¢&lenit spiSe na 7+4 a zdhy se metrum stava
zcela nepredvidatelnym.

Cela tato zprvu donkichotska nebo, chcete-li, undergroun-
dova snaha byla nakonec korunovana uspéchem, ,kuckisté" (rus.
kucka = hrstka) se stali hlavnim stylotvornym proudem ruské
narodni $koly, a kdyz se Cajkovskému pozdsji podafilo vytvorit
syntézu nacionalistl a proevropskych ,zapadnik(”, mohla se
ruska hudba vydat na svou Uspé&snou pout svétem. Neni mimo-
chodem divu, Ze zacala v PafiZi — ruska kultura i celé tamni spo-
leCenské vrstvy k Francii pfirozené Inuly a Francouzi byli naopak
fascinovani originalitou a exotikou ruského vyrazu. Mezi nejvétsi
fanousky Musorgského patfiliimpresionisté a k nim zase patfil
jeden z vibec nejrafinovanéjsich instrumentator(i Maurice Ravel.

10

06_MFJB2022_denni program_ORCHESTRE DE LA SUISSE ROMANDE.indd 10 10.11.2022 14:46



Byl jednim z mnoha autor( orchestralni podoby Kartinek a jeho
verze z roku 1922 na objednavku Sergeje Kusevického z Bostonu
je tou vibec nejhrang;jsi.

Rusky architekt a malif Viktor Aleksandrovi¢ Gartman
(1834-1873) byl od utlého mladi uspésny. Velka zlatd medaile
v roce 1861 za architektonicky navrh verejné knihovny nebyla jeho
prvnim ocenénim, zahrnovala vSak velkorysou prémii: plné hraze-
nou zahraniéni tvaréi cestu. Ta se uskuteénila mezi lednem 1864
a podzimem 1868 a Gartman procestoval Italii, Svycarsko, N&-
mecko, Polsko, nejvice ¢asu ale stravil ve Francii. Z této vice nez
Ctyrleté cesty pochazi velké mnozstvi rozlicnych vytvarnych dél.
Pocatkem 70. let se malif seznamuje s Mocnou hrstkou a stava se
blizkym pFitelem Musorgského. Kdyz pak v 39 letech nahle umira,
truchlici pozlstali mu usporadaji posmrtnou vystavu vice nez
400 vytvarnych dél v petrohradské akademii vytvarnych uméni.
Pohnut vzpominkami na pfitele, Musorgskij se rozhodne vytvofit
jedno z nejoriginalnéjsich dél programni hudby, totiz zhudebnit
vystavu do podoby obsahlé klavirni suity. Vybral deset vytvar-
nych dél a do formy jakéhosi velkého ronda je pospojoval prome-
nadou mezi obrazy na tradi¢ni ruskou lidovou melodii. Nazornost
a celkova stylova jednota jednotlivych kontrastnich ¢asti neni
dnes umensSena ani skutecnosti, Zze kromé Kuratek, Baby Jagy
a Velké brany kyjevské se plvodni zhudebnéné obrazy nedocho-
valy a jen u Zid(i a Katakomb Ize jinymi dily stejného cyklu ziskat
uréitou predstavu o predloze.

Klavirni suita Obrézky z vystavy, ¢asto dlivérné oznacovana
jako Kartinki, vznikla rok po Gartmanové smrti a méa deset Cis-
lovanych €asti, oznacenych v souladu s vytvarnymi prfedlohami
v rtznych jazycich (kromé rustiny také francouzsky, italsky, latin-
sky, polsky a v jidi$), a Sest necdislovanych promenad, z nichZ Ravel
jednu vynechal. Cely cyklus plsobi vystfedné, ma ¢asto obsahla
italska tempova oznaceni a jednotlivé ¢asti vétSinou navazuji bez
pauzy, attacca. Po Musorgského pred¢asné smrti pfipravil Kartinki
k tisku Rimskij-Korsakov, kolega z Hrstky, zatimco jejich ideovy
guru Stasov pridal ke kazdé ¢asti programni popisek.
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Po popsané hymnické Gvodni promenadé nasleduje Skret —
trhavy portrét hriizné postavy, jejiz velké zuby mély louskat ofechy,
jednalo se totiz o navrh na stylovy louskacek. Melancholicka variace
na téma promenady nas zavede do renesancni Italie — Gartman na-
kreslil romanticky obraz hradu pfi zapadu slunce s tklivou pisni tru-
badurovou, v Ravelove verzi v podani altového saxofonu. Nasleduje
dalSi promenéada, tentokrat Ziva a velmi stru¢nad, a dalSi obrazek,
tentokrat z barvitého parizského parku uprostred zivych détskych
her a zapoleni. Polsky oznacena ¢tvrta ¢ast Bydfo zobrazuje tézky
volsky povoz s obrovskymi koly, ktery byl zachycen za Gartmanova
pobytu mezi hali¢skymi Zidy. Musorgského zamér zaéit v drtivém
fortissimu zménil Ravel na pianissimo v pfizratném podani tuby
a pridal postupnou gradaci az do fff, k némuz Musorgskij pfipisuje
Vsisilou”, a opétné ztiSeni - viz se blizi, miji nds a mizi v dali. N&-
sledna zadumana promenéada je zbavena prvnich dvou tond znéa-
mého tématu a charakteristické vzestupné kvarty. Jeji mohutné&jsi
zavér predznamena patou ¢ast, ktera je vytvarnym navrhem scény
k détskému predstaveni, na dochovaném obraze vidime predni
pohled a profil kostymu a detail masky lihnoucich se kuratek. Za-
hadné pojmenovani sestého dilu v jidis (dvé jména) zfejmé ukazuje
na dva rlizné portréty hali¢skych Zidd, ktefi jsou v Musorgského
podani nejprve predstaveni dvéma kontrastnimi plochami, které
se pak spoji metodou montéze a maji vyjadiovat hadku ¢&i rvacku
obou. Pro piehlednost byva namisto plvodniho oznacéeni pouziva-
na Stasovova poznamka ,Dva Zidé: zdmozny a nuzék". Nasledujici
promenada je podobna té tvodni, a tak se ji Ravel rozhodl vynechat;
nasleduje tedy rusné sedmé Cislo, Trzisté v Limoges, s podtitulem
Velka novina ve zjevné nardzce na rychlost Sifeni zprav Usty trhovc(
a trhovkyni. Sirokd zvukové plocha pfizraénych fimskych katakomb
v Cisle 8 je doplnéna dalsi, posledni samostatnou promenadou,
tentokrat vSak s vlastnim ndzvem v gramaticky vadné latiné Con
mortuis in lingua mortua. Nasleduji dvé nejpopularnéjsi ¢asti cyklu —
napfi¢ generacemi a pfiznivci hudebnich styll obdivovana infernalni
Baba Jaga (prestoze jeji chaloupka na dochovaném obraze je spi$
malebna nez hrliznd), velkolepé i titérné pekelné pitvoreni s plizivou
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stfedni ¢asti. Kadenéni béh se pak stfihem prelije do velebné za-
vérecné fanfary Velké brany kyjevské, ktera v podobé osmidilného
ronda v postupnych gradacich prostupuje celou desatou ¢asti,
zatimco v kontrastnich mezivétach se postupné objevi dvoji pra-
voslavny kiestni hymnus, Udery zvon(, chod hodinového stroje
(u Ravela potlaceny), navrat tématu promenady a finalni triolova
gradace. Slo o velkolepy, avak nezrealizovany navrh na novou
slavnostni kyjevskou méstskou branu pro ,bohatyry”. Pfimo nad
pridchodem branou méla byt kaple, z niz se mél linout zpév fehol-
nikd, nad kapli carské orlice a na boku zvonice ve tvaru vojenské
helmy Alexanda Névského.

Jan Spadek

13
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The music of the Soviet composer Dmitri D. Shostakovich
(1906-1975) is a hit on the world’s concert stages. The expression
of his orchestra is attractive; besides wit and refined theatricality,
what is most impressive about it is the power and inwardness of
human experience, emotionally intense, poignant and cathartic.
The depth of his statement is due to two factors: the influence of
Gustav Mahler, whose music Shostakovich was introduced to by
his friend I. . Sollertinsky at a time when Mahler was virtually un-
known, and the weight of Bolshevik Russia, built on violence, ter-
ror and ritualized lying. In such conditions, most people become
numb and lose faith in the meaningfulness of any worthwhile act.
Shostakovich found the meaning of creation in the spectacular
sharing of true humanity and in the maintenance of a collective
national conscience. The sadness stemming from Shostako-
vich's music is a consequence of the obvious futility of such an
endeavour.

If the artist is the conscience of his nation, the question arises
as to what his own conscience was as a high-ranking public official
of the Soviet power. One may talk about the Shostakovich paradox:
His music was honest and true and it was widely known. The com-
poser himself experienced it keenly and felt the need to publicly
disseminate its truth as a counterpoint to the prevailing mendac-
ity. That is why he repeatedly capitulated to the authorities during
his lifetime, including his later entry into the Communist Party af-
ter 1960. The Faustian dilemma here is that the author sells his soul
publicly for the purity of his work, hoping that the work will bring
him redemption.

All the more surprising is the case of the first violin concerto,
one of Shostakovich's most serious and complex works: it was in-
tended for the drawer, as a kind of personal chronicle of sad days
and intense thoughts. Unlike Antiformalist Rayok, for instance,

a chamber satire on Stalin, he definitely planned a performance of
the violin concerto sometime in the future and spent many years
working out the details with violinist David Oistrakh, but he was
very cautious and the premiere did not finally take place until two

15
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and a half years after Stalin's death, at the end of October 1955.
He had experienced too much and did not want to subject himself
to more public humiliation.

The concert is extremely demanding from a violinist's point
of view, both technically and physically. The artistic ambitions here
are extreme and the gravity is fully equal to any of the composer's
symphonies. The solo part is uncompromisingly dramatic, it does
not get lost in the orchestra or compete with it, but dominates it.
The orchestral part is also unusually demanding, it is no accompa-
niment. The work, thanks to its clear imitation of Jewish folklore in
the second movement, ranks among those in which Shostakovich
sympathises with the persecuted ethnic group, and it also has
a special primacy for its composer: for the first time ever, a signa-
ture consisting of the notes D-eS-C-H is used, firstin the scherzo
and then in chordal form in the solo cadenza at the end of the pas-
sacaglia; each time repeatedly and very clearly.

Shostakovich experienced a long-lasting fear for his life and
terror of suffering already during the discrediting campaign in 1936,
then during the war and quite recently in 1948, when the public vilifi-
cation of selected six composers was particularly shameful: Shosta-
kovich was forced not only to listen to the fabricated attacks on his
music, but even to utter them himself in public on the plenum. The
repeated trauma of fear and humiliation later caused him unpleasant
neurological disabilities, but above all a resigned sadness during the
campaign. He managed to embody it in the poignant passacaglia in
the third movement and in the overall tone of the piece.
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Orchestral suites from dramatic works intended for the concert
stage are usually created by taking out and adapting ballet, stage
or film music. If the music is sufficiently attractive, it can be elevat-
ed from the role of a secondary catalyst for dramatic effect to that
of a supreme musical artefact. This act is often carried out by the
authors themselves or with their consent by someone else. In op-
era, however, music cannot be considered a secondary means and
only the overtures are presented separately. A notable exception,
however, is paradoxically two composers whose operas combine
music, text and drama into an unusually compact unity: Richard
Wagner and Leo$ Janacek.

The latter was so complex and consistent in the realisation of
his creative intentions that he probably would not have understood
the concert presentation of orchestral music from his operas, or
would have regarded it only as a promotional matter. But he could
also hardly imagine today's situation, when tens of thousands of op-
era lovers around the world have experienced his work, know it well
from recordings and opera performances, and would like to see his
distinctive orchestral drama on a lighted stage with their own eyes,
not as a sneaky glimpse into a darkened orchestra pit.

Orchestral suites from Janacek’s operas were composed at
various times, and today they exist from all of his operas, beginning
with Jendfa, most of them in multiple forms. Some of Janacek's
operas, thanks to their generous orchestral interludes, are asking
for a concert presentation, which is the case of Katya and The Vixen.
In others, unique orchestral moments emerge from the vocal web
of dramatic action, as is the case with Jendfa, Destiny, Brou¢ek and
House of the Dead. The biggest challenge is the The Makropulos
Affair,in which Janacek’s scenic realism, the influence of the speech
cue and the unity of dramatic expression enhanced by the method
of montage culminate. The sophisticated melodicism here unfolds
independently of text and drama, without the influence of thematic
work or other purely musical compositional methods, and the or-
chestra provides unusually elastic support for the vividly led singing
voices. Logic is only in the whole. The only coherent musical number,
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moreover, traditionally formally conceived, is the overture. Other
autonomous orchestral passages are only in the introductions
and conclusions of the individual acts, but each time they are
only about a minute long, dramatically colourful areas. Then there
are only a few musically supporting passages where the singing
voices can be omitted, and a few others where the singing can be
replaced by the orchestra voice. Most of the time, however, unravel-
ling the dramatic unity of this opera is tricky, and it is much more
of a compositional task than only an editorial one. The latest suite
from The Makropulos Affair was arranged by Tomas llle earlier this
year, not long before its world premiere today.

Modest P. Mussorgsky (1839-1881) was one of the most original art-
ists ever. His romantic method does not shy away from emotional
upheavals, but at the same time he gives a complex realistic picture
of people, things, places and phenomena. Together with his peers
from the so-called “Mighty Five", also known as Moguchaya Kuchka
(“The Mighty Little Heap”), he became involved in music as an en-
thusiastic amateur who was newly treading the long-smothered
highways of creative approaches. This radically nationalist group
of rebels rejected the prevailing view that Russian music is and will
be simply Italian opera and German instrumental music brought to
the Russian territory. At a solid research level, they embarked on
the study of traditional Russian folk and sacred music and, unlike
the woodwind builders of Europe, managed to preserve the musical
language of folklore even in its specifics and irregularities. It is not
surprising, therefore, that the eleven-bar folk melody, metrically dif-
ficult to divide, which became the emblematic theme of Mussorg-
sky's Kartinki, was written as an alternating five- and six-quarter
bar (5+6), although in variations it begins to divide more into 7+4
and soon the metre becomes quite unpredictable.

All this —initially Don Quixotic or, if you like, underground — ef-
fort was eventually crowned with success, the “Kuchkists” (Rus-
sian ku¢ka = handful) became the main style-forming current of the
Russian National School, and when Tchaikovsky later succeeded in
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creating a synthesis of nationalists and pro-European “westerners”,
Russian music could embark on its successful journey through the
world. It is not surprising, by the way, that it started in Paris — Rus-
sian culture and the entire social strata there were naturally attract-
ed to France, and the French were fascinated by the originality and
exoticism of Russian expression. Among Mussorgsky's biggest fans
were the Impressionists, and among them Maurice Ravel, one of the
most sophisticated instrumentalists ever. He was one of the many
composers of the orchestral version of Kartinki and his 1922 ver-
sion commissioned by Sergei Koussevitzky of Boston is the most
performed ever.

The Russian architect and painter Viktor Aleksandrovich Gart-
man (1834-1873) was successful from an early age. The Great Gold
Medal in 1861 for the architectural design of the public library was
not his first award, but it included a generous bonus: an all-expens-
es-paid creative trip abroad. It took place between January 1864
and autumn 1868, and Gartman travelled through Italy, Switzerland,
Germany and Poland, but spent most of his time in France. From
this journey of more than four years came a large number of differ-
ent artworks. In the early 1870s, the painter got acquainted with
the Mighty Five and became a close friend of Mussorgsky. Then,
when he suddenly died at the age of 39, his grieving survivors or-
ganized a posthumous exhibition of more than 400 works of art at
the St. Petersburg Academy of Fine Arts. Moved by the memories
of his friend, Mussorgsky decided to create one of the most original
works of programme music, namely, to set the exhibition to music in
the form of a comprehensive piano suite. He selected ten works of
art and arranged them in the form of a large rondo and linked them
with a promenade between the pictures to a traditional Russian folk
melody. The illustrative and general stylistic unity of the individual
contrasting parts is not diminished today by the fact that, except
for the Ballet of the Unhatched Chicks, Baba Yaga and The Great
Gate of Kiev the original music pictures have not survived, and
only in the case of the Jews and The Paris Catacombs can one get
some idea of the original, thanks to other works of the same cycle.
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The piano suite Pictures at an Exhibition, often familiarly re-
ferred to as Kartinki, was written a year after Gartman's death and
has ten numbered movements, marked in accordance with the art-
work in various languages (in addition to Russian, also in French, Ital-
ian, Latin, Polish and Yiddish), and six unnumbered promenades, one
of which Ravel omitted. The whole cycle has an eccentric feel, often
with extensive Italian tempo markings and the individual movements
usually follow each other without a pause, attacca. After Mussorg-
sky's untimely death, Rimsky-Korsakov, a peer from the Mighty Five,
prepared Kartinki for printing, while their ideological guru Stasov
added a programme caption to each movement.

The hymnic opening promenade described above is followed
by The Gnome - a jerky portrait of a horrible figure whose large
teeth were meant to crack nuts, for it was a proposal for a stylish
nutcracker. A melancholic variation on the theme of the promenade
takes us to Renaissance Italy — Gartman has painted a romantic
picture of a castle at sunset with a touching troubadour song, in
Ravel's version performed by alto saxophone. Another promenade
follows, this time lively and very brief, and another picture, this time
of a colourful Parisian park amidst lively children's games and wres-
tling. The fourth movement, named Bydfo in Polish, shows a heavy
ox cart with huge wheels, which was captured during Gartman'’s
stay among the Halych Jews. Mussorgsky's intention to begin in
an overwhelming fortissimo was changed by Ravel to pianissimo
in a ghostly tuba performance, and he added a gradual gradation
to fff, to which Mussorgsky writes “with all might”, and a quieting
again —the chariot approaches, passes us and disappears into the
distance. The subsequent pensive promenade is devoid of the first
two notes of the familiar theme and the characteristic ascending
fourth. Its more robust conclusion foreshadows the fifth movement,
which is an artistic design of a scene for a children’s performance;
in the surviving painting we see the front view and profile of the
costume and a detail of the mask of the hatching chicks. The en-
igmatic Yiddish title of the sixth movement (two names) seems to
point to two different portraits of Halych Jews, who in Mussorgsky's

20

06_MFJB2022_denni program_ORCHESTRE DE LA SUISSE ROMANDE.indd 20 10.11.2022 14:46



performance are first presented with two contrasting surfaces,
which are then joined by a montage method to express the quarrel
or fight between the two. For the sake of clarity, Stasov's note "Two
Jews: rich and poor”is used instead of the original designation. The
following promenade is similar to the opening one, and so Ravel
chose to omit it; hence the busy seventh movement follows, Limo-
ges. The Market, with the subtitle The Great News, in an obvious
allusion to the speed with which news spread through the mouths
of market men and women. The wide sound area of the ghostly Ro-
man catacombs in number 8 is completed by another, last separate
promenade, this time with its own title in grammatically defective
Latin — Con mortuis in lingua mortua. Following are the two most
popular movements of the cycle - the infernal Baba Yaga admired
across generations and musical styles (although her cottage in the
surviving painting is more picturesque than horrific), a grand and
titanic inferno with a creeping middle section. The cadential pro-
gression is then cut into the majestic final fanfare The Great Gate of
Kiev, which in the form of an eight-part rondo permeates the entire
tenth movement in gradual gradations, while the contrasting inter-
ludes gradually introduce a double Orthodox baptismal hymn, bell
strikes, the running of the clockwork (suppressed in Ravel's ver-
sion), the return of the promenade theme and the final triplet grada-
tion. It was a grand but unrealised proposal for a new ceremonial
Kiev city gate for the "bogatyrs”. Directly above the gateway there
was to be a chapel from which the singing of the monks was to flow,
above the chapel the Tsar's eagle and on the side a bell tower in the
shape of the military helmet of Alexander Nevsky.

Jan Spadek
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Orchestre de la Suisse Romande

Od zalozeni Ernestem Ansermetem v roce 1918 se do historie
Orchestre de la Suisse Romande zapsalo vice nez 700 hudebniku.
V soucasné dobé vede OSR hudebni a umélecky reditel Jonathan
Nott a tvofi jej 112 stalych hudebnikl Sestnacti riznych narod-
nosti. Ro¢né odehraje vice nez 80 koncertd, z toho 20 v zahranici.
Kromé abonentnich koncertd v Zenevé a Lausanne uvadi symfo-
nické programy pro mésto Zenevu a kazdoro&ni koncert ke Dni
OSN a doprovazi operni predstaveni ve Velkém Zenevském diva-
dle. V priibéhu desetileti si OSR vybudoval mezinadrodni renomé
diky svym historickym nahravkam a interpretaci francouzského
a ruského repertoaru 20. stoleti.

Britsky dirigent Jonathan Nott plsobi ve funkci hudebniho
a umeéleckého feditele OSR od ledna 2017 a navazuje tak na za-
kladatele a dalsi hudebni feditele OSR, kterymi byli: Paul Kle-
tzki (1967-1970), Wolfgang Sawallisch (1970-1980), Horst Stein
(1980-1985), Armin Jordan (1985-1997), Fabio Luisi (1997-2002),
Pinchas Steinberg (2002-2005), Marek Janowski (2005-2012),
Neeme Jarvi (2012-2015) a hlavni hostujici dirigent Kazuki Yamada
(2012-2017). Pod jejich vedenim se svétove prosluly OSR aktivné
podilel na tvorbé déjin hudby objevovanim a podporou soudobych
skladatel(. Dila Igora Stravinského, Daria Milhauda, Arthura Honeg-
gera, Franka Martina, André-Frangoise Marescottiho, Benjamina
Brittena, Witolda Lutostawského, Heinze Holligera, Williama Blanca,
Petera E6tvose, Jamese Macmillana, Pascala Dusapina a Michaela
Jarrella predstavuiji jen nékteré ze svétovych premiér OSR. Jednim
zvyznamnych poslani OSR je i neustéla propagace a uvadéni no-
vych dél symfonické hudby, zejména Svycarskych skladatell.

V roce 2019 zahajil OSR program rezidenc¢nich umélc, ktery
podporuje umélecky rozvoj orchestru. Drzitel této pozice je zvan
ke spolupraci s orchestrem pfi mnoha pfilezitostech béhem sezény.
Mezi pfedchozi rezidenéni umélce patfi skladatel Yann Robin, klavi-
rista Francesco Piemontesi a houslista Frank Peter Zimmermann.
V z&fi 2021 byl rezidencnim dirigentem na dvé sezény jmenovan
Daniel Harding. Pro sezénu 2022-23 jmenoval OSR na noveé vy-
tvofenou pozici pomocného dirigenta Anu Mariu Patifio-Osorio.
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Patifio-Osorio bude pfimo spolupracovat s Jonathanem Nottem
na pripravé koncertnich, opernich a zajezdovych program( a ziska
cenné zkuSenosti v oblasti fizeni orchestru.

Od svého vzniku OSR uzce spolupracuje se Svycarskou roz-
hlasovou a televizni stanici Radio-Television Switzerland, a tak ziskal
miliony posluchact na celém svété. Ve spolupraci se spolecnosti
Decca natocil OSR vice nez 100 CD se skute¢né legendarnimi na-
hravkami, které posilily postaveni tohoto orchestru na mezinarodni
hudebni scéné. Orchestr natocil ocenéné nahravky pro pfiblizné
desitku mezinarodnich vydavatelstvi. V sou¢asné dobé orchestr
ve spolupraci s PENTATONE pofizuje dvé az tfi nahravky kazdou
sezénu, posledni dvé s Jonathanem Nottem.

Mezinarodni turné zavedla OSR do pfednich koncertnich salu
v Evropé (Berlin, Londyn, Viden, Salcburk, Pafiz, Amsterdam, Mos-
kva, Petrohrad, Madrid), Asii (Tokio, Soul, Peking, Sanghaj, Bombaij),
ale i v hlavnich americkych méstech (Boston, New York, San Fran-
cisco, Washington, Sao Paulo, Buenos Aires a Montevideo). V se-
z6né 2022-23 zahrnuje program turné OSR koncerty v Madarsku
(Budapest), Ceské republice (Brno), Némecku (Brémy, Diisseldorf,
Kolin nad Rynem, Mnichov), Belgii (Antverpy) a Francii (Lille).

OSR je vyhledavan nejprestiznéjSimi festivaly a od roku 2000
hral napf. na Budapestském jarnim festivalu, Chorégies d'Orange,
Festival de Musica de Canarias, Festival de Paques, Lucernském
festivalu, Nuits Romantiques (Aix-les-Bains), Festival de Radio
France et Montpellier, Menuhinové festivalu v Gstaadu, Septembre
Musical de Montreux, Festival International de Santander, Robeco
Zomerconcerten v Amsterdamu, festivalu v rakouském Grafeneggu
a na londynském BBC Proms. OSR takeé prilakal tisice navstévnikd
na sv{j vlastni festival na biehu Zenevského jezera; od prvniho roé-
niku v 1été 2020 se zde jako hostujici umélci objevili napfiklad Yoav
Levanon, Marzena Diakun, Sirba Octet nebo Francesco Piemontesi.

Jednim z kli¢ovych poslani OSR je propagovat symfonickou
hudbu mezi mladymi lidmi, ktefi se stanou jeho budoucim pub-
likem, a nabizet jim Sirokou $kélu aktivit. Patfi mezi né zejména
fada workshopU tvoficich vzdélavaci program pro pripravu déti
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na koncerty, interaktivni ,Concerts pour petites oreilles” umozfiu-
jici mensim détem vyzkouset si hru na nastroje, cyklus rodinnych
koncertu ve Victoria Hall, koncerty pro Skoly a zkousky oteviené
Skolam ve spolupraci s ministerstvem Skolstvi.

Orchestre de la Suisse Romande je podporovan méstem Ze-
neva, Zenevskou republikou a kantonem Zeneva, kantonem Vaud,
Svycarskou rozhlasovou a televizni stanici Radio-Television Swit-
zerland, organizaci prétel orchestru v Zenevé a Lausanne ,Geneva
and Lausanne Friends of the Orchestra” a mnoha dal$imi sponzory
a mecenasi.

Since its creation by Ernest Ansermet in 1918, the Orchestre de
la Suisse Romande has seen over 700 musicians contribute to its
history. Currently led by Musical and Artistic Director Jonathan
Nott, the OSR is made up of 112 permanent musicians represented
by 16 different nationalities. It performs over 80 concerts every
year, including 20 abroad. In addition to subscription concerts in
Geneva and Lausanne, it performs symphonic programmes for the
City of Geneva and the annual United Nations Day concert and ac-
companies operatic performances at the Grand Théatre of Geneva.
Over the decades, the OSR has built up an international reputa-
tion thanks to its historic recordings and its interpretation of the
20th-century French and Russian repertories.

The British conductor Jonathan Nott has served as the OSR's
Music and Artistic Director since January 2017, following in the
steps of the OSR's founding head and successive music direc-
tors: Paul Kletzki (1967-1970), Wolfgang Sawallisch (1970-1980),
Horst Stein (1980-1985), Armin Jordan (1985-1997), Fabio Luisi
(1997-2002), Pinchas Steinberg (2002-2005), Marek Janowski
(2005-2012), Neeme Jarvi (2012-2015), and its principal guest
conductor Kazuki Yamada (2012-2017). Under their guidance, the
world-renowned OSR has actively contributed to the history of
music through the discovery and support of contemporary com-
posers. Works by Igor Stravinsky, Darius Milhaud, Arthur Honegger,
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Frank Martin, André-Francois Marescotti, Benjamin Britten, Witold
Lutostawski, Heinz Holliger, William Blank, Peter E6tvds, James
Macmillan, Pascal Dusapin and Michael Jarrell constitute just some
of the OSR’'s world premiéres. The OSR has continually pursued
the promotion and performance of new symphonic music, espe-
cially by Swiss composers, as one of its important missions.

The launch of the artist in residence programme in 2019 pro-
motes the artistic development of the orchestra, and the holder of
the position is invited to work with the orchestra at numerous oc-
casions during the season. Previous artists include composer Yann
Robin, pianist Francesco Piemontesi, and violinist Frank Peter Zim-
mermann. Daniel Harding was appointed conductor in residence
for two seasons from September 2021. For the 2022-23 season,
the OSR has appointed Ana Maria Patifio-Osorio to the newly
created position of assistant conductor. Patifio-Osorio will work
directly with Jonathan Nott to prepare concert, opera and tour-
ing programmes, and gain valuable experience in orchestral
management.

In close collaboration with Radio-Television Switzerland since
its creation, the OSRs broadcasts over the airwaves date back to
its early days, to the benefit of millions of listeners throughout the
world. The OSR has recorded over 100 discs in partnership with
Decca, giving rise to truly legendary recordings and enhancing its
position on the international music scene. The orchestra has made
prize-winning recordings for around a dozen international labels.
Currently in partnership with PENTATONE, the orchestra makes two
to three recordings each season, the latest two of which are with
Jonathan Nott.

The OSR's international tours have taken it to the leading
concert halls in Europe (Berlin, London, Vienna, Salzburg, Paris,
Amsterdam, Moscow, Saint Petersburg, Madrid) and Asia (Tokyo,
Seoul, Beijing, Shanghai, Bombay), as well as key cities in the Ameri-
cas (Boston, New York, San Francisco, Washington, Sao Paulo,
Buenos Aires and Montevideo). For the 2022-23 season, the OSR’s
touring programme includes concerts in Hungary (Budapest), the
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Czech Republic (Brno), Ljubljana (Slovenia), Germany (Bremen, Dus-
seldorf, Cologne, Munich), Belgium (Antwerp) and France (Lille).

The OSR is highly sought after by the most prestigious fes-
tivals, and since 2000 has played at the Budapest Spring Festival,
the Chorégies d'Orange, the Festival de Musica de Canarias, the
festival de Paques, the Lucerne Festival, the Nuits Romantiques
(Aix-les-Bains), the Festival de Radio France et Montpellier, the
Gstaad Menuhin Festival, the Septembre Musical de Montreux,
the Festival International de Santander, the Robeco Zomerconcerten
in Amsterdam, the Grafenegg Festival in Austria and the BBC Proms
of London. The OSR has also attracted thousands of concertgo-
ers to its own festival on the shores of Lake Geneva; since the first
edition in summer 2020 guest artists have included Yoav Levanon,
Marzena Diakun, the Sirba Octet and Francesco Piemontesi.

One of the key missions of the OSR is to promote symphonic
music amongst the young people who will become tomorrow's
audience and offer them a wide range of activities. These include
notably a series of workshops forming an educational programme
to prepare children for concerts, the interactive “Concerts pour
petites oreilles” allowing younger children to try out instruments,
the Family Concert series at the Victoria Hall, concerts for schools,
and rehearsals open to schools in collaboration with the Depart-
ment for Education.

The Orchestre de la Suisse Romande is supported by the City
of Geneva, the Republic and Canton of Geneva, the Canton of Vaud,
Radio-Television Switzerland, the Geneva and Lausanne Friends of
the Orchestra, and many other sponsors and patrons.
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"Tomas Netopil

Dirigent
Tomas Netopil, inspirativni osobnost zejména v ¢eské hudbé, oslavi
v letech 2022/23 svou desatou a posledni sezdénu ve funkci gene-
ralniho hudebniho feditele Hudebniho divadla Aalto (Aalto Musik-
theater) a Filharmonie Essen. V této sezone zde uvede Wagnerova
Tannhéusera, Kampeho Dogville a Mozartovu Figarovu svatbu.
Nastudoval také inscenaci Janackovy Kati Kabanové v Grand
Théatre de Genéve.

Toméas Netopil je také hlavnim hostujicim dirigentem Ces-
ké filharmonie, se kterou kromé koncertd v prazském Rudolfinu
vystupuje na turné, véetné festivall v Ostravé a Litomysli. V se-
zéne 2022/23 bude jako dirigent hostovat napfiklad u Orchestre
de la Suisse Romande, Yomiuri Nippon Symphony Orchestra a Or-
chestre National de Montpellier.

V 1été roku 2018 zalozil Toméas Netopil Mezinarodni letni hu-
debni akademii v Kromé¥izi, ktera studentdm nabizi jak vyjimeénou
uméleckou vyuku, tak moznost setkat se a pracovat s vyznamnymi
zahranié¢nimi hudebniky. V |été roku 2021 zaloZila akademie ve spo-
lupraci s festivalem Dvoréakova Praha Mladou filharmonii Dvorakovy
Prahy, v niz ptisobi hudebnici z konzervatofi a hudebnich akademii
pod vedenim hudebnik z Ceské filharmonie. Tomas Netopil mé
s festivalem Dvorakova Praha jiz delSi dobu Uzky vztah a v roce 2017
byl jeho dvornim umélcem, ktery festival zahajoval s essenskymi
filharmoniky a uzaviral Dvorakovym Te Deum v provedeni Videriské-
ho symfonického orchestru.
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Conductor

An inspirational force, particularly in Czech music, Tomas Netopil cel-
ebrates his tenth and final season as General Music Director of the
Aalto Musiktheater and Philharmonie Essen in 2022/23. This season
features Wagner's Tannhéduser, Kampe's Dogville and Mozart's The
Marriage of Figaro. This season will also see him lead a production of
Janacek's Katya Kabanova at Grand Théatre de Genéve.

Tomas Netopil is also Principal Guest Conductor with the Czech
Philharmonic Orchestra with whom, in addition to concerts at the
Rudolfinum Hall in Prague, he performs on tour including for the
Ostrava and Litomysl Festivals. Guest-conducting performances
during 2022/23 include the Orchestre de la Suisse Romande, Yomiuri
Nippon Symphony Orchestra and Orchestre National de Montpellier.

In Summer 2018 Tomas Netopil created the International Sum-
mer Music Academy in KroméFiz offering students both exception-
al artistic tuition and the opportunity to meet and work with major
international musicians. In Summer 2021, in association with the
Dvoréak Prague Festival, the Academy established the Dvorakova
Praha Youth Philharmonic with musicians from conservatories and
music academies, coached by principal players from the Czech
Philharmonic Orchestra. Tomas Netopil has held a close relation-
ship with the Dvorak Prague Festival for some time and was Artist
in Residence in 2017, opening the Festival with the Essen Philhar-
moniker and closing the Festival with Dvorék's Te Deum and the
Wiener Symphoniker.
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Viktoria Mullova

Housle
.Mullova je mozna nejelegantnéjsi, nejrafinovanéjsi a nejvyraznéjsi
houslistka na svété.” (The Guardian)

Viktoria Mullova studovala na Ustfedni hudebni $kole v Moskvé
a na Moskevské konzervatofi. Jeji mimoradny talent vzbudil mezi-
narodni pozornost, kdyZ v roce 1980 ziskala prvni cenu na Sibeliové
soutézi v Helsinkach a v roce 1982 zlatou medaili na Cajkovského
soutézi. Po celém svété je znama jako houslistka vykazujici mimo-
radnou vSestrannost a hudebni integritu. Jeji zvidavost obsahuje
celou sifi hudebniho vyvoje od baroka a klasicismu az po nejmoder-
néjsi vlivy ze svéta fusion a experimentalni hudby. Za své interpreta-
ce Bachovych skladeb ziskala uznani po celém svéte a Tim Ashley
Guardian o ni v deniku napsal: ,SlySet Mullovou hrat Bacha patfi
mezi nejlepsi zazitky vibec...".

V roce 2000 se pustila na pole kreativni sou¢asné hudby
a vydala album Through the Looking Glass, na kterém hraje world,
jazz a pop v Upravé Matthewa Barleyho. Timto smérem pokracova-
la s druhym albem The Peasant Girl, po némz nasledovalo album
Stradivarius in Rio, inspirované jeji laskou k brazilskym pisnim.
Skladby si zadala také napfiklad u skladatell Frasera Trainera,
Thomase Larchera nebo Daie Fujikury. Mezi jeji sou¢asné projekty
patfi Music We Love, duo se synem, basistou Mishou Mullovem-
-Abbadem, v némz hraji jeho plvodni skladby, tUpravy hebrejskych
a brazilskych pisni, jazzové aranZe i dila Schumanna a Bacha.

Viktoria nadale pokracuje ve spolupraci s Alasdairem
Beatsonem a hraje Beethovena a Schuberta na stfevové struny
a fortepiano.

V sezéné 22-23 ji Ceka turné po Japonsku s recitaly a koncert-
nimi vystoupenimi, evropskeé turné s Orchestre de la Suisse Roman-
de a vystoupeni s Narodnim symfonickym orchestrem RTE.

Rozsahla diskografie Mullové ziskala fadu prestiznich ocenéni.
V posledni dobé vysly napfiklad ,Music We Love" s Mishou Mullo-
vem-Abbadem a Beethoven a Schubert s Alasdairem Beatsonem.

Viktoria hraje bud'na své stradivarky ,Jules Falk” z roku 1723,
nebo na housle Guadagnini z roku 1750.
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Violin
“Mullova may be the most elegant, refined and sweetly expressive
violinist on the planet.” (The Guardian)

Viktoria Mullova studied at the Central Music School of Mos-
cow and the Moscow Conservatoire. Her extraordinary talent cap-
tured international attention when she won first prize at the 1980
Sibelius Competition in Helsinki and the Gold Medal at the Tchaiko-
vsky Competition in 1982. She is known the world over as a violinist
of exceptional versatility and musical integrity. Her curiosity spans
the breadth of musical development from baroque and classical
right up to the most contemporary influences from the world of fu-
sion and experimental music. Her interpretations of Bach have been
acclaimed worldwide and led Tim Ashley in the Guardian to write,
“To hear Mullova play Bach is, simply, one of the greatest things you
can experience...".

Her ventures into creative contemporary music started in 2000
with her alboum Through the Looking Glass in which she played
world, jazz and pop music arranged for her by Matthew Barley. This
exploration continued with her second album The Peasant Girl and
was followed by Stradivarius in Rio, inspired by her love of Brazilian
songs. She has also commissioned works from composers such as
Fraser Trainer, Thomas Larcher and Dai Fujikura. Current projects
include Music We Love; a duo partnership her son, bass player Misha
Mullov-Abbado, featuring his original compositions, arrangements
of Hebrew and Brazilian songs, jazz arrangements and works by
Schumann and Bach.

Viktoria continues her collaboration with Alasdair Beatson
playing Beethoven and Schubert on gut strings and fortepiano.

The 22-23 season includes a tour of Japan in recital and concer-
to performances, a European tour with the Orchestre de la Suisse Ro-
mande and performances with the RTE National Symphony Orchestra.

Mullova's extensive discography has attracted many prestigious
awards. Recent releases include “Music We Love" with Misha Mullov-
Abbado, and Beethoven and Schubert with Alasdair Beatson.

Viktoria either plays on her 'Jules Falk' 1723 Stradivarius or
a Guadagnini violin from 1750.
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