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Presented by Ostrava Center for New Music and National Moravian - Silesian Theatre

NODO

DNY NOVE OPERY OSTRAVA | NEW OPERA DAYS OSTRAVA

June | 24 | terven 19:30 / Divadlo Antonina Dvoraka / Antonin Dvorak Theatre
John Cage Europera 5 (1331) strana/ page 7

Martha Herr, Soprano (Sao Paulo)

Katalin Kérolyi, Mezzosoprano (Budapest)

Alexandr Stary, Piano (0strava)

Radko Orenic, svétla | Lights (Ostrava)

David Konecny, zvuk | Sound (0strava)

Otakar MIgoch, obsluha gramofonu Victrola (Ostrava)

Andrew Culver, rezie | Director (New York / Montreal)

U prilezitosti 100. vyroci narozeni Johna Cage | For the centennial of John Cage’s birth
Ceska premiéra [ Czech Premiere

June [ 25 [ ¢erven 19:30 / Divadlo Jifiho Myrona / Jifi Myron Theatre

FrantiSek Chaloupka Eva a Lilith (2012) strana/ page 18

Libreto na motivy mytologického pfibéhu o dvou Adamovych Zendch napsal skladatel / The libretto, based on the
myth of two Adam’s women, was written by the composer

Lucie Pachova (Eva), Lucie Vitkova (Lilith), zpév | Voice (Brno)
Dunami Ensemble, FrantiSek Chaloupka, umélecky vedouci / Artistic Director (Brno)

Jifi Nekvasil, David Bazika, scénickd realizace | Stage Directors (Ostrava)
Petr Gejgus, dramaturg / Dramaturgy (Ostrava)

Objednédvka Ostravského centra nové hudby / Commissioned by Ostrava Center for New Music
Svétovd premiéra | World Premiere

Salvatore Sciarrino /nfinito nero (199) strana | page 25
Libreto podle zapisu sv. Marie Maddaleny de’ Pazzi (1566 - 1607) [ The libretto is a transcript of a vision
by St. Maria Maddalena de’ Pazzi (1566 - 1607)

Katalin Karolyi, Mezzosoprano, St. Maria Maddalena (Budapest)
Ostravskd banda, Petr Kotik, dirigent / Conductor (Ostrava / New York)

JiFi Nekvasil, David Bazika, scénickd realizace | Stage Directors (Ostrava)



June | 26 | cerven 19:30 / Divadlo Antonina Dvofaka / Antonin Dvorak Theatre

Salvatore Sciarrino La porta della legge (2009 strana / page 33
Libreto podle textu Pfed Zdkonem Franze Kafky / The libretto is based on The Gate of the Law by Franz Kafka

John Janssen, Baritone, Muz 1/ Man 7 (Monschau bei Aachen)

Gerson Luiz Sales, Countertenor, Muz 2 [ Man 2 (Berlin)

Martin Jeaseok Ohu, Bass, Dvefnik | Gatekeeper (Wuppertal)
Ostravskd banda, Petr Kotik, dirigent / Conductor (Ostrava [ New York)

Johannes Weigand, reZie / Director (Wuppertal)
Jiirgen Lier, scéna a kostymy / Scene and Costumes (Berlin / 0ffenbach)
Jakob Creutzburg, Video Design (Berlin)

Ve spoluprdci s Wuppertaler Biihnen [ In cooperation with Wuppertaler Biihnen

Nastudovano v italSting s ceskymi titulky / /n Italian with Czech subtitles

Ceska premiéra [ Czech Premiere

Predstaveni 26. Eervna vysild primym prenosem Cesky rozhlas 3 - Vitava a webové kamery Ceského rozhlasu na www.klasika.rozhlas.cz. /
The June 26 performance will be broadcast live on Czech Radio 3 - Vitava and on the web: www.klasika.rozhlas.cz.

Pitedmluvy / Pre-performance talks
VZdy 30 minut pred predstavenim ve foyeru divadel / 30 minutes before each performance in the theatre foyer




...a Néco navic / Additional Events

June | 22 | cerven 19:30 / Antikvariat a klub Fiducia / Bookstore and Club Fiducia

NODO a osobnost Johna Cage / NODO and John Cage (1912-1992).

Debata se spolupracovniky Johna Cage: Andrew Culver, Martha Herr a Petr Kotik. Moderuje Jaroslav Stastny. /
Cage’s collaborators Andrew Culver, Martha Herr, and Petr Kotik will participate in this discussion, moderated
by Jaroslav Stastny.

June | 26 | terven 16:30 / Divadlo Jifiho Myrona / Jifi Myron Theatre

Odysseiiv navrat | The Return of Ulysses

Filmova opera Josefa Berga na libreto skladatele. Parafraze motivu z Homérovy Odyssey. | A film opera by Josef
Berg. Libretto by the composer. Based on a scene from Homer's 0dyssey.

Uinkuji/ Cast: Vlasta Fialovd, Josef Stefl, Rudolf Jurda, Libuse Domaninska, Richard Novak a dalsi | and others
ReZie | Director: Fedor Kaucky

Stopdz | Duration: 18 min.

Rok vyroby / Produced: 1966

Odysseiiv navrat | The Return of Ulysses

Televizni zpracovani komorni opery Josefa Berga, vyznamného ceského avantgardniho hudebniho skladatele

a literata. | TV adaptation of the chamber opera of the renowned Czech avant-garde composer and writer Josef
Berg.

Uinkuji/ Cast: Roman Janal, Simona Prochézkova / Katefina Kachlikova, Libor Kodad

Scéndr/ Script: Jifi Nekvasil, Daniel Dvordk

Kamera / Camera: Jan Lebeda

ReZie | Director: Jifi Nekvasil

Stopdz | Duration: 19 min.

Rok vyroby / Produced: 1994

Pripaleny toast / Burnt toast

Osm etap milostného vztahu v podobg osmi soudobych miniopernich pib&hd na hudbu Alexiny Louie a v refii

Larryho Weinsteina. Vitézny film MTF Zlata Praha 2006 [ Eight stages of love relationship in the form of eight
contemporary miniopera stories on the music by Alexina Louie directed by Larry Weinstein. The winner of the
Golden Prague International Television Festival 2008.

Stopdz | Duration: 48 min.

Rok vyroby / Produced: 2005






Hledani tviréiho prostoru pro realizaci soudobych opernich projekti a experimentt je jednim z mych dlouhodobych
témat a ukold, které jsem si uloZil jiZ od pocdtku své profesiondini divadelni ¢innosti.
Jizvroce 1988 jsme se scénografem Danielem Dvorakem, tehdy v pozici miadych rozhnévanych muzi, v nespokojenosti nad
zatuchlosti a zapouzdrenosti tehdejsiho operniho provozu u nds, zaloZili viastni experimentaini Operu Furore, operu, kterd
nebrzdi. Béhem naseho spolecného pisobeni ve Statni opere Praha na prelomu tisicileti vznikl v roce 2001 off program
,Buseni do Zelezng opony!”, ktery ddval pravidelnou moZnost jednordzové predstavit na velké scéné formou scénickych
skic ve svétovych premiérdch novd operni dila ci jejich fragmenty. Tedy to, co presahuje moZnosti pravidelného operniho
provozu. Tento program jsme pak realizovali béhem celého naseho pisobeni v prazském Ndrodnim divadle (2002-2006)
a po nasem odchodu zanikl.
Ani soucasnd origindini dramaturgie opery Narodniho divadla moravskoslezského, kde je Systematickd pozornost vénovana
i velkym dilim 20. stoleti, a celkové nastaveni souboru nemohou v provozu repertodrového operniho domu dét prostor
dilim, jakd pfindsi dramaturgie NODO.
JiZ témér dva roky, jako jednu z cest pro uvddéni a vznik novych oper, pripravuji mezindrodni projekt krdtkych novych oper
pro film a video, jehoZ koncept predstavime rovnéZ v dternim odpolednim programu NODO, a ktery by se mél stat komorni
variantou NODO pro liché roky.
NavStéva Ostravskych dnii 2011, jedineénd atmosféra na pddiu i v auditoriu, Spickové vykony Ostravské bandy, byly pro
mé zdsadni inspiraci pro projekt NODO. Jsem velmi rdd, Ze Petr Kotik a Ostravské centrum nové hudby prijali vjzvu
a inspirativnim spojenim nasich sil Vam miizeme nabidnout tii jedineéné dny s novou operou.

Tésim se na Vds,
Jiri Nekvasil
reditel Narodniho divadla moravskoslezského

The search for a creative space to realize contemporary opera projects and experiments is one of the long-term
goals and tasks that | have pursued since the beginning of my professional activities in theatre.
In 1988, together with the stage designer Daniel Dvordk - then in the position of angry young men, dissatisfied with the
stale and encased operatic world in our country - we established our own experimental Opera Furore - an opera that does
not hinder. In 2001, while working together at the Prague State Opera, the program called ,Banging the Iron Curtain!”
was introduced, regularly providing opportunities for one-off world premiere presentations of new operas or fragments
on a large stage, as stage sketches. This was an opportunity for all the activity that exceeds the run of a regular opera
house. While working in the Prague National Theatre (2002-2006) we continued this program, which ended once we left.
Not even the current dramaturgy of the National Moravian-Silesian Theatre’s opera productions - where attention is often paid
to pieces of the 20th century - can, being a repertory opera house, give space to such pieces as are on the NODO program.
For nearly twa years, in working to develop and realize new operas, | have been preparing an international project of new
opeas for film and video. We will present the concept on the Tuesday afternoon program at NODO, and it should become
a chamber alternative to NODO for odd-numbered years.
The inspiration for NODO came from visiting Ostrava Days 2011 and witnessing the unique atmosphere both on stage and
in the auditorium, with excellent performances by 0stravskd banda. | am delighted that Petr Kotik and the Ostrava Center
for New Music have accepted my appeal and that mutually inspired, linking our forces, we can offer you three unique days
of new opera.
| look forward to your visit,
Jifi Nekvasil
Intendant of the National Moravian-Silesian Theatre




Vdzené publikum a hosté,

rdd bych Vds pozval na prvni biendle festivalu NODO v Ostravé. KdyZ bezprostiedné po 0stravskych dnech
2011 za mnou prisel reditel Narodniho divadla moravskoslezského Jiri Nekvasil s ndvrhem usporddat festival noveé opery,
Znélo to nejdrive velmi nerealisticky. Proc ne, fekl jsem si nakonec, a hned jsme zacali pracovat na strategii, jak napad
realizovat. A byla to opét Ostrava, kterd byla schopna uskutecnit dalsi ,idealistickou vizi”. Festival NODO (New Opera Days
Ostrava) je spolecnym dilem Ostravského centra nové hudby a Narodniho divadla moravskoslezského a kond se na dvou
hlavnich divadelnich scéndch 0stravy.
Program je sice skromny, ale velmi odvdzny: ¢tyri opery - objedndvka nového dila od FrantiSka Chaloupky (nar. 1981)
Eva a Lilith, posledni europera)ohna Cage Europera 5 a dve mistrovskd dila Salvatora Sciarrina - Infinito nero a La
porta della legge - tato opera bude provedena ve spolupraci s Wuppertaler Biihnen (objednavka Wuppertalu z roku 20089).
Pro tradicni repertodrovy operni diim, jako je Narodni divadlo moravskoslezské, je zarazeni takovéto série do produkcni
NODO slibuji bdjecné, vzruSujici a ve znacné mite zabavné prostredi. Obsazeni oper pévci ze Spojenych stati, Némecka
a Madarska a vice jak 40¢lenny orchestr 0stravskd banda s hudebniky z New Yorku, Bratislavy, Berlina, Hamburku,
Drdzdan, Ostravy, Prahy, Amsterdamu, Katovic a BudapeSti zajisti velmi Zivé a zajimavé prostredi, ve kterém se budete
citit dobre. Tim jsem si jisty.
Vas,
Petr Kotik

umélecky reditel 0stravského centra nové hudby
(Gerven 2012)

| would like to invite you to attend the first biennial of the NODO festival in 0strava. Right after 0strava Days
2011, when the director of the 0strava Opera House Jifi Nekvasil, came and suggested to organizing a festival of new
opera, it sounded utterly unrealistic. “Why not’, | thought, and we Started to work out, right then, a collaborative scheme
to realize it. And once again, Ostrava makes it possible for this “idealistic vision” is to happen. The NODO festival (New
Opera Days Ostrava) is taking place through the collaborative efforts of the Ostrava Center for New Music and the National
Moravian-Silesian Theatre at the Dvorak and Myron Theatres, and take places on two main opera stages in 0strava.
The program is modest, but bold: four operas - a commissioned new work by FrantiSek Chaloupka (b. 1981) from Brno
(Czech Rep.) Eva and Lilith, the /ast Europera by John Cage, Europera 5, and two masterpieces by Salvatore Sciarrino -
Infinito nero and La porta della legge, in collaboration with the Wuppertal Opera House (who commissioned it in 2009).
Such a series of performances at a mainstream repertoire opera house like the National Moravian-Silesian Theatre is
a brave undertaking that should be supported and | hope that you will be able to come. The three days in Ostrava promises
to be exciting and a lot of fun. The international cast from United States, Germany, and Hungary and the 40-piece
Ostravskd banda with its members from New York, Bratislava, Amsterdam, Dresden, Berlin, Hamburg, Prague, Katowice,
Ostrava and Budapest will created a lively environment that | am sure you will enjoy being a part of.

Yours,
Petr Kotik

Artistic Director of Ostrava Center for New Music
(June, 2012)



June / 24 / éerven 19:30

Divadlo Antonina Dvordka / Antonin Dverdk Theatre

John Cage Europera 5 (991

Osoby a obsazeni [ Cast

SOPRAN | SOPRANO Martha Herr (Sao Paulo)
MEZZOSOPRAN | MEZZOSOPRAND Katalin Karolyi (Budapest)

KLAVIR [ PIAND Alexandr Stary (Ostrava)

SVETLA [ LIGHTS Radko Orenic (Ostrava)

IVUK | SOUND David Konecny (Ostrava)

VICTROLA, obsluha gramofonu Otakar MIgoch (Ostrava)

REZIE | DIRECTOR Andrew Culver (New York / Montreal)

DELKA PREDSTAVEN( | TIME PERFORMANCE 60 min.

U pfileZitosti 100. vyroci narozeni Johna Cage / For the centennial of John Cage’s birth
Ceska premiéra [ Czech Premiere

JOHN CAGE (1912-92) studoval kompozici u Richarda Buhlinga, Henryho Cowella a Arnolda Schinberga.
Jeho vynélez preparovaného klaviru v roce 1940 a prdce se souborem bicich ndstrojii z néj ucinily pfedniho
amerického avantgardniho skladatele. Trvalym pfinosem pro hudbu jsou vSak jeho mySlenky a hudebni koncepty.
Koncem 40. let, kdyz Cage premyslel o smyslu vazné hudby, objevil starou definici zndmou jak v Orientu,
tak ve stiedoveké Evropé: ,Zklidnit svou mysl, a tim ji pfipravit
na neobvykle vzacné zazitky." Takto poucen Cage pochopil, Ze je
nutné prekonat romanticky koncept sebevyjadreni. To ho vedlo
k zavedeni ndhodnych operaci do metody kompozice. Ve své
hudbé Cage opustil hierarchii kontrastd a dramatickych vrchold.
Misto sebevyjadieni pfinesl koncept otevieného hudebniho
projevu, ve kterém posluchac, namisto aby byl bombardovén
skladatelovymi zéméry, md moznost najit své vlastni centrum.
Ivuk prestal ilustrovat extrahudebni fenomény a zacal byt
sam sebou. Pauzy a ticho se staly stejné ddleZitymi jako zvuk
a hudebni tény dostaly stejnou dileZitost jako hluky. Cage také
zménil hudebni ¢asovou koordinaci. Namisto takt(i a dob zaved!
pouZiti stopek anebo dirigenta, jehoZ funkci je udrzovat ¢as jako
hodinové ruicky. Timto novym zplisobem méfeni casu vznikla
novéd senzibilita k délkdm a formé. Otevrely se nové moznosti,
které umoznily tvorbu kompozic s neurcenym zacdtkem a koncem.
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Poprvé v historii zdpadni moderni hudby bylo mozné koncipovat skladby s neurcenou délkou. Tento novy koncept
¢asu a zvuku a radikdIni odklon od tradicniho hudebniho mySleni vytvofily nové ndroky na hrace. Otevieni téchto
moznosti a novych svobod vyZaduje totiz od interpreta velmi disciplinovany pristup. Je nutné se soustredit
na dilo samé a odpoutat se od zaméru vyjddfeni sebe sama. V poloviné 70. let, v diskusi o problémech hudebniho
projevu, Cage definoval disciplinu v hudbé jakozto proces, ve kterém ,Clovék ned€ld to, co chce, ale viechno
je mozné". Toto je nejpodstatnéjsi aspekt pro pochopeni Cageovy hudby. A to nejen pro vykonného umélce, ale
také pro posluchace.

JOHN CAGE (1912-92) studied composition with Richard Buhling, Henry Cowell and Arnold Schoenberg.
His invention of the prepared piano in 1940 and his early works for percussion ensemble established Cage as
the leading American avant-garde composer. His most lasting contribution, however, is his introduction of new
musical ideas and compasitional concepts. In searching for the purpose of composing music in the late 1940s,
Cage discaovered an ancient definition, known in the Orient as well as medieval Europe: “To quiet one’s own mind,
thus making it susceptible to divine influences.” It became immediately clear him that the Romantic idea of self-
expression had to be overcome. This led Cage to introduce chance into his compositional method. In his music,
Cage abandoned the hierarchy of contrasting parts and dramatic climaxes. Instead of “expressing oneself,” he
introduced an open musical environment in which the listener, instead of being bombarded by the composer’s
intentions, can find his or her own center. Sounds became themselves, and ceased to illustrate extra-musical
phenomena. Silences became equally important as sounds, and tones became equally important as noises. Cage
also changed the concept of time coordination. Instead of measures and beats, Cage introduced the stopwatch,
and gave the conductor the function of a time-keeping clock. Along with the new way of measuring time came
a new sensibility toward duration and musical form. Formerly unexplored possibilities opened, and enabled the
creation of compositions with undetermined beginnings and endings. It became possible, for the first time in
Western modern music, to conceive works with undetermined length. The new concept of time and sound and the
radical departure from the musical thinking of the past makes new demands on performers. The new freedoms
require a disciplined approach, which turns one’s attention to “the spirit of the work,” and away from the idea
of “expressing oneself.” In the mid 1970s, in a discussion about performance issues, Cage defined discipline
in music as a process through which: “‘one does not do what one wants, but nevertheless, anything goes.” This
concept is central to understanding Cage’s music - not just for the performer, but for the listener as well.

znichZ kazdy zpivé pétdriize standardniho operniho repertodru podle viastniho vybéru. Klaviristaje ,doprovézi* hrou
Sestiriiznych klavirnich opernich vytahd. K nim se pfipojuje jeden hrac na victrolu, na niz piehrava Sest historickych
opernich nahravek ze starych desek - osmasedmdesatek, a jeden performer, ktery pousti na magnetofonu predem
0ddélenim téchto riiznorodych opernich prvki je v furopere 5 dosazeno rozlehlosti a védomi distanci, které jsou
pro Cageovu hudbu tak charakteristické. Cage ndm také poskytuje jedinecny proZitek historického odstupu -
zpévdci provadejici staré operni drie v nasi pritomnosti, klavirista a jeho ,romantizujici* interpretace romantické
hudby a victrola, ze které se line stard hudba ve starém provedeni zprostiedkovand starou technologii. Pfitomnost
vstupuje jen skrze ticho a rozhlasové prijimace.



Europera 5 (1991) was John Cage’s last, and most portable opera. It is a collage scored for two singers,
each singing five arias of their own choosing from the standard opera repertoire. A pianist ,accompanies” them
by playing six different opera transcriptions. They are joined by a single 78-rpm Victrola-player, playing six
historical opera recordings and a performer playing a pre-recorded tape, plus the use of a radio and a silent
television.
The separation of these various operatic elements in Europera 5 produces a spaciousness and awareness of
distances that is so characteristic of Cage’s music. Cage also offers us a unique sense of historical distance-
-the singers performing the older operatic music in our presence, the pianist performing ,romanticized*
interpretations of romantic music and the Victrola presenting old music in old performances, coming to us
through an old technology. It is only in the silences and the use of the radio that our present time intrudes.

© mode records. Used by permission.

...0 Johnovi

Zacal jsem pracovat s Johnem Cagem v roce 1981 a vedly mé k tomu dvé okolnosti.

Jednak to byl mij otec, ktery mi po promoci na univerzité fekl: ,0 tvém oboru toho moc nevim, takZe nejlepsi rada,
kterou ti mohu dat, je, aby sis naSel nékoho, kdo déla to, co bys chtél délat sém, dostat se k nému a do okruhu
jeho spolupracovnikd.” Druhym popudem byla kniha I-Xing a jejf sd&lenf: “Pfeplutim velké vody ¢lovék pokroci dal.”
(Byl jsem v té dobé v Hong Kongu a Cage byl v New Yorku.)

Pracoval jsem pro Johna Cage poslednich jedendct let jeho Zivota. Kazdy den varil pro nds dva obéd, a kdyz
cestoval, zalival jsem jeho kvétiny tim zplisobem, Ze jsem ndsledoval velmi sloZitou partituru, kterou pro tento
Gcel Cage vytvoril. [MEl ve svém byté/loftu 100 riznych rostlin]. Kazdy den toto zalévani zabralo dvé hodiny. Kdyz
byl ale Cage doma, kvétiny zaléval sam.

Ve zbyvajicim ase jsem pracoval na jeho skladbach a textech, prace, véetné jeho oper, divadelnich kust a instalaci
- tedy na pokynech, jak je realizovat. N&§ vztah byl Cisté pracovni - on se zabyval ndpady a mySlenkami, ja jsem
ve velké mife pfispival k FeSeni, jak tyto ndpady realizovat.

VEtsinu casu (rozhodné ne veskery cas) jsem trévil u pocitace. A tato prace se promitala jak co do rozsahu, tak
co do Sife celého vysledku. V letech 1981- 92 sloZil Cage cca 88* kompozic, véetné vSech svych oper. Ddle napsal
mnoho mesostichd, které verejné cetl v rdmci riznych koncertd (anglické slovo ,mesostic* znamend vyraz pro
poetickou formu textu, ktery se cte jak horizontalng, tak vertikalng) a téZ vytvofil velké dilo grafické.

Tento kvantitativni ndriist dila ovlivnil také obsah toho, co Cage v tu dobu tvofil. Jen samotny pocet ndhodnych
operaci kterymi jsme se zabyvali, a se kterymi Cage pracoval, se promitnul do neustale se rozsifujiciho rejstriku
kategorii, parametr{i a Sife zajm( jeho prace. Tato kvantita ovlivnila dilo samé.

Jednoho dne, uprostfed intenzivniho komponovani, kdy bylo tfeba zviddnout spoustu materialu v omezeném Case,
Cage najednou prestal a zadival se jakoby do prazdna. 0zndmil mi, Ze si musi jit koupit citron. Nabidl jsem se, Ze
pro citron dojdu sam, ale on odmitl a pozadal mne, abych pokracoval bez néj. Vréatil se za 45 minut a mél skutecné
jen jeden citron.

Jednou se nékdo zeptal Cage na to, co ho jako prvni napadlo kdyZ zacal komponovat uritou skladbu. On na to
odpovédel: ,Délka 30 minut.”

Europera 5 trvd 60 minut. Je pro dva zpévaky, 48 svételnych variaci, stovky rdznych nahrdvek opernich dél
a pro jednoho klaviristu. A téZ nékoho, kdo obsluhuje gramofon.
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V poslednich letech svého Zivota vyresil John Cage otdzku harmaonie v hudbé, néco co tak lezelo na srdci Arnoldu
Schonbergovi ve vztahu ke Cagovi kdyZ u néj studoval (,Nikdy z vas nebude skladatel: nemdte Zddny cit pro
harmonii,” fekl mu jednou Schénberg). Cage nasel feSeni harmonie ve zplsobu nakupeni spousty otzek, jejichz
feseni nechal volny priibéh v situaci vzdjemného respektu vsech aspekti dila.
Toto své feSeni Cage pojmenoval jako ,anarchickd harmonie“. Naslouchejte ji dnes vecer.
- Andrew Culver (2012)
* Jak piSe James Pritchett ve své knize ,Music of John Cage” (Cambridge University Press)

...about JOHN
I went to work with John Cage in 1981, on the advice of two entities.
One was my father, who said to me, upon my graduation from university, ‘I don’t know much about your field, so
the best advice | can give you is, find someone who is doing what you want to do, and get close to them’. The
other stimulant was the | Ching, which said: “It furthers one to cross the great water”. (I was in Hong Kong at the
time, and Cage was in New York.)
I worked for Cage for his final eleven years. He made lunch for us every day. When he travelled, | watered the
plants, performing an elaborate and precise score he composed for the purpose, which took one to two hours per
day. Cage watered the plants himself when he was home.
The rest of the time | worked on his compasitions, texts, and the direction and installation of his operas, theatre
and installation pieces. Qurs was a work relationship; he handled the big ideas, and | handled a large part of the
implementations.
Much, but by no means all, of my work involved the computer. This resulted in an order of magnitude change of
scale. From 1981 to 1992 Cage wrote about 88* musical compositions, including all his operas, and wrote and
performed many mesostics and text pieces, and produced a large body of graphic art.
This noticeable increase in quantity exemplified itself inside the work as well, in the sheer number of chance
operations that were brought to bear on an ever-expanding list of categories of parameters and interests. The
work changed in scale, and scale changed the work.
One day, in the midst of a particularly intense compositional effort caused by having to accomplish a great deal
in a short period of time, Cage suddenly stopped working and looked up. He announced that he had to go buy
a lemon. | offered to get it for him, but he told me no, he wanted to do it, and asked that | carry on without him.
He returned, 45 minutes later, with it: one lemaon.
Cage was once asked about the idea with which he had begun writing a particular compasition. He replied:
“30 minutes”.
Europera 5 /asts 60 minutes. There are two singers. And 48 lights. A sound recording with hundreds of operas all
at once. One pianist. And one phonograph player.
In his latest years, John Cage found a way to solve the problem of harmony that his teacher Schoenberg had set
upon him (“You will never be a composer: you have no feeling for harmony”). He found it in asking huge numbers
of simple questions, then setting the answers free in an environment of mutual self-respect.
He called the result: anarchic harmony. Listen for it tonight.
- Andrew Culver (2012)
* According to James Pritchett in his book “The Music of John Cage” (Cambridge University Press)



KdyZ jsem studoval ve Vidni (1963-66), hrél
jsem casto se skupinou Nové hudby ,die
Reihe”. Na jafe 1964 mi zavolal Friedrich
Cerha, jeden z mych profesori na Akademii
a téZ dirigent die Reihe, zdali bych nehrdl
s Cagem, ktery mél mit vystoupeni v Muzeu
20. stoleti. Neméli jsme ponéti, jaké
hudebniky bude Cage potiebovat a Cerha mi
fekl: ,Jen pfijd do muzea a uvidime". Kdyz
jsemrano dorazil, byl tam jiZz Cage s Davidem
Tudorem. VSechny nds vcetné Cerhy poZddal,
abychom Gcinkovali jako perkusionisté.
Doprovédzeli jsme Cunninghamiv Fvent No. 3
1, hrdli jsme paralelng s tancem Cagellv Atlas Eclipticalis ve verzi pro $est perkusionistd.

0d roku 1969 do 1983 jsem Zil v Buffalu a Casto jsem jezdil do New Yorku, kde jsem se skoro pokazdé seSel
s Cagem. Kazdy mdij pfijezd znamenal dal$i setkani. Pozdgji, kdyZ uz jsem v New Yorku bydlel, nebyla nase setkdni
tak tastd, nebyl diivod spéchat na 18. ulici jen proto, abych ho pozdravil. Naposledy jsme se vidéli 5. srpna,
asi tyden predtim, neZ zemfel. Pracovali jsme na pripravé prvniho kompletniho provedeni (vSech 86 partd/sél)
skladby Atlas Eclipticalis pro Carnegie Hall v rdmci oslav jeno osmdesatin. Cage byl jako vZdy v dobré naladé
a smal se, kdy7 zjistil, Ze ta nebo ona osoba, které vénoval ten ¢i onen part/sélo, jiz neZila. Zanedlouho poté,
neoCekavané a k zarmutku a Soku nds vSech, ndsledoval ty, ktefi nas nadobro opustili.

- Petr Kotik (2012)

While | was studying in Vienna (1963-66), Friedrich Cerha called me to ask whether | would perform with Cage
who was about to arrive. “Just come to the Museum of the 20" Century in the Schweizergarten,” Cerha told me
over the telephone, not knowing what to expect. That morning, Cage and Tudor were already at the Museum.
We were asked, including Cerha, to perform Atlas Eclipticalis as percussionists in Merce Cunningham's Dance
Event No. 1.
When | lived in Buffalo, NY (1969-83), | often traveled to New York City and we met almost every time was there.
Later, when | moved to New York, my visits with Cage were less frequent, there was no reason to rush to 18"
Street to say hello. My last visit with Cage was on August 5th, about one week before he died. We worked on the
first complete performance of Atlas Eclipticalis - all 86 parts/solos to be performed. It was for Carnegie Hall,
a concert for his eightieth birthday. As always, he was in a good mood and found it amusing that so many of those
to whom he dedicated each part/solo were already dead. Shortly afterward, to the sadness and shock of us all,
he joined thase who were no longer with us.

- Petr Kotik (2012)
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Opét néco o Johnu Cageovi
Christian Wolff : ,Johne, zacinam plesatét.” (Bylo mi asi 30 let).
John Cage: ,No dobfe, to zni také zajimave."

KdyZ se Cage zacal stravovat makrobioticky, mél zakdzdno jist ovoce. ,Kdyz ale Clovek poruSi pravidla, tak by to
mélo stdt za to,” jednou mi Fekl a dal si - Fraises Du Bois - lesni jahody.
Jednou k ndm pfijde na nav§tévu do Vermontu (v 70. letech) a byl velmi deprimovan - to jsem u néj zazil jen velmi
ziidka. Céstecné to byla bolestivd artritida v prstech (jiz Zadnd hra na klavir) - pfisel s velkym dzbdnem vina a fekl
na omluvu: ,Aby mi to pomohlo spdt.” Taky mu nevychazely vysledky nahodnych operaci pfi kompozici skladby
Apartment House. Byl s tim tak nespokojeny, az si uvédomil, Ze bude muset zacit komponovat znovu.
Mit otevienou mysl, davat pozor. Nic neni zbytecného, nuda neexistuje. Vidy najde$ néco, co upoutd tvou
pozornost. Obecné feceno, prestan mit nazory a vyhybej se souddm (nebo si je nechej pro sebe), i kdyZ (svoje
soudy) doved! komunikovat velmi dobfe - zvjSenym obocim, micenim, nicim nebo odvolanim se na své postoje -
kazdd véc (napf. zvuk) je sdm sebou, ne pro néjaké postrannf Gcely.
V roce 1970 mu pFipadal minimalismus Glasse a Reicha nepfijatelny - a tehdy mi telefonoval (coZ bylo velmi
vzacné v té dobé). Bylo to po koncertd Steva Reicha, Orumming. M&l velmi silné namitky k pocitu a atmosfére
néceho zcela pod kontrolou skladatele, jako by spojoval estetiku s politikou - spoleéenské (coZ znamend
i mravni) stanovisko. Citil velmi ostry rozdil mezi politickym (coZ je vjkonnd moc) a spolecenskym postojem.
Rekl zcela rozumng, Ze pokud bychom chtéli délat politiku, tak bychom méli délat politiku (demonstrovat, aktivné
participovat na volbdch, atd.) a pokud bychom ale chtéli délat hudbu, méli bychom délat jen to.
Byt hudebnikem a délat hudbu jako Ziji sviij Zivot, se vSemi jeho mordlnimi i kaZzdodennimi zdvazky, to pro néj bylo
neoddélitelné spojeno.
Mohl bych pokracovat v nespocetném poctu
piibghd, které by ukdzaly, jak byl v§imavy,
sveZi a seridzné a zodpovedné 7il svlij Zivot,
a jak rad mluvil o svych pfihodédch, nehledé
na jejich vyznam, a demonstroval, jak se diky
vsem témto pfihoddm miZe Clovék nécemu
naucit, jak ocenil absurdni i humorni situace.
Byl ,veselé povahy“, to bylo jasné, ale tak
jednoduché to nebylo. Byl to vyjimecné
inteligentni a pozorny Clovék, ktery poznal
velké krize a tBzka obdobi. Mohl bych Fict, Ze
se doved! vyrovnat s extrémnimi situacemi;
jak s priméfenymi, tak s velmi negativnimi.
Tihl spiSe ke komedii, nez k ponuré néladé
a nevyhnutelnosti tragédie. Jeho skladby
7 posledniho obdobi nesly poeticky klid.

- Christian Wolff (2012)




Morton Feldman, Earle Brown a David Tudor. Christian Wolff je pravidelnym castnikem Institutu a Festivalu
Ostravské dny (participoval na nich v letech 2001, 03, 05, 07 a 09). V roce 2013 bude v Ostravé opét predndset
a koncertovat.

Thinking, Yet Again About John Cage
Christian Wolff to John Cage: “John, I'm getting bald” (at about 30).
John Cage to Christian Wolff: “Well, that’s interesting too.”

When Cage took up the macrobiotic diet, it forbade fruit. “But if you're going to break the rules, make it worthwhile
- fraises du bois (wild strawberries).”
On a visit to our place in Vermont (70s) he was in low spirits - something | very rarely experienced with him.
Partly the painful arthritis in his hands (no more piano playing) - he came with a gallon jug of wine, apologetically,
“to help me get to sleep.” And something hadn’t worked out with the composing of Apartment House. He wasn't
happy with the results of the chance operations, he realized he would have to start over.
Be open, pay attention. Nothing wasted, no boredom. There’s always something to engage your notice. Generally,
avoid judgments (or keep them to yourself), though he could communicate them well enough a raised highbrow,
just saying nothing, or recalling a standard e.g. each thing (e.g. a sound) is there for itself, not for some ulterior
purpose.
In the early 1970s, he found minimalism of Glass and Reich unacceptable - he telephoned (a rare thing at
the time) after a Reich concert, Drumming / think: very strong objections to his feeling of an atmosphere of
relentless, total control. He seemed to be combining an aesthetic with a political - he'd say social (implying
also moral) standpoint. He drew a sharp distinction between the political and the social, the former having to
do with power, the latter not. He did say, quite reasonably, that if you wanted to do politics you should do politics
(demonstrate, vote, participate, etc.); and if you wanted to do music, you should do just that.
Doing music and, so to Speak, doing life, with all its moral as well as ordinary features, were inextricably
connected for him.
There are countless stories, a sign of how alertly, vividly, reflectively and sociably he lived his life, and how
he liked to report on its events, for their instructiveness, absurdity and humor. He claimed to be “of a sunny
disposition” and of course he was, but not so simply. Exceptionally intelligent and observant, he knew crisis and
darkness. You could say he went the way of the balancing reasonableness - and outrageousness - of comedy
rather than the grimness and ineluctability of tragedy. And then, in the late music especially, a poetic quietness.
- Christian Wolff (2012)

Christian Wolff is the only living member of the “New York School” (others were John Cage, Morton Feldman,
Earle Brown, Christin Wolff, David Tudor). He has been a regular participant at Ostrava Days Institute and Festival
(2001, 03, 05, 07, 09) and will again lecture and perform at Ostrava Days 2013.
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Sopranistka MARTHA HERR vystupovala na recitéalech,
operdch a na studiovych nahrdvkéch v Brazilii, Spojenych statech
a Evropé. Pisobi jako sélistka i ¢lenka nékolika komornich
seskupeni. Ve svych predstavenich se zaméfuje na soudobou
a brazilskou hudbu. Mé rozséhly seznam premiérovych uvedenti,
mezi kterd patfi mimo jiné opera Neither skladatele Mortona
Feldmana (Rimskd opera), Europera 5 Johna Cage (nahrano
na American New Music Festival pro Mode Records), stejné jako
Ctyfibrazilské opery. Jejinahrdvky zahrnuji: Bachianas Brasileiras
No. 5 Heitora Villy-Lobose s Rio Cello Ensemble, skladby Virgila
Thomsona a mnoha dalsich soudobych brazilskych skladateld.
V roce 2005 se zdcastnila prvni brazilské produkce Wagnerova
Prstenu béhem IX. Festival de Amazonas in Manaus. V roce 2006
ztvarnila titulni roli premiéry opery Olga brazilského skladatele
Jorgeho Antunese. Za svou uméleckou prdci ziskala v Brazilii
nékolik ocenéni. Na Michigan State Univerzity obdrZela titul DMA
a poté obhdjila na State Univerziry of Sao Paulo (UNESP) post-doktorandskou praci zaméfenou na interpretaci
soudobé brazilské hudby. V roce 2009 se zicastnila Symposia o vyslovnosti evropské portugalStiny ve zpévu
jako zastupkyné Brazilie. Byla také clenkou organizacniho tymu kongresu PortugalStina v hudbé, ktery se konal
vroce 2012 v Lisabonu.

MARTHA HERR has performed in recitals, operas and recordings in Brazil, the United States and Europe
as soloist and as a member of several chamber groups. Her performance specialties include contemporary
and Brazilian music. Her extensive list of artistic premiers include Morton Feldman’s opera Neither (Rome
Opera) and John Cage’s Europera 5 (American New Music Festival - recorded for Mode Records) as well as four
Brazilian operas. Her many recordings include the Bachianas Brasileiras No. b by Hector Villa-Lobas with the Rio
Cello Ensemble, songs by Virgil Thomson and many works by contemporary Brazilian composers. In 2005, she
participated in the first Brazilian production of Wagner's Ring during the IX. Festival de Amazonas in Manaus and
in 2006 she premiered in the title role of the opera 0lga by Brazilian composer Jorge Antunes. She has received
several awards for her work as a performer in Brazil. With a DMA from Michigan State University and defense
of a post-doctoral thesis at the State University of Sao Paulo (UNESP) on the performance of contemporary
Brazilian music. In 2009 she participated in the Symposium on the Pronunciation of Furopean Portuguese
for Singing, representing Brazil in that meeting, and was on the organizing committee for the congress The
Portuguese Language in Music, held in Lisbon in 2012.

Madarskd zpévatka KATALIN KAROLYI pivodné studovala hru na housle, pozdéji studovala zpév u Noélle
Barker a Julie Hamari. Spolu s Rachel Yakar a René Jacobsem zalozila Studio Versailles Opéra. 0d té doby se
zaméruje na repertodr barokni opery, komorni a soudobou hudbu. Zpivala pod taktovkou svétové zndmych
dirigentdi jako je Yehudi Menuhin, William Christie, Philippe Herreweghe, Laurence Equilbey, Paul van Nevel,
Peter Srottner, Bernard Tétu, Roland Hayrabedian a David Robertson. V roce 2000 pro ni a Amadinda Percussion



Group sloZil Gyorgy Ligeti pisiiovy cyklus Sippal, dobbal, nadihegediivel, ktery zaznél také na Ostravskych dnech
2009. Nahravka této skladby se souborem Amadinda vySla u Teldec Classics v ramci Ligetiho kolekce. V sezdné
2010-11 méla na programu Beriovy a Ligetiho skladby se Seoul Philharmonic, nové dilo Jos van den Putte s Asko
Schoenberg Ensemble a Sippal, dobbal, nddihegedivel s Ars Nova. S Los Angeles Philharmonic se zicastnila
festivalu organizovaného Thomase Adésem, kde byly zarazeny Sippal, dobbal, nddihegediivel, Stravinského
Svatba a novd opera Geralda Barryho na motivy hry Oscara Wilda Jak je diileZité miti Filipa.

Born in Hungary, KATALIN KAROLY! began her
musical studies on the violin before studying singing
with Noélle Barkerand Julia Hamari. She wenton to setup
the Studio Versailles Opéra with Rachel Yakar and René
Jacobs. Since then she has concentrated on repertoire
from baroque opera, chamber music and contempaorary
music. Katalin Kdrolyi has sung under the direction of
conductors such as Yehudi Menuhin, William Christie,
Philippe Herreweghe, Laurence Equilbey, Paul van Nevel,
Peter Srottner, Bernard Tétu, Roland Hayrabedian, and
David Robertson. In 2000 Gyérgy Ligeti composed
Sippal, dobbal, nédihegediivel for her and the Amadinda
Percussion Group which was performed at 0strava Days
2009. She gives reqular concerts throughout Europe
with Amadinda Percussion Group and Ictus Ensemble.
During the 2010-11 season she sang Berio and Ligeti
with the Seoul Philharmonic, a new work by Jos van den
Putte with the Asko Schoenberg Ensemble and Sippal,
dobbal, nddihegediivel with Ars Nova. She also appears
with the Los Angeles Philharmonic in a festival curated by Thomas Adés which includes performances of Sippal,
dobbal, nddihegedivel, Stravinsky Les Noces and new opera by Gerald Barry based on The Importance of Being
Earnest.

ALEXANDR STARY (1983) pochazi ze severomoravské metropole Ostravy, kde studoval mistni Jandckovu
konzervator u profesorky Marty Toaderové. Diky svému zajmu nejen o Cisté hudebni discipliny vSak ve stejné
dobé navStévoval také Gymndzium 0lgy Havlové. Po stiedoSkolském studiu absolvoval Fakultu uméni Ostravské
univerzity, kde nyni plsobi jako korepetitor. Své interpretacni zkuSenosti mél moznost si rozsifit také Gcast
na mistrovskych kurzech u pedagogd takového svétového véhlasu, jakymi jsou Dimitri Bashkirov, Zoltdn
Kocsis, Marta Gulyds i Andrzej Jasinski. Své Ctyfleté plsobeni na prestiZni Letni akademii v némeckém
Pommersfeldenu zavrSil v roce 2008 provedenim 2. klavirniho koncertu Sergeje Rachmaninova pod taktovkou
Sergio Cardenase. Casto koncertoval s Jandckovou filharmonii Ostrava, Statni filharmonii Brno a jinymi orchestry.
Byl mnohokrat ocenén na mezindrodnich soutézich (nejvy$si ocenéni na Mezindrodni Beethovenoveé soutézi
v Hradci nad Moravici a Mezinarodni soutéZi F. Chopina v Maridnskych Laznich). Ji7 od Gtlého détstvi kombinuje




drahu sélovou s Cinnosti hrace komorni hudby a je proto mnohymi interprety ¢asto zvan ke spolupraci. Pro
svou vSestrannost je cenén nejen instrumentalisty, ale diky svym mnohaletym zkuSenostem v oblasti pisné
a opery je vitanym spoluhrdcem i pro mnohé pévce. Diky spoluprdci s pévcem Janem Martinikem ziskal také
ocenéni pro nejlepsiho korepetitora Mezindrodni pévecké soutéze Jeleny Obrazcovové v Moskveé nebo pozvanku
na mistrovské kurzy zamérené na interpretaci némecké pisné vedené Thomasem Quasthoffem. Dlouhodobé
spolupracuje také s houslistkou Martinou Bacovou nebo basistou Richardem Novakem. JiZ pres deset let je
clenem klavirniho tria A Tre.

ALEXANDR STARY (1983) comes from the Northern
Moravian city of Ostrava, where he studied at the Jandcek
Conservatory under Professor Marta Toaderovd. At the same
time, he studied other subjects at the Olga Havel High School.
After secondary studies, he graduated from the Faculty of Arts,
University of Ostrava, where he now works as an accompanist.
He has had the opportunity to participate in master classes
with such world-renowned teachers such as Dmitri Bashkirov,
Zoltan Kocsis, Marta Gulyds, and Andrzej Jasinsky. His four-year
activity at the prestige Summer Academy in Pommersfelden,
Germany, he highlighted by performing Piano Concerto No.2 by
Sergej Rachmaninov, conducted by Sergio Cardenase. He often
performed with the Jandcek Philharmonic Orchestra and Brno
Philharmonic Orchestra, and other orchestras. He has received
many awards in international competitions (the top award in the
International Beethoven's competition in Hradec nad Moravici
and International Competition of F. Chopin in Maridnské Ldzné). Since his childhood he has combined his solo-
career with ensemble playing, therefore, he is often invited by many artists to collaborate. He was awarded as
the best accompanist on the Jelena Obrazcova International Singers Competition in Moskva for his performances
with Jan Martinik, and invitation for master class focused on interpretation of German song led by Thomas
Quasthoff. He also collaborates with violinist Martina Bacova and bassist Richard Novak. He has been a member
of the piano trio A Tre for over ten years.

ANDREW CULVER (1953) je autorem komornich i orchestralnich skladeb, elektronické a pocitacové
hudby, zvukovych a hudebnich skulptur, filmii, svételnych designdi, textovych dél i instalaci. Na koncertech
Culver pouZivd zdroje zvuku, které sam vynalezl. Vyviji viastni databdze a softwary k realizaci svych dél, ale i pro
druhé, aby jim umoznil pracovat s nahodnymi operacemi. Také piSe o hudbé, umeéni a anarchii. Andrew absolvoval
na McGill University magisterské studium skladby a na MIT poCitacovou kompozici. V roce 2007 se na MIT vratil
a dokonCil zde na manazerské Sloan School studium Entrepreneurship Development Program.

Culver zkomponoval vic neZ 60 skladeb pro riiznd média, mezi néZ patfi i mikrotonaini Architectonic Space,
Signature pro bici nastroje, hudebni skulptura Music with Tensegrity Sound Source 15, pocitacovd hudba

PCOOSS, film From Zero a pocitacovd projekce textu (s cilem dosahnout nemozného pfenosu pamétového



otisku z jednoho podobného obrazu na druhy). Andrew se 11 let vénoval
vyhradné praci pro skladatele Johna Cage. Byl jeho jedinym uméleckym
asistentem, hluboce ponofen v estetickych, tvlrcich i filosofickych
mySlenkdch nejvétSino amerického myslitele o umeéni. V poslednim
desetileti Cageova Zivota mu byl Andrew také hlavnim pomocnikem
pfi tvorbé. Prevedl jeho kompozicni postupy na pocitacové programy
a databdze. Po celém svété reziroval jeho opery a fidil mnoho instalaci.
V letech, kdy spolupracovali, Cage charakterizoval Culverovu praci jako
pfiklad ,anarchické harmonie".

ANDREW CULVER (1953) makes chamber and orchestral music,
electronic and computer music, sound sculpture and music sculpture, -
film, lighting, text pieces, and installations. He performs concerts on sound Sources of his own invention.
He develops databases and software to realize his work, and to make chance operations accessible to others.
He also writes about music, art and anarchy.

Andrew graduated from McGill University with a Masters of Music Composition, and composed computer music
atMIT In 2007, Andrew returned to MIT to complete the Entrepreneurship Development Program at the MIT Sloan
School of Management.

Culver is the composer of over 60 works in varied media, including microtonality (Architectonic Space),
percussion (Signature), music sculpture (Music with Tensegrity Sound Source #5), computer music (PC00SS),
film (From Zero), and computer projected text (to reach the impossibility of transferring from one like image
to another the memory imprint).

Andrew spent 11 years totally involved in the work of the composer John Cage. He was Cage's sole artistic
assistant, deeply embedded in the aesthetic, creative and philosophical ideas of America's greatest artistic
thinker. Andrew was also Cage’s chief implementer during the last decade of his life, moving Cage’s processes
into computer programs and databases, and directing his operas and many installations worldwide. During the
years they worked together, Cage came to describe his work as exemplifying an ,anarchic harmony”.
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Divadlo Jifiho Myrona / Jifi Myron Theatre
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FrantiSek Chaloupka Eva a Lilith o)

Libreto na motivy mytologického pfibéhu o dvou Adamovych Zendch napsal skladatel / The libretto, based on the
myth of two Adam’s women, was written by the composer

0soby a obsazeni [ Cast

EVA Lucie Pachovéa (Brno)

LILITH Lucie Vitkova (Brno)

Dunami Ensemble, FrantiSek Chaloupka, umélecky vedouci / Artistic Director (Brno)

SCENICKA REALIZACE | STAGE DIRECTORS Jifi Nekvasil, David Bazika (Ostrava)
DRAMATURG / DRAMATURGY Petr Gejgus (Ostrava)
DELKA PREDSTAVENI | TIME PERFORMANCE 50 min.

Objedndvka Ostravského centra nové hudby / Commissioned by Ostrava Center for New Music
Svétovd premiéra [ World Premiere

FRANTISEK CHALOUPKA (1981, Frydek-Mistek) vystudoval Jandckovu konzervatof v Ostravé (2000-04)

v roce 2006 studijnim pobytem na Krélovské konzervatofi v Haagu, kde studoval u Louise Andriessena, Martijna
Paddinga, Richarda Ayrese, Clarence Barlowa, Diderika Wagenara a Giliuse van Bergeijka. Na Ostravskych dnech 2007
byla provedena jeho orchestraini skladba An Ancient Calligraphy. JAMU absolvoval v roce 2009 skladbou Naklonit
si Nebesa pro symfonicky orchestr, kterd byla uvedena také Janackovou filharmonii Ostrava na 0stravskych dnech
2009. Vroce 2011 spoluzaloZil Dunami Ensemble, jehoz je i uméleckym vedoucim. Na objedndvku NODO sloZil operu
Eva a Lilith.

FRANTISEK CHALOUPKA (1981, Frydek-Mistek) initially studied singing and
composition at the Jandcek Conservatory in Ostrava (2000-04). He then continued
his composition studies at the Jandcek Academy of Music (JAMU) in Brno under
Martin Smolka. Subsequently, he attended the Royal Conservatoire in the Hague in
2006, studying under Louis Andriessen, Martijn Padding, Richard Ayres, Clarence
Barlow, Diderik Wagenaar, and Gilius van Bergeijk. Ostrava Days Festival 2007 hosted
a performance of his orchestral work An Ancient Calligraphy. Chaloupka graduated
from JAMU in 2009, after completing his piece Naklonit si Nebesa (Smooth the Heaven)
for symphony orchestra. This composition was performed by Janacek Philharmonic
Orchestra at Ostrava Days 2009. In 2011 he founded Dunami Ensemble, where he is
Artistic Director. Eva and Lilith is his new opera, commissioned by NODO festival.




Eva a Lilith
Adam a Eva. Adam a Lilith. Eva a Lilith.

Podle starych mezopotamskych mytd, Zidovskych gnostikii nebo kabalistii nebyla prvni Adamovou Zenou
Eva, ale Lilith. Byla stvorena rovnocennd Adamovi, byla vsak prilis divokd a nezavisld. Poté, co se vzeprela Bohu, byla
vyhnana k Rudému mofi, kde se stala nevéstou a viadkyni démond. Adam prosil Boha, aby ji nasel, Bih tedy posial tfi
andely, aby ji pfivedli zpét, ona se vsak rozhodla, Ze se nevrati a v disledku toho se z ni stal zIy démon. Tento pribéh
byl z Bible vyrazen. Podle legendy byla Lilith také onim hadem, ktery podal Evé v réji jablko, aby se pomstil.
Opera Eva a Lilith vychdzi 7 tématu kontrastnich archetypd pokorné a vérné Evy a démonické, smysing Lilith. Tyto
dva archetypaini principy se navzdjem svari, zaujimaji odliSné postoje k sobé samym i k muZskému Svétu.
Mytologicky pribéh dvou bdjnych postav je také proklddan vyjevy z redlné historie, kde vedle sebe Ci proti sobé stoji
avé Zeny, vétsinou dvé Zeny slavného muze. Vyjevy odkazuji napi. k osudim slavnych herecek, k milenkdm Jima
Morrisona, Zenam nacistickych pohlavari ¢i antickych hrdinek, svétic, prokletym Zenam a carodéjnicim. Premysii
0 pozici Zeny ve spolecnosti, o gendrovych stereotypech, o tom, jak se Zeny vyrovnavaji se svétem tvorenym
mocnymi muZi.
Eva a Lilith je erotickym nabojem jiskrici féerii, pestrou koldZi, kabinetem kuriozit. Je prehlidkou Zenské krdsy
a uSlechtilosti, stejné jako jejich odvrdcené tvare, temna a Zenskych bési.
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Eva and Lilith
Adam and Eva. Adam and Lilith. Eva and Lilith.

According to ancient Mesopotamian myths, Jewish Gnostics and Cabalists believe the first wife of
Adam wasn't Eva but Lilith. Lilith was created to be equal to Adam, but she was too wild and independent. After
she resisted God, she was expelled to the Red Sea, where she became the bride and mistress of demons. Adam had
prayed to God to find her, so God sent three angels to bring her back, but she decided to stay. She became an evil
demon. This Story was discarded from Bible. According to legend, Lilith was also a snake who gave Eva an apple in
revenge.
The opera Eva and Lilith draws on the theme of these contrasting archetypes: the meek and faithful Eva, and the
demonic and sensuous Lilith. These two archetypes are struggling, both against each other as well as against the
male world.
This mythological story about these two great characters is interwoven with scenes from history where two women
fight against each other - mostly the two women of a famous man. Scenes recall the fate of famous actresses,
or Jim Morrison's mistresses, Nazi boss’ wives, ancient heroines, holy women, cursed women and witches. It is
a reflection about woman's position in society and how women deal with a world ruled by powerful men.
Eva and Lilith is a féerie sparkling with erotic charge, a multifarious collage, a curio cabinet display. It is an
exhibition of feminine beauty and sublimity as well as of their reverse face: that of darkness and feminine demons.

LUCIE PACHOVA (1988) studuje obor MultimedidIn
kompozice na brnénské JAMU u Richarda Fajnora,
Jaroslava Stastného a Ivo Medka. Ve svych autorskych
multimedidlnich projektech kombinuje prostfedky
divadla, zvukové kompozice, instalace, animace, tance
a fotografie. Zabyvd se tviiréimi pFistupy k divadelni,
pohybové a zejména k hudebni improvizaci (v jazzove,
etnické, elektroakustické a soudobé hudbé). V roce
2010/11 studovala na Codarts Academy v Rotterdamu
indickou hudbu. Byla rezidentkou Ostravskych dnii 2009,
Gcastnici mezindrodniho improvizacniho projektu ONCZ
: (2010), poradatelkou improvizacnich dilen a koncertd
v ramci FestFest (2008). Je také autorkou hudby k nékolika studentskym filmim a divadelnim predstavenim
Prekrocit prah(2008), Lancelot(2008), Endma elis (2009), Theatre Brett(2010), Gulag (2011), Uprchlici (2012),
Krandzilica (2012) nebo Zalb (2011).

LUCIE PACHOVA (1988) studies multimedia composition at Jandcek Academy of Performing Arts, with
prof. Richard Fajnor, prof. Jaraslav Stastny and prof. Ivo Medek. In her multimedia projects, she combines
theater, sound composition, installation, animation, dance and photography. She is interested in a creative
approach toward theater, motion and musical improvisation in jazz, ethnic, electro-acoustic and contemporary
music. In 2010/2011 she studied Indian music at the Codarts Academy in Rotterdam. She was a resident-student



at Ostrava Days 2009, participated in the international improvisation project ONCZ (2010), and organized
improvisation workshops and concerts during Festfest (2008). She has also composed several soundtracks for
student films and theater performances: Prekrocit prah (2008), Lancelot (2008), Enlima eli§ (2009), Theatre
Brett (2010), Gulag (2011), Uprchlici (2012), Krandzilica (2012), Zalb (2011).

LUCIE VITKOVA (1985) absolvovala hru na akordeon
u Miroslava Moryse na Konzervatofi v Brné. Zde se také vénovala
kompozici pod vedenim Pavia Novdka Zemka. 0d roku 2008 studuje
kompozici u Martina Smolky na JAMU v Brné a zaCala se aktivné
zajimat i o improvizovanou hudbu pod vedenim Jaroslava Stastného.
Pfi studiu hudby zaroven vyucuje step na Divadelnf fakulté JAMU.
Zicastnila se rlznych skladatelskych a improvizacnich kurzil
napf. byla rezidentkou Ostravskych dnd 2009 a 2011. Dale ji
vyugovali: Mark Bobak, Zsolt Nagy, Fabian Panisello, Rod Paton,
David Rosenboom, Christopher Williams a Walter Zimmermann.
Vroce 2012 konéi stdZ na konzervatofi v Haagu a bude pokracovat
ve studiu na California Institute of the Arts.

LUCIE VITKOVA (1985) studied at the Brno Conservatory, where she graduated in accordion (with Miroslav
Morys) and composition (with Pavel Novak Zemek). Since 2008 she has studied composition under Martin
Smolka at Jandcek Academy of Music in Brno (JAMU). At the Academy she came to the improvisation class of
Jaroslav Stastny and now she is active in the field of improvised music as well. Parallel to her study of music
she teaches tap dance at the Faculty of Theatre of JAMU. She was a resident of Ostrava Days 2009 and 2011 and
also took lessons with following lectors: Mark Bobak, Zsolt Nagy, Fabidn Panisello, Rod Paton, David Rosenboom,
Christopher Williams, and Walter Zimmermann. She will finish her studies at the Royal Conservatory in The
Hague in 2012, and will continue studying at California Institute of the Arts.

DUNAMI ENSEMBLE byl zaloZen v dubnu 2011 a sviij prvni koncert odehrdl na Jandckové akademii
v Brné se skladbou The Book of Sand. Jadrem souboru jsou pro klasickou hudbu ponékud atypické nastroje (el.
kytara, perkuse, saxofon, akordeon, atd.), amplifikace klasickych ndstrojd nebo prolindni hudebni praxe vazné
i nonartificialni hudby (rock, experimental). Hudebnici jsou aktivni jak na poli klasické, tak na poli jazzové
a soudobé hudby (contemporary, experimental), coZ vytvari idedini podminky pro jejich tvorbu. Soubor stavi
na osobitém instrumentaria vliastnim ,soundu”. Soubor se zaméFuje vyhradné na autorsky repertodr. Uméleckym
vedoucim souboru je skladatel FrantiSek Chaloupka. Koncerty slibuji hudebni i vizuaini zéZitek s promySlenou
dramaturgi.

Clenové Dunami Ensemble: Radim Hanousek (saxofony), Edgar Mojdl (strunné néstroje, flétny, Salmaj), Vladimir
Trebicky (perkuse), Maridn Friedl (kontrabas, maly cimbal), FrantiSek Chaloupka (elektricka kytara), Lucie
Vitkova (zpév, akordeon), Lucie Pchova (zpév, saxofon).




DUNAMI ENSEMBLE was established in April 2011. Its first performance was at the Jandcek Academy
of Music and Performing Arts in Brno, premiering a compasition called The Book Of Sand. The core ensemble is
a quite atypical group of instruments for classical music such as the electric guitar, percussion, saxophone,
accordion, and amplified classical instruments, or diffusion of classical and other music (rock, experimental).
The musicians have experience in the fields of classical, jazz and modern music (contemporary, experimental),
which creates the perfect conditions for their work. The ensemble focuses on the compositions of its members,
led by composer and Artistic Director FrantiSek Chaloupka. The concert will be a great musical and visual
experience with well-compiled dramaturgy.

Dunami Ensemble: Radim Hanousek (Saxophones), Edgar Mojdl (Strings / Flute / Reeds), Viadimir Trebicky
(Percussion), Maridn Fried! (Contrabass / Cimbalom), FrantiSek Chaloupka (El. Guitar), Lucie Pachavd (Voice /
Saxophone), Lucie Vitkovd (Voice / Accordion).

JIRI NEKVASIL (1962) absolvoval studium operni rezie
na hudebni fakulté AMU. V roce 1988 zaloZil spolu se scénografem
Danielem Dvorakem Operu Furore, experimentaini operni studio.
0 dva roky pozdgji byli oba jako intendanti povéfeni fizenim
Komorni opery Praha, kterou reorganizovali na Operu Mozart.
0d roku 1998 pisobil jako umélecky $éf, dramaturg a reZisér
ve Statniopere Praha.Vletech 2002-2006 zastdval postSéfaopery
Ndrodniho divadla v Praze. 0d 1. 1. 2010 je feditelem Nérodniho
divadla moravskoslezského. V divadle reZiroval pres osmdesat
pfevazné opernich inscenaci nejen na prednich ceskych scéndch,
ale také v zahranici (Némecko, Argentina, Francie, Norsko,
LotySsko, USA, Irsko, Slovensko, Itdlie, Finsko, Estonsko). Pres
Siroky stylovy rozsah inscenovaného repertodru je dlouhodobé
v centru jeho zajmu predevSim hudba 20. stoleti a soudobd
tvorba, na fadé scénickych projekt( se podilel rovnéZ autorsky.
Radu projektd pripravil ve svétové, ceské ti novodobé premiéfe
ainscenoval dila skladateld jako Michael Nyman, John Adams, E.
W.Korngold, Alexander Zemlinsky, Manfred Gurlitt, LeoS Janédcek,
Bohuslav Martinii, E. F. Burian, Josef Berg, Jan Klusdk, Hanu$
Barton, Emil Viklicky nebo Karel Weis. Z divadelnich inscenaci
z posledni doby je mozno zminit opery Zivot prostopdsnika 1. Stravinského, Cardillac P. Hindemitha, Julietta
B. Martin, Madama Butterfly a Turandot Giacoma Pucciniho, Tfi Pintové C. M. Webera / G. Mahlera a Armidu
Antonina Dvordka. Je spoluautorem a zdroven rezisérem opery Zitra se bude..., kterou napsal spolu s AleSem
Biezinou pro pévkyni Sofiu Cervenou uvedenou na scéné prazského Narodniho divadla - v Divadle Kolowrat
v 2008. Tato inscenace byla v anketé Divadelnich novin a Cen Alfréda Radoka vyhodnocena jako operni inscenace
roku 2008. Vedle prace v divadle spolupracuje Jifi Nekvasil jako rezisér témér 20 let také s Ceskou televizi, podili
se predevsim na tvorbé hudebnich pofadd (pfes 130 reZif). Je autorem fady dokumentdrnich filmd, napf. Alois
Haba, Jan Klusdk, Opera podle Josefa Berga, Operni mdg Vaclav Kaslik, Gustav Mahler, dvou film{ vénovanych



Bohuslavu MartinG (Nvrat z exilu, Martind a Amerika) a hudebniho filmu vénovaného Ervinu Schulhoffovi (Zuby
mi cvakaji v rytmu shimmy). V Ceské televizi natocil i nékolik oper - zaznamy vlastnich opernich inscenaci
(Golem, Bubu z Montaparnassu, Es war einmal, Polsky Zid, Tajemstvi) a dale televizni a filmovd zpracovani oper
Ivan Kurz - Vecerni shromdzdéni, Josef Berq - Odysseiiv navratnebo Evropskd turistika. Jeho filmova zpracovani
dél B. Martind Podivuhodny let a Sizy noZe byly ocenény na mezindrodnim televiznim festivalu Zlatd Praha
1999 Zlatym kriStdlem a v roce 1999 na Festivalu Screening Stage Arts Prize hlavni cenou Grand Prix a cenou
za NejorigindIngjsi zpisob rezZie.

JIRI NEKVASIL (1962) graduated from the Music Faculty of the Academy of Performing Arts, where he
studied opera directing. In 1988, with the set designer Daniel Dvorak, he established an experimental opera
company, Opera Furore. Two years later they became Stage managers of the Chamber Opera Prague, which
they transformed into Opera Mozart. In 1998 Jifi Nekvasil began work for the State Opera Prague as artistic
director, dramatic adviser and Stage director. Between 2002 and 2006 he was the Artistic Director of the
National Theatre Opera in Prague. From January 1, 2010, he has been the Director of the National Moravian-
Silesian Theatre. He has directed more than eighty performances, mainly operas, on Czech stages as well as
abroad (Germany, Argentina, France, Norway, Latvia, USA, Ireland, Slovakia, Italy, Finland, Estonia). In spite
of the large span of the repertoire he staged, his main long-term focus is the music of the 20th century and
contemporary works. With many stage projects, he participated as the author. He mounted a number of projects
as world, Czech or period premieres, and the works of such composers as Michael Nyman, John Adams, E. W.
Korngold, Alexander Zemlinsky, Manfred Gurlitt, Leos Jandcek, Bohuslav Martind, E. F. Burian, Josef Berg, Jan
Klusak, Hanu$ Bartori, Emil Viklicky or Karel Weis. Figuring among his recent works are the operas The Rake’s
Progress by I. Stravinsky, Cardillac by P. Hindemith, Julietta by B. Martind, Madama Butterfly and Turandot by
Giacomo Puccini, The Three Pintos by C. M. Weber/ G. Mahler and Armida by Antonin Dvoiak. With AleS Brezina,
he is the co-author of the opera Tomarrow there will be... which he also directed. It was written for the singer
Soria Cervend and staged at the National Theatre in Prague in Kolowrat Theatre in 2008. In a survey by Theatre
Newspaper and Alfréd Radok’s Awards, this performance won the title Best Opera Performance of 2008. Besides
his work in theatre, Jifi Nekvasil also has been working as director with Czech TV for almost 20 years, mainly in
the preparation of music programmes (more than 130). The list of his works includes a number of documentary
films, such as Alois Haba, Jan Klusak, Opera after Josef Berg, Opera Magician Vaclav Kaslik, Gustav Mahler, two
films devoted to Bohuslav Martind (Return from Exile, Martini and America) and the musical film dedicated
to Ervin Schulhoff (My teeth rattle to the beat of the shimmy). He has also adapted several operas for Czech
television: recordings of his own opera stagings (Golem, Bubu of Montaparnasse, £s war einmal, The Polish Jew,
The Secret), and further stagings of such operas as Evening Congregation by /van Kurz and Ulysses' Return or
European Tourism by Josef Berg. The film adaptations of B. Martini’s works An Amazing Fly and The Tears of the
Knife were awarded the Golden Crystal Prize at the 1999 Golden Prague International Television Festival and the
main prize, Grand Prix, along with the prize for “The mast original method of directing’, at the 1999 Screening
Stage Arts Prize Festival.
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DAVID BAZIKA (1974) studoval na Fakulté architektury CVUT
a DAMU - katedra scénografie. Svou Cinnost déli mezi préce
pro televizi, film, architekturu, scénické expozice a predevsim
divadelni scény. Spolupracoval pfiblizné na padesati inscenacich,
na velkych i malych jevistich v Praze, Ostravé, Brné, Olomouci,
Plzni a dalSich scéndch. NejCastéji spolupracuje s reZiséry
Radovanem Lipusem (Elling a Kjell, Nejspi§ snis, Humble Boy,
Vrdtila se jednou v noci, Hra o Jandckovi, Bldzen a jeptiska,
Matka, Yvonna - princezna burgundanskd ad.), Jurajem Deakem
(Funny Girl, Kralovna Margot, Hledd se muz. Zn: Bohaty, Nejlepsi
kamarddky, Caj u krdlovny, Cerveny a Cerny, Zkroceni zI€ Zeny
ad.), Stépanem Paclem (Holky Elky, Osifely zdpad), Véclavem
Klemensem (777 sestry, Jeji pastorkyna, Romeo a Julie atd.),
Jitim Nekvasilem (opery Armida A. Dvofaka a Werther), Januszem
Klimszou (Bambini di Praga, Konec masopustu, Marat/Sade),
Michalem Langem (Ddvnikové), Davidem Drabkem a dal$imi. 0d sezdny 2009/2010 je scénografem a $éfem
vypravy Narodniho divadla moravskoslezského v Ostravé a pedagogem DAMU v Praze.

DAVID BAZIKA (1974) studied at the Faculty of Architecture of the Czech Technical University in Prague
and the Theatre Faculty of the Academy of Performing Arts in Prague, in the Stage Design Department. He splits
his work between television, film, architecture, and stage expositions, with a focus on stage design. He has
collaborated on nearly fifty performances, both on large and small stages in Prague, 0strava, Brno, Olomouc,
Pilsen, and elsewhere. His most frequent collaborators are directors Radovan Lipus (such as Elling and Kjell, You
Are Probably Dreaming, Humble Boy, Once at Night Did She Return, The Play on Jandcek, The Fool and the Nun, The
Mother, Yvonne - the Princess of Burgundy), Juraj Dedk (such as Funny Girl, Queen Margot, Thoroughly Modern
Millie, The Best Friends, Tea in Richmond, The Red and the Black, The Taming of the Shrew), Stépdn Pdcl (EIky Girls,
West - the Orphan), Vdclav Klemens (such as Three Sisters, Jenufa, Romeo and Juliette), Jifi Nekvasil (the operas
Armida by A. Dvoidk and Werther), Janusz Klimsza (Bambini di Praga, The End of Carnival, Marat/Sade), Michal
Lang (Davnikové), David Drabek and others. Since the 2009/2010 season he has been the stage designer and the
stage set manager of the National Moravian-Silesian Theatre in 0strava and a tutor at the Theatre Faculty of the
Academy of Performing Arts in Prague.
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Divadlo Jiriho Myrona / Jifi Myron Theatre

Salvatore Sciarrino Infinito nero (139
Libreto podle zapisu sv. Marie Maddaleny de’ Pazzi (1566 - 1607) | The libretto is a transcript of a vision
by St. Maria Maddalena de’ Pazzi (1566 - 1607)

Osoby a obsazeni | Cast
ST. MARIA MADDALENA DE' PAZZI Katalin Kédrolyi, Mezzosoprano (Budapest)
Ostravska banda, Petr Kotik, dirigent / Conductor (Ostrava [ New York)

SCENICKA REALIZACE | STAGE DIRECTORS Jifi Nekvasil, David Bazika (Ostrava)
DELKA PREDSTAVENI | TIME PERFORMANCE 25 min.

Hudbu italského skladatele SALVATORE SCIARRINA (1947, Palermo) Ize moZnd nejlépe charakterizovat
oxymoronem jako ,akustické divadlo nognich zvuk{“. Evokuje napétia tajemnost nocnich Selestl, ndhla zaskfipnuti
starého nabytku, vzdalené zvuky mofe a nocniho hmyzu. Sciarrino je ve svych asociacich vrcholné psychologizujici
a veédomé manyristicky, az dekadentni - jakoby ve skladbdch tohoto autora cosi neustale ,viselo ve vzduchu',
jakoby predznamendvaly dramatickou akci, kterd vSak jako takova byvéd jen naznacena nebo (piné zamlicena. 21
Sciarrino preferuje extrémni dynamické rozdily, respektive vétSinou velmi slabé zvuky na samé hranici ticha, N
a typicky stavi na sugestivnim opakovani nékolika jednoduchych prvki. Je hrdym samoukem a sviij origindlni

apres bezmala Ctyri desitky let témér neménny hudebnijazyk nalezl jiz velmi zahy. Vytvoril velké mnoZstvi skladeb

(napf. vice neZ deset rozsahlych oper) a jiz po mnoho let patfi k nejvétsim ,hvézdam* soudobé vazné hudby - mimo

jiné jako jeden z téch, kdo se zaslouZili o nebyvalé obohaceni palety nastrojovych zvuki a zvla§tnich technik.
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Music of the Italian composer SALVATORE SCIARRINO (7947, Palermo) can be probably best characterized
by the following oxymoron: “acoustic theatre of night sounds.” It evokes a tension, the mystery of night rustles,
sudden creaks of old furniture, distant sounds of the sea and those of night insects. In his assaciations,
Sciarrino uses highly psychological and deliberately mannerist, even decadent means - in his compositions
there is the permanent feeling of “something hanging in the air," as if they anticipated a dramatic action that,
however, usually stays only implied or completely suppressed. Sciarrino prefers extreme dynamic changes,
mastly very soft sounds at the very edge of silence with a suggestive repetition of several simple elements that
is typical for him. He is a proud autodidact and he found his musical language - original and almost unchanged
over some forty years - very early. He wrote a many compositions (including more than ten large-scale operas)
and for many years he has been among the biggest “stars” of contempaorary art music. He has the considerably
enriched the palette of instrumental sounds and extended techniques.

PGvodné scénicky koncipovand piilhodinové skladba Infinito nero (Cerné nekoneéno) (1998) nese
podtitul Estasi di un atto (Extdze v jednom aktu). Je inspirovdna podivnym pfib&hem mysticky Marie Maddaleny
de’Pazzi, ktera zila okolo roku 1600. Sama ze svych mystickych, désivych vizi, u nichZ nelze prilis dobfe rozliSit
mezi hlasem BoZim a ddbelskou posedlosti, nezapsala prakticky nic. Byla obklopena osmi novickami, kterym
Jdiktovala" - ve stavu nepficetnosti vyrdZela slova a véty v neuvéritelné rychlé kadenci, aby v zdpéti upadia
do dlouhého, strnulého miceni. Obraz vySinuté Zeny dobfe koresponduje s Sciarrinovymi typickymi postupy
a zélibou v ,zobrazovani* krajnich psychickych stavii: po vétSinu skladby zni evokace dechu a srdegniho pulzu
v sotva slySitelné dynamické hlading, dusivé napéti je jen tu a tam preruSovano prekotnymi vpady zpévacky-
herecky. Zdani katarze, jiz pfindSi konec skladby s diatonickym popévkem, je vskutku jen zdanim - i kolovrdtkovy
motiv pfipominajici détskou fikanku nebo modlitbicku je nehluboko pod povrchem zatiZen stejnou patologickou
exaltaci, jakd viddne celou skladbou, vSe se vraci do pdvodniho stavu.

The thirty minute long composition Infinito nero (1998), originally conceived for stage, is subtitled Estasi di
un atto (One Act Ecstasy). /t is inspired by the peculiar story of Maria Maddalena de'Pazzi, a mystic living around
1600. She herself recorded almost nothing of her mystical, terrifying visions where it is difficult to differentiate
the voice of God from demonic possession. Surrounded by eight novices, she “dictated” - insane, she rapped words
and sentences in an incredibly fast cadence falling into a torpid and long silence immediately afterwards. The
image of a deranged woman corresponds well with Scarrino’s typical compositional methods and his predilection
for “depicting” extreme psychical states: during most of the composition one can hear an evoked breathing and
heart beat in a hardly audible dynamic level, the suffocating tension only occasionally interrupted by precipitate
eruptions of the singer-actress. The illusion of catharsis brought at the end of the composition by a diatonic tune is
really only an illusion - even the barrel-organ motif reminding of a nursery rhyme or prayer is very near the surface
loaded with the same pathologic exaltation that rules over the whole composition, all comes back to the original
state.

- Petr Bakla



Katalin Kdrolyi, Ostrava Days 2009
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Salvatore Sciarrino
INFINITO NERO | CERNE NEKONECNO

duSe se proménovala v

krev tak, ze

s-tvarela krev, Ze

se nedalo pochopit pak nic jingho

pak nic jiného nezZ krev, vidét

nic nez krev, vy-chutnat nic nez

krev, citit

nic nez krev, nemyslet na

nic nez u-nitf nez na

krev, nemoci myslet nez

myslet nez myslet nez myslet nez

nez nakrev.

A vSechno co Cin-ilo

se potapélo a

potd-pélo a utdpélo

u-tépélo

u-tépi-vain tuhle krev

vtékat se soutoky vtékala stékala a krev vtékala
stékala v tocich stékat

stéka stéka v tocich stékaly otoky

utdpélo se v té krvi

vtékat se soutoky vtékala a stékala a ta

vtékala a stékala v tocich stékat stékd stéka toky
vtékaly v tocich

vtékat toky vtékala stékala a krev vtékala stékala toky
stékat

stékd stéka toky stékaly sou-toky stékaly piekotné
preskakujice

vtékatise vtoky vtékala stékala a krev vtékala vié-

a krev vtéka-la stéka-la v-tékati stéka-ti stéka sté-kd
v-tékd vtéka-

ly soutoky stékaly soutoky stékaly

at ak at ak mi Svaty vylil na hlavu nadobu a krev
mé prikryla zcela zcela. | Svata vylila. Mléko smich-
ané-s krvi

Mi déld krdsny hdv. Zas-tinénd tvér.
och,och,och

och,och,och,och kdyby rostliny
och kdyby rostliny

och kdyby rostliny mohuy

mo hly vidsce mit,

nekfice-ly by nic nez

och, co jd vim,

timui timore amoris

timui timore amoris

timui timore amoris

timui timore amoris

timui timore amoris

hat se bat-se milovat ale rci to
alercitorcito

mors-intravit per fenestras

per fenestras.

Ale pro€ ty si pred-stavujesS postavy a tvafe, vydech,
vdech a dech

v tobé v tobé pri-jd na tvém téle otvory nam nezname.
Vychody, o-kna, diry, kobky, Sk-viry nebe, jeskyné.
Bezedné kapajici.

Jsou-to rdny v nichz se ztracim pri-jd’ pfi-jd s korunou:
jeji dlouhé trny pro-bodavaji Vec-ného otce v nebi
on piSe po mné po mné krvi. Ty miékem m-lékem
m-lékem Panny.

Duch s-1zami se slza-pfi-jd, nerozetviraji se mra-ky
mra-ky tak do-bré l{ino panny.

Ano ale pfijd, pfijd, no, pfijd, och, pfijd pfijd, béda,
Zi-je u-mirdm, 4, 4, am,

ted nahoru tady jsem na zemi nemdZu Zuzne dolu ja
aano

a ano och zdravi bldzni ja nechdpu

to tvo-je je lepsi, ano, ano, béda ty jsi smysly
nepolapitelny, ale ja bych v tobé néjaky smysl vidét
chtél.



Salvatore Sciarrino
INFINITO NERO

I'anima si transformava nel

sangue, tanto da non in-

sformava nel sangue, tanto da

da non intendere poi altro

poi altro che sangue non vedere

altro che sangue, non gusta-re altro che

sangue, non sentire

altro che sangue, non pensare

altro che di-tro che di

sangue, non potere pensare se

pensare Se pensare se pensare se

se non di sangue.

E tutto cid che o-perava

la sommergeva e

sommer- geva e profondava

pro fondava

profonda-vain esso sangue

influirsi influssi influiva rinfluiva e il sangue influiva
rinfluiva in flussi rinfluire rinfluisce rinfluisce in
flussi rinfluivono onflussi

profonda-va in esso sangue

influirsi influssi influiva rinfluiva e il

influiva rinfluiva in flussi rinfluire rinfluisce rinfluisce
influssi rinfluivono in flussi

influirsi influssi influiva rinfluiva e il sangue influiva
rinfluiva influssi rinfluire rinfluisce rinfluisce influssi
rinfluivono in-flussi rinfluivono superesaltando

inflluirso onflussi influiva rinfluiva e il sangue influiva
rin-

e il sangue influi-va rinflu-iva in-flussi rinflui-re
rinfluisce rinflu-isce in-flussi rinflui-vono influssi
rinfluivono

al lora al lora il Santo mi versé sul capo un vaso e il
sangue

mi coperse tutta tutta. Anche la Santa versd. Il latte
mescolan-dosi-col sangue

Mi fa una bellissima veste. Obum-brata la faccia
0,0,0

0,0,0,0 S le piante

0 se le piante

0 se le piante otessino

po tessino a vere amore,
non gridereb-bero altro
0,i'non lo so,

timui timore amoris

timui timore amoris

timui timore amoris

timui timore amoris

timui timore amoris
timuitimo-re amoris ma dillo
ma dillo dillo

mors-intravit per fenestras

per fenestras.

Ma tu perché figure imma-gini e facce, aspirazione,
inspirazione e respirazione in te in te vie-ni, sul
corpo tuo aperture a noi incognite. Usci, fi-nestre,
buche, celle, fo-rami di cielo, caverne. Senza fondo
stillanti.

So-no le piaghe dentro cu mi perdo vie-ni, vie-ni con
la corona: e sue spine, lunghe trapas-sano il Padre
E-terno in cielo e-gli scrive su di me su di me con il
sangue. Tu con il il lat-teil latte della Ver-gi-ne.

Lo Spirito con le la-crime con le lacri-vie-ni, non si
aprino le nuvo-le nuvo-le, si be-ne il virgineo ventre.

Si ma vieni, vieni, deh, vieni,ovieni vieni ohi-mé vi-
vendo muo-io 0,0,0,

orsti eccomi in terra non posso irpid git io e si

g sf 0 savia pazzia io non intendo

¢ meglio il tu-o,si,si ohimé tu sei senza fine, ma io
vorrei veder in te qualche fine
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KATALIN KAROLYI viz strana [ see page 14

Ostravskd banda, Lincoln Centre (New York), 2009

OSTRAVSKA BANDA byla zaloZena v roce 2005 jako rezidencni komorni orchestr Ostravskych dnd.
Cleny orchestru jsou mladi instrumentalisté z Evropy a USA, ktefi se zaméfuji na interpretaci soudobé hudby.
Koncertnim mistrem je Conrad Harris. Mimo uméleckého $éfa orchestru Petra Kotika spolupracuji s Ostravskou
bandou také dirigenti Roland Kluttig, Peter Rundel, Ondfej Vrabec, Barbara Kler a Johannes Kalitzke. Repertodr
Ostravské bandy tvofi stéZejni dila 20. stoleti (John Cage, Morton Feldman, Gydrgy Ligeti, Luigi Nono, Edgard
Varese, lannis Xenakis) a kompozice z tvorby soucasnych skladatell (Louis Andriessen, Elliott Carter, Christian
Wolf, Petr Kotik, Alvin Lucier, Tristan Murail, Phill Niblock, Salvatore Sciarrino, Wolfgang Rihm, Martin Smolka,
Miroslav Srnka, Petr Cigler, Petr Bakla nebo Christian Wolff). Kromé festivalu Ostravské dny vystupuje Ostravskd
banda také na samostatnych koncertech. Mezi stéZejni koncerty patfily programy na parizské konzervatofi,
v Carnegie Hall ¢i Lincoln Center v New Yorku, Akademie der Kiinste v Berliné, Vredenburg Music Centre
v Utrechtu, na festivalu Prazské jaro, Contempuls, Expozice nové hudby nebo na musicadhoy v Madridu a dalSich.

Formed in 2005 by Petr Kotik as the resident chamber orchestra for the biennial Ostrava Days. OSTRAVSKA
BANDA consists of young musicians from Europe and the U. S. whose primary interest is the performance
of new music. Concert master is Conrad Harris. Principal conductors are Peter Kotik, Roland Kluttig, Peter
Rundel, Ondrej Vrabec, Johannes Kalitzke, and Barbara Kler. The core instrumentation of 24 players can change
according the requirements of each score. The repertoire include compaosers of the 20th century: John Cage,
lannis Xenakis, Morton Feldman, Edgard Varése, Luigi Nono, Gydrgy Ligeti, among others, and our contemporaries
Louis Andriessen, Elliott Carter, Christian Wolff, Petr Kotik, Alvin Lucier, Tristan Murail, Phill Niblock, Salvatore
Sciarrino, Wolfgang Rihm, Martin Smolka, Miroslav Srnka, Petr Cigler, and Petr Bakla, among many young and



emerging composers. Apart from regular performances at 0strava Days Festivals, Ostravskd banda perfoms
and tours at such venues as the Paris Conservatoire, Zankel Hall at Carnegie hall, Prague Spring Festival,
Contempuls, Akademie der Kiinste in Berlin, Vredenburg Music Centre in Utrecht, Alice Tully Hall at Lincoln
Center, and musicadhoy in Madrid, to name just a few.

Skladatel, dirigent a flétnista PETR KOTIK (1942, Praha) studoval v Praze a ve Vidni. Jesté na Prazské
konzervatofi zaloZil ansdmbl pro novou hudbu Musica viva pragensis (1961-64), a po ndvratu ze studif na Videriské
akademii pak QUaX Ensemble (1969-69). V roce 1970, kratce po svém pfichodu do Spojenych statd, zaloZil
S.E.M. Ensemble, ktery byl v roce 1992 rozSifen na The Orchestra of the S.E.M. Ensemble. 0d poCatku 60. let
plsobil Kotik predevsim jako komorni a sélovy hrdc. V roce 1992 pfesunul sv{ij zdjem na prdci s orchestrem.
Meznikem byl koncert s 86¢lennym Orchestra of the S.E.M. Ensemble v Carnegie Hall s Davidem Tudorem jako
sdlistou. Kotik dirigoval premiéru kompletni verze Atlas Eclipticalis Johna Cage, kde Tudor hral Winter Music.
Po této udalosti ndsledovaly vyznamné orchestrdini koncerty napfiklad v New Yorku, Berling, Praze, Ostravé,
VarSavé a Tokiu. Kotik také dirigoval nékolik opernich pfedstaveni: Manhattan Book of Dead Davida Firsta,
Gilgamesh Stevena Dickmana, (obé v La MaMa Theater) a Der Kaiser von Atlantis Victora Ullmanna v (Miller
Theater). V letech 1999-2005 dal Kotik podnét k provedeni skladeb pro tfi orchestry na koncertech v Ostrave,
Praze, Berliné a VarSavé. Na programu byly Gruppen Karlheinze Stockhausena i skladby Christiana Wolffa,
Olgy Neuwirth, Philla Niblocka, Petra Kotika, Earle Browna, Alvina Luciera a Martina Smolky, vétSinou psdny




34

There is Singularly Nothing na text Gertrudy Steinové (1971-73), Many Many Women na text Gertrudy Steinové
(1975-78), Explorations in the Geometry of Thinking na text R. Buckminstera Fullera, (1978-80), Dopisy 0lze
na text Vdclava Havla (1989-91), Music in Two Movements pro orchestr (1998-2002), Variations for 3 Orchestras
(2003-05) a String Quartet No. 1 "Erinnerungen anJan” (2007-09). Jeho trio pro bici /n Four Parts (2009) zaznélo
v nékolika provedenich v Evropé i v USA.

Do Kotikovy dirigentské diskografie patfi Atlas Eclipticalis, Concert for Piano and Orchestra, 103 a Atlas
Eclipticalis Johna Cage; Turfan Fragments a For Samuel Beckett Mortona Feldmana; Music of Somei Satoh
s Janackovou filharmonii Ostrava a orchestraini skladby Roscoe Mitchella a Muhala Richarda Abramse. Dalsi
nahrdvka hodna zminky: Treatise Cornelia Cardew - dvouhodinové provedeni QUaX Ensemble, nahrané Zivé
v Praze v roce 1967 a vydané na 2CD albu u Mode Records, (2009, New York).

The composer, conductor and flutist PETR KOTIK (1942, Prague) was educated in Prague and Vienna.
While at the Prague Conservatory, he founded the new music group Musica viva pragensis (1961-64) and after
returning from his studies at the Vienna Academy, the QUaX Ensemble (1969-69). In 1970, shortly after his arrival
inthe U.S., he founded the S.E.M. Ensemble, which expanded in 1992 into The Orchestra of the S.E.M. Ensemble.
Since the early 1960s, Kotik has been active mainly as a chamber musician and soloist. In 1992 his efforts as
a performer turned to working with orchestra and that is when his conducting career started. The turning point
was a concert with the 86-piece Orchestra of the S.E.M. Ensemble at Carnegie Hall with David Tudor as soloist.
Kotik conducted the premiere of the complete version of Atlas Eclipticalis by John Cage with Tudor performing
Winter Music. This concert was followed by major orchestra concerts in New York, Berlin, Prague, 0Ostrava,
Warsaw and Tokyo, among others. Kotik also conducted several opera productions (Manhattan Book of Dead,
by David First, Gilgamesh, by Steven Dickman, both at La MaMa Theater; and Der Kaiser von Atlantis, by Victor
Ullmann, at Miller Theater). In 1999-2005, Kotik initiated performances of compositions for three orchestras
with concerts in Ostrava, Prague, Berlin and Warsaw. The programs included Gruppen by Karlheinz Stockhausen
as well as works by Christian Wolff, 0lga Neuwirth, Phill Niblock, Petr Kotik, Earle Brown, Alvin Lucier, and
Martin Smolka; most of the pieces commissioned were Kotik. Among the best known compositions by Kotik are
Music for 3 in Memoriam Jan Rychlik (7964), There is Singularly Nothing on a text by Gertrude Stein (1971-73),
Many Many Women on a text by Gertrude Stein (1975-78), Explorations in the Geometry of Thinking on a text by
R. Buckminster Fuller, (1978-80), Letters to Olga on a text by Vaclav Havel (1989-91), Music in Two Movements
for orchestra (1998-2002), Variations for 3 Orchestras (2003-05) and String Quartet No. 1 “Erinnerungen an
Jan” (2007-09). His percussion trio In Four Parts (2009) was performed numerous times in Europe and the U.S.
Kotik’s discography as a conductor includes John Cage’s Atlas Eclipticalis and Concert for Piano and Orchestra;
John Cage’s 103 and Atlas Eclipticalis, The Turfan Fragments and For Samuel Beckett by Morton Feldman, Music
of Somei Satoh with the Jandcek Philharmonic and orchestra compasitions by Roscoe Mitchell and Muhal Richard
Abrams. Other important releases include: In Four Parts and The Entire Musical Work of Marcel Duchamp. Another
release should be mentioned: Treatise by Cornelius Cardew - a 2-hour live performance by the QUaX Ensemble,
live recorded in Prague in 1967 on a 2C0 set by Mode Records, 2009, New York, NY.

JIRI NEKVASIL viz strana [ see page 22
DAVID BAZIKA viz strana | see page 24



June / 26 / ¢erven 19:30

Divadlo Antonina Dvordka / Antonin Dverdk Theatre

Salvatore Sciarrino La porta della legge (2009
Libreto podle textu Pfed Zakonem Franze Kafky [ The libretto is based on The Gate of the Law by Franz Kafka

Osoby a obsazeni | Cast

MUZ 1| MAN 1 John Janssen, Baritone (Monschau bei Aachen)
MUZ 2 | MAN 2 Gerson Luiz Sales, Countertenor (Berlin)
DVERNIK / GATEKEEPER Martin Jeaseok Ohu, Bass (Wuppertal)
Ostravskd banda, Petr Kotik, dirigent / Conductor (Ostrava / New York)

REZIE | DIRECTOR Johannes Weigand (Wuppertal)

SCENA, KOSTYMY | SCENE, COSTUMES Jiirgen Lier (Berlin / 0ffenbach)

VIDEQ DESIGN Jakob Creutzburg (Berllin)

DELKA PREDSTAVENI | TIME PERFORMANCE 75 min.

Ve spolupraci s Wuppertaler Biihnen / /n cooperation with Wuppertaler Biihnen
Nastudovdno v italSting s ceskymi titulky / /n /talian with Czech subtitles
Ceska premiéra | Czech Premiere

SALVATORE SCIARRINO viz strana [ see page 25

Nejnovéjsi Sciarrinova opera La porta della legge (Dvefe zékona) je mnohem vic, nez pouhé
prepracovéni Kafkova podobenstvi Pred Zakonem ve strohy kus pro hudebni divadlo. Je to Zalozpév nad
vymizenim kultury ze zemé Michelangela a Pasoliniho. Sciarrino vidi dsledky zcela jasné. Ze by jeho hudebni
myslenky a vize dosahly k jeho spoluobcaniim, je nerealné, protoZe jeho opery se nehraji v Mildng, Rimé,
nebo Neapoli, ale spis v Némecku, ve Francii, v Rakousku a ve Svycarsku. La porta della legge neutodi jen
na byrokracii, je to také diagndza hluboce zakofenéného nedostatku komunikace mezi mocenskym apardtem
smrt tém, pro které byl pdvodné vytvoren. Slovy autora: Paralela s dne$ni Itdlii neni ndhodnd, ale zamérnd.
Zastaveny Cas déje opery odrdZi lhostejnost politického systému tvari v tvar potfebdm spolecnosti. Stejné jako
je tomu ve vEtSing jeho ostatnich jeviStnich dél, Sciarrina zajiméd vnéjSi akce méné nez obecnd témata lidskeé
existence. Tu obnazuje, vrstvu po vrstve, ostrym skalpelem svych ostrych i mékce vtiravych zvuki. Riznost
moznych interpretaci textu Pred Zakonem - stézejni ¢asti roméanu Proces, kterd byla nejprve otiSténa v roce
1915 v Zidovském tydeniku Selbstwehr - urCité tomuto déni napomahd. Anonymni ,MuZ z venkova', ktery 7add
0 vstup do Zdkona, je konfrontovédn se stejné anonymnim Dvefnikem. Md-li se tento Zdkon chépat v Zidovském
kontextu, jak mnozi navrhuji, nebo se ma chapat jako obecné hleddni smyslu lidstva, neni jasné. Dvefnik MuZze
odmita, rezolutng, ale ne neodvratng, stale ho udrZuje ve vite v dalsi zvdZeni jeho pripadu, zérover ale také

35



36

vysvétluje nepravdépodobnost kladného vysledku. Tak k sobé Muze vdZe mizivou nadgji, a pfitom ho odsuzuje
ke stale vetSi zmatenosti. Muz cekd pred branou celé roky, aby se aZ tésné pred smrti dozvédél, Ze ten vchod
byl vytvofen jen pro néj, a ted bude uzavfen. Sciarrino radikalné méni tén Kafkova podobenstvi. Klade diiraz
na proces postupné ztraty duSevni bystrosti, kterd provazi ustavicné a nekongici plynuti ¢asu. Kafkovy uméle
zasazované prvky lidové literatury, opakovéni a pfima Fec prevzaté z pohddek, ve své opefe rozmetava a na kusy
cupuje. Nekonecnym opakovanim dryvk( feci a deformovanymi vétami zde evokuje diagnézu psychopatického
stavu. Nejjasnéji je tomu tak v momenté, kdy Muz 1 se natrvalo usadi pfed Branu Zakona a vytrvale drmoli
Jfisso l'usciere” (,Upiram svij pohled na dvefnika“). Muz 1 a MuZ 2 ztélesfiuji role postav, které hraji, a zaroven
popisuji své Ciny. ZamlZuji tak své identity aZ k trvalému zmateni, kdy uZ ztréceji povédomi o déni kolem sebe.
Prosebnici se stdle méné soustfedi na sviij skutecny cil a namisto toho radéji pocitaji vsi na Dvernikové koZichu.
Proces starnutije provdzen duSevnim rozpadem, ktery kon¢i naprostou ztrdtou orientace. Sciarrindv svét, ktery
spolu s interprety své hudby béhem mnoha let vytvofil, odolavd jakémukoli Skatulkovéni. Svét této nové opery
vyzafuje hypnotizujici kouzlo, jehoZ plivod tkvi hluboko v archaickych rovindch védomi. Sciarrino a Kafka se
nesetkavaji na povrchu, ale az v nervovych zakoncenich.

- Michael Struck-Schloen

In most Sciarrino’s recent opera, La porta della legge, Sciarrino does more than just rework Kafka's
parable “Before the Law” into a succinct piece of music theater, he laments the extirpation of culture in the
land of Michelangelo and Pasolini. For Sciarrino, the consequences are clear. His musical ideas and visions
hardly reach his compatriots since his operas are not heard in Milan, Rome, or Naples, but rather in Germany,
France, Austria, and Switzerland. La porta della leqge /s not just an attack on bureaucracy, it is a diagnosis
of the deep-seated lack of communication between the apparatus of power and the citizen and its cynical
corollary: For Sciarrino the apparatus only now exists for its own ends, and brings death to those for whom
it was originally established. Parallels to the Italy of today are, according to the composer, not accidental but
intentional. The indifference of the political system, faced with the needs of the community, is mirrored in
the way the plot of the opera is frozen in time. As in mast of his stage works, Sciarrino is less interested in
exter- nal action than in the universal themes of human existence that he lays bare, layer by layer, with the
precise scalpel of his softly penetrative, obsessive sounds. The varied interpretations of the text of Before
the Law-a central piece in the novel The Trial, which was published previously in 1915, in the Jewish weekly
magazine Selbstwehr — certainly aid in this process. An anonymous “‘Man from the country” confronts an
equally anonymous Gatekeeper, asking for access to the Law. Whether this Law is to be understood in a Jewish
context, as is often suggested, or as a general search for the meaning of humanity is not specified. The
Gatekeeper refuses him, firmly but not irreversibly, holding out the possibility of further consideration, but
explaining the unlikelihood of a felicitous outcome. He thus at once binds the man to himself through a slender
hope and condemns him to an ever increasing disorientation. The man waits for years at the gate, and must
learn only shortly before he dies that this gate was created just for him, and that now it will be closed.
Sciarrino radically alters the tone of the language of Kafka's parable and chooses to emphasize the gradual
loss of mental acuity that accompanies the interminable, unceasing passage of time. Kafka's artfully placed
elements of popular literature and repetitions and direct speech taken from fairy tales are smashed and torn to
pieces in the opera. Here the endless repetitions of speech fragments and mutilated phrases seem to suggest



the diagnosis of a psychopathic condition, most clearly when Man 1 has settled himself permanently in front
of the Gate to the Law and unrelentingly stammers, “fisso 'usciere” (“I fix my gaze on the Gatekeeper”). Man
1 and Man 2 function as characters that simultaneously act and describe their actions, creating a blurring of
their identities that leads to ever-increasing confusion of their consciousness in the course of the events.
The supplicants concentrate less and less on their real objective, preferring instead to count the fleas on the
coat of the Gatekeeper. The process of aging is accompanied by a mental disintegration which ends in total
disorigntation. Sciarrino’s world, which he has developed aver many years with the interpreters of his music,
defies categorical analysis. In this new opera it exudes a hypnotic magic, deeply rooted in archaic levels of
consciousness. Sciarrino and Kafka meet not on the surface, but at the nerve endings.

- Michael Struck-Schioen (English transiation by Hilary Griffiths)
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Salvatore Sciarrino o své opere La porta della legge

,Diky nerovnosti lidi [...] nemdZe Zadné uméni odkazovat na néco jednoduchého, pouZitelngho
kdykoli a kdekoli [..]. Zakon [...] k tomu sméFuje - tak jako zpupny ignorant [...], ktery nikomu nedovolf ani
vznést dotaz* Tento ryvek z Platonovych Zakoni se zda byt vjchozim bodem Kafkova textu Pred Zakonem,
ktery spisovatel pozdéji zahrnul do svého roménu Proces.

V dopise Felici Bauerové (1913) fika Kafka o jakési ifedni osobé ,stoji tam jako sténa svéta“. Pravé do této
kategorie spada klicova postava opery, Dvefnik. Muz, protagonista dila, je jeho obéti, ale je i jeho slabym
spoluvinikem. Muz, a pak dva Muzi, ktefi zpivaj jednim hlasem, a pripadné MuZ zndsobeny, odkazuje
k nekonecnému poctu obéti, jedné za druhou.

Za hlasem Dvefnika, v malych trhlinach, mizeme skrze hudbu vnimat jinj, zvukové bohaty svét: zpiva
0 svjch nadfizenych, jak jsou desivi, jako starobylé hierarchie andéld. Na (cirkuldrnim) konci, kdyZ se
Dvefnik skidni nad MuZem, projevi diivéru Boha ve vlastni vytvor a vdechne mu do tvae Sepot smrti.
Kazdy den se kaZdy clovek probouzi. Ale pak, i kdyZ uZ jsme vzhiru, nékdy prijdou okamziky, kdy se
probouzime znovu, a zacneme vidét véci novym zpdsobem. NaSe svédomi nds probouzi pfi setkdnich
s prirodou nebo pri estetickych prozitcich, ale také kdyz staneme tvari v tvdr své ubohosti. Pozoruji
problém souZziti jiZ roky a pripadam si jako svédek - nijak tichy - silné spolecenské regrese. Kdyz si clovék
uvédomi, Ze se postupné pini, co byval mohl kdokoli, kdo by se s chladnou hlavou zamyslel, predpovédet,
vyvstane jasné, jak jsme byli ndhle zbaveni dechu i nadgje v lepsi asy a budouct civilizace - zmocni se nds
nejprve UZas, a pak nds zacne uzirat nespokojenost.

nedosdhla ani ndznaku néjaké identity? Kdybyste méli pocit, Ze jen sledujete Sklebici se pretvarku, co
by pak bylo s vasim Zivotem? To se tady déje. Nekdo se moznd necha unést dekadenci, ale ne naSe zemé.
NemiiZe, protoZe promarnila schiizku vekd, tu, na které se mohl napinit sam idedl Italie .

Bez identity neexistuje spolecnost - tehdy se byrokracie, rozlévajici dezintegraci, stavd smrtici.
Uvédomujeme si, Ze Zivot neni svobodny, jednotlivci nikdo nenaslouchd a verejna sprdva, paralyzovand, ma
moZnost zneuZivat svou moc tim, Ze se uchdzi o prizeri jen velkych skupin nebo mas. Nemluvim o svizelnosti
podminek umélcd. Miuvim o fyzickém preziti - mém, vaSem, kohokoli. JiZ dlouho se vznaSeji nad mou hudbou
stiny soucasné situace, vnaseji neklid do nékterych mych oper.

Neni snadné zabyvat se timto tématem a pfitom nekficet nebo se nesmat - ti, kdo zde neziji, nemohou
vedet, jak se podafilo mému ndrodu dovést Kafk(v absurdni svét k dokonalosti. Vrazedna byrokracie

Zadné prosvicené mihy. Folkldr, brakovd televize, opravdoveé svinstvo.



Salvatore Sciarrino about his opera La porta della legge

“Theinequalities of men [...] allow no art to refer to something simple, usable in all cases and
inall times [...]. The law [...] tends to this, like someone overbearing and ignorant [...] who allows no-one
to even question him”. This passage from Plato’s The Laws seems to be the starting point for Kafka's Before
the Law, which the writer later included inThe Trial.

In a letter to Felice Bauer (1913) Kafka says an officer “stands there like the wall of the world.” The
Gatekeeper, the key figure of the opera, belongs to this category. The Man, the protagonist, is his victim,
but he is also his weak accomplice. The Man, then the two Men who sing with one voice, and the eventual
multiplying of Men refers to an infinite series of victims, one after the other.

Behind the Gatekeeper, the music lets us perceive, through small gaps, a different world, rich with Sounad:
He sings of his superiors, as terrifying as the ancient hierarchies of angels. In the end (a circular one),
when the Doorkeeper benas over the Man, he shows the confidence of a God with his creature, and instills
on his face the whisper of death. Fvery aay every man wakes up. But then, even as we are awake, there
come moments when we awake again, and look at things in a new way. Our conscience wakes us up when
facing natural or aesthetical sights, but also when we face our misery. I've been observing the problems of
living together for years, and | feel as the witness-not a silent one — of a Strong social regression. facing
the gradual occurrence of what anybody, coolmindealy, would have been able to predict, we realize that we
have been suddenly deprived of our breath, together with the hope for better days and future civilizations:
astonishment takes hold of us, before discontent begins to gnaw on us.

What if, one day, you were to discover that culture, and the most courageous endeavors, are in vain, and
that your country has not reached even a semblance of identity? If you felt you are only watching a mocking
charade, what of your life then? This is what is happening to us. Others may drift into decadence, but not
our country, it cannot because it lost its rendezvous of ages, that with realizing the very ideal of Italy.
Without identity, there is no society: that is when bureaucracy, overlying disintegration, becomes lethal.
We realize that life is not free, the individual is not heard, and paralyzed, the public administration can exert
its abuse because it only courts large groups and masses. | am not talking about the precarious condition of
anartist. | am talking about physical survival, mine and yours and everybody’s. The shadows of the current
Situation hover long on my music, in the unrest of some operas.

Itis not easy to approach this subject without shouting or smiling: thase wha do not live here can not know
the way my nation has pushed Kafka's absurd universe to perfection; a murderous bureaucracy, transposed
to a land with milder climate, in different architectural contexts and in clarity, no backlit fogs, folklore,
trash television and veritable filth.
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Poznamky zpoza Dveri

Tuto operu otevird i Cleni fehtacka. Pri poslechu je jasné, Ze drama zacind, kdyZ se blizi
moment smrti hlavniho hrdiny. B&hem jedné sekundy pohlédne ve svjch mySlenkdch zpét, vSechno i
vybavi, zrekapituluje. Jsme divaky tohoto zoufalého pohledu.
Celd existence v rozmezi nékolika minut, pak jind, stejnd, nebo nékoho jiného. Pak to zacind znovu. Existuji
motyli, ktefi se vylihnou na zacatku dne a za svitani jiz umiraji. Nam, lidem, ktefi pfekryvaji temnotu
spankem, pfipomind rytmus svétla kratkost naSeho byti a slabounce vyzvani. Zlomkovitost nasich Zivot(
- pro€ staci jeden den na pfehlédnuti vSech naSich dni? Je to sila symbolu? Nebo jde o skutecnou rovnost
¢asovych tvarli, natolik provazanych a pfirozenjch, Ze nepotrebuji vysvétleni?
Hudbou je skandovano mnozstvi podobnych i nepodobnych period. Zvukové prostredi, kde z paralelni
dimenze vybuchuji neocekdvané piné ripienos, hrozivé jako Svihnuti ohnivym mecem, takovym, co nds
vyhnal z Rdje. Vrtkava a nevyhnutelnd, celd scéna je dvakrdt zopakovana, recitativy se odrézeji od stale
stejného vychoziho bodu, nékdy velice odlisné, ale vZdy prikré, zcela zbavené jakychkoli lyrickych poryvd.
Interakcf Zivotd prvniho a druhého MuZe (a jejich osobitym Finale a due) ovladaji tyto neobvyklé statistiky
mysli citové zabarveni d&ni. MoZna jsou pouZity totoZné fraze, moznd ne. Co zplisobuje, Ze Gzkost, co
poprvé premitd sama nad sebou, podruhé odplyne pry¢, a naopak, Ze co jednou odplynulo, Se nyni zasekne
a odviji se pred nami ve své zdstupné realité. Nedochdzi zde k paralelismu simultannich dimenzi, ale episod
ve sledu. Jsou tedy vytahovdny jedna z druhé, a pamét a pochybnosti tak mohou na sebe vzajemné plisobit
a prolinat se.
Opakované akce nds vycerpavaji, dennodenni rutina umrtvuje naSe zajmy. Neurdzy nabyvaji na sile, tiky,
otdzky podriené v katastroficky (i kdyZ jen nepatrné) opozdénych odpovédich, opakovani otdzek bez
odpovedi, ohluSujici popirani v samoté mysli.
Nic moc vic.
Byt zabijeni byrokracii - smrt byrokracii neni dnes vyjimkou. Byrokracie neznamend jen vefejnou poruchu,
nebo pfilisnou zkostnatélost spolecnosti. Byrokracie je predevsim Gzkoprsou tyranif, odplatou mocichtivych
afrustrovanych. Rad sdm tak ztréci vjznam. Byrokraticka paralyza vyostfuje prodievy, mucivé mechanismy
a, paradoxné, blokuje Cinnost svou viastni i druhych lidi. Ve jménu vykonnosti vytvari pasti, zakryva propast
nicnedé@ldni, ke kterému neodvratitelné vede.

Salvatore Sciarrino



Notes from Behind the Door

A rattle initiates and articulates this opera. While listening it is clear that the drama begins
when the protagonist is about to die. His thoughts look back for a second in which everything is rememberea,
everything recapitulated. We are the spectators of this desperate look.

A whole existence in the space of a few minutes, then another existence, the same, or somebody else’s.
Then it starts again. There are butterflies that are born in the morning, and are already moribund at dawn.
For us men, who crown darkness with our sleep, the rhythm of light recalls our briefness and tends to toll
slightly. The fractality of our lives: why is one day enough to reflect the sum of our days? Is it the power
of symbol? Or is it a true equivalence of temporal shapes, So connate and self-evident as not to require an
explanation?
Music creates a large scansion of similar and dissimilar periods. A soundscape where unexpected full
ripienos erupt from a parallel dimension, terrifying as the apparition of a flaming swora, like the one that
cast us out of Heaven. Inconstant and ineluctable, the scene is repeated twice in its entirety, its recitativi
ricocheting from the very same points, at times strongly differentiated, but always stern, utterly deprived
of any lyrical burst. Between the life of the first Man and that of the second one (and their peculiar Finale
a due) these unusual statistics of the mind control the emotional color, distributing possibly identical
phrases, possibly not. A textual and musical comparative dramaturgy between the parts, between two
and more lives. What causes that anxiety the first time, that broods on itself, flows away the next time,
and, vice versa, what once flowed is now Stuck, and unfolds before us in its representative reality. Here
the parallelism is not happening between simultaneous dimensions, but between episodes in a sequence,
therefore removed from each other, so that memory and doubt can reciprocally interfere and blend.
Repeated actions wear us out, the daily routine blunts our interest. Neuroses increase, tics, suspended
questions in catastrophically (albeit infinitesimally) delayed answers, the repetitions of questions without
answers, the deafening denials in the seclusion of the mind.
Not much more. Getting killed by bureaucracy: death by bureaucracy is not infrequent today.
Bureaucracy does not merely mean public malfunction, or an excessive rigidity of society. Bureaucracy
is, above all, a petty kind of tyranny, the retaliation of the power-thirsty and frustrated. Order in itself
is thus rendered meaningless. Bureaucratic paralysis sharpens delays, excruciating mechanisms ana,
paradoxically, blocks its own and other people’s working, it breeas traps in the name of efficiency, draping
the abyss of doing nothing, leading ineluctably to it.
- Salvatore Sciarrino
(English translation by Rai Trade-Edizioni Musicali)
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Franz Kafka
Pred Zakonem

Pred zdkonem stoji dvefnik. K tomuto dvefniku prijde muZ z venkova a prosi, aby ho vpustil
do zakona. AvSak dvenik fekne, Ze ho ted nemdZe vpustit. MuZ uvaZuje a pak se zeptd, zda tedy bude
smét vstoupit pozdgji. ,Moznd’, fekne dvernik, ,ted vSak ne.” ProtoZe bréna k zdkonu je jako vzdy oteviena
a dvernik ustoupf stranou, shybne se ten muz, aby se podival branou dovnitr. Kdyz to dvefnik zpozoruje,
zasméje se a fekne: ,JestliZe té to tak akd, zkus tam vejit pres mij zakaz. Ale pamatuj si: Ja jsem mocny.
ani jd nemohu podivat.” Takovych nesndzi se muz z venkova nenadél; zakon mé byt pfece pristupny kazdému
avidy, myslisi, ale kdyZ se ted pozorngji diva na dvernika v koZichu, na jeho Spicaty nos, na dlouhé, cerné,
tatarské vousy, rozhodne se, Ze preci jen radgji pockad, aZ dostane povolenf vstoupit. Dvernik mu da stolicku
adovoli, aby si sedl stranou u dvefi. Tam sedi dny aléta. Znovu a znovu se pokousi, aby byl vpuStén, a unavuje
dvefnika prosbami. Dvefnik ho obEas tak trochu vyslychd, vyptava se ho na domov a mnoho jiného, ale jsou
to nedastné otdzky, jaké kladou velci pani, a nakonec mu pokaZdé Fekne, 7e ho nemiiZe vpustit. MuZ, ktery
se na cestu zdsohil mnoha vécmi, pouZije vSeho, byt to bylo sebecennéjsi, aby dvernika podplatil. Ten sice
Iéta pozoruje ten muZ dvernika skoro bez ustdni. Zapomene na ostatni dvefniky a tento prvni se mu zdd byt
jedinou pfekazkou, pro niz nemdZe vstoupit do zdkona. Proklind tu neblahou ndhodu, prvni Iéta bez ohledu
a nahlas, pozdéji, kdyz zestdrne, si uZ jen brumld pro sebe. Zdétinsti, a ponévadz za ta Iéta, co dvernika
zkoumd, poznal i blechy v limci jeho koZichu, doproSuje se i téch blech, aby pomonhly a dvefnika premluvily.
Posléze mu ochabne zrak a on nevi, stmiva-li se kolem ného doopravdy nebo klame-li ho pouze vlastni
zrak. Zato vSak ted rozezndvd ve tmé jakousi zar, kterd se neuhasitelné prodird dvefmi zakona. M ted
jiz Zivota nakrdtce. Pred smrti se mu v hlavé soustiedi vSechny zkuSenosti celé té doby v jedinou otdzku,
jiz dvefnikovi dosud nepoloZil. Pokyne mu, nebot nenf jiz s to vztyCit tuhnouci télo. Dvefnik se k nému
musi hluboko sklonit, jelikoZ rozdil ve velikosti se znaéné zménil v muzdv neprospéch. ,Copak chees ted
jeSté vedet?” zeptal se dvernik, ,jsi nenasytny.” VSichni pfece dychti po zakonu,” fekne muz. ,Jak to, Ze
zavsechna ta Iéta nikdo kromé mne nepozadal, aby byl vpustén?” Dvernik poznd, Ze muz jiZ skondva, a aby
dostihl jeSté jeho zmirajici sluch, zafve na ného: ,Tudy nemohl byt nikdo jiny vpustén, nebot tento vchod byl
uren jen pro tebe. Ted pljdu a zaviu ho.”

- 7.némginy preloZil Viadimir Kafka



Franz Kafka’s
Before the Law

Before the law sits a gatekeeper. To this gatekeeper comes a man from the country who asks
to gain entry into the law. But the gatekeeper says that he cannot grant him entry at the moment. The man
thinks about it and then asks if he will be allowed to come in sometime later on. ‘It is possible,” says the
gatekeeper, “but not now.” The gate to the law stands open, as always, and the gatekeeper walks to the
side, so the man benas over in order to see through the gate into the inside. When the gate- keeper notices
that, he laughs and says, “If it tempts you so much, try going inside in spite of my prohibition. But take
note. | am powerful. And | am only the most lowly gatekeeper. But from room to room stand gatekeepers,
each more powerful than the other. | cannot endure even one glimpse of the third.” The man from the
country was not expecting such difficulties: The law should always be accessible for everyone, he thinks,
but as he looks closely at the gatekeeper in his fur coat, and his large pointed nose and long, thin, black
Tartar beard, he decides it would be better to wait until he gets permission to go inside. The gatekeeper
gives him a stool and allows him to sit down outside the gate. There he sits for days and years. He makes
many attempts to be let in, and he wears the gatekeeper out with his requests. The gatekeeper often
briefly interrogates him, asking about his homeland among other things, but they are indifferent questions,
the kind great men put, and at the end he always tells him once more that he cannot let him inside yet.
The man, who has equipped himself with many things for his journey, spenas everything, no matter how
valuable, to win aver the gatekeeper. The latter takes it all but, as he does so, says, ‘I am taking this only
S0 that you do not think you have failed to do anything.” During the many years the man observes the
gatekeeper almost continuously. He forgets the other gatekeepers, and this first one seems to him the
only obstacle for entry into the law. In the first years he thoughtlessly and out loud curses the unlucky
circumstance, as he grows old he only mumbles to himself. He becomes childish, and in the long years
studying the gatekeeper he has also come to know the fleas in his fur collar, he even asks the fleas to help
him persuade the gatekeeper. Finally his eyesight grows weak, and he does not know whether things are
really darker around him or whether his eyes are merely deceiving him. But, in the darkness he recognizes
an illumination breaking inextinguishably out of the gateway to the law. He no longer has much time to
live, and before his death he gathers in his head all his experiences of the entire ordeal into one question
which he has not yet put to the gatekeeper. Since he can no longer lift his stiffening body he waves to him.
The gatekeeper has to bend way down to him, for the great difference has changed things considerably to
the disadvantage of the man. The gatekeeper asks, “What do you want to know now? You are insatiable.”
“Everyone strives after the law,” the man says, “so how is it that in these many years no one except me has
requested entry?” The gatekeeper sees that the man is already dying and, in order to reach his diminishing
sense of hearing, he shouts at him, “Here no one else can gain entry, since this entrance was assigned only
to you. | am now going to close it."

—English translation by lan Johnston of Malaspina University-College, Nanaimo, BC
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Salvatore Sciarrino
LA PORTA DELLA LEGGE | DVERE ZAKONA
Témer cirkuldrni monolog

Postavy:
Muz 1
Dvefnik:
Muz 2

Prvni scéna
Muz 1:
Dvernik:
Muz 1:
Dvernik:
Muz 1:
Dvefnik:
Muz 1:
Dvernik:
Muz 1:
Dvernik:

Muz 1:

Dvernik:
Muz 1:

Dvernik:
Muz 1:

Dvernik:

baryton
bas
kontratenor

Nic. NemiZe mi to dovolit. Rika, Ze mi to nemdze dovolit. Rikd.

Snad pozdéji.

fikd. Dvere zdkona jsou vidy oteviené. Naléhdm: chtél bych vstoupit

Snad pozdeji.

Fikd

Ted ne.

Nakukuji Skvirou. Hlidat se sméje.

KdyZ vas to tak Idkd,

Fikd

Zkuste vstoupit! Ale pozor, ja jsem posledni, jen posledni! Kazdy sl ma svého vrétného,
jeden je mocnéjsi neZ druhy. UZ s tim tfetim nemdzu mluvit ani ja.

Je to necekand komplikace. Schvainé jsem sem pfiSel. Sleduji vratného. Bylo by lepSi dostat
povoleni. Nabidl mi stolicku. Uz Iéta na ni seddm, jsem unaveny. Vyslycha mé, pta se mé
na milj pfedchozi Zivot. Lhostejné otdzky, formalni, tak jako pdni. Nechte mé vstoupit,
doproSuju se. Otrdvené opakuje, Ze jeSté nesmi. Odjel jsem z domova s velkym zavazadlem.
N&co mu daruji, snazim se ho uplatit. Rika:

Uvidime, co se dd udglat. PoCkejte tady.

Ipocatku jsem proklinal osud, nahlas. Ted, kdyZ jsem stary, mi staCi brblat. Stavdm
se znovu ditétem. Zndm kazdickou blechu z jeho koZichu. Prosim vas, blechy, pomozte
mi presvedcit vratného, aby zménil ndzor! UZ vidim vSechno nejasné. Ve tmé jen stézi
rozeznam svétly obrys dvefi. UZ mi nezbyvd mnoho Zivota. Pamét se koncentruje do nové
otdzky. Déldm hlavou znameni, protoZe mé télo uz je ztuhlé. Nedostdva se mi dechu, vratny
se musi ke mné sklonit.

Co jeSté chcete vedet? Jste nenasytny.

Jestlize vSichni usiluji o Zakon, jak to - fikdm -, Ze za cely ten ¢as nikdo jiny nechtél
vstoupit? VSechno se houpe. USi se mi zaviraji. Hlidac chape, Ze jsem na pokraji, jeho hlas,
v délce, Fve:

Nikdo sem nesmél vstoupit, ty dvefe byly urceny jen pro tebe. Ted je jdu zaviit.



Druha scéna
Muz 2:

Dvernik:

Muz 2:

Dvefnik:

Muz 2:

Dvernik:

Muz 2:

Dvernik:

Muz 2:

Dvernik:
Muz 2:

Dvernik:
Muz 2:

Dvernik:

Tieti scéna

NemiZe mé nechat vstoupit. Rika, Ze nesmi. Zadam ho o to kazdy den. | dnes.
Snad pozdéji.

Fikd hlidac

Ted ne.

Dvere zakona jsou stdle oteviend. Natahuji krk, abych nakoukl dovniti a on se sméje.

KdyZ té to tak laka

Fikd

Zkus to. Ale pozor, ja jsem posledni z vratnych, ten posledni. UZ jen pohled toho tretiho
nedokdzu unést ani ja.

Nevim co délat. Pozoruji jeho tvaf. Radéji pockdm na svoleni. Dal mi stolicku. Jsem unaveny,
uZ Iéta na ni sedam. Nekdy se mé vyptdva, na mé, na mij kraj. Mluvi znechucené, jako velci
pani. Odvazuji se opét vyslovit prosbu. Otravené opakuje, Ze nesmi, ze mé jeSté nesmi
pustit dal.

Vydal jsem se na cestu se spoustou véci. NEkteré mu nabizim darem. Vratny Fika:

Uvidime, jestli se dd néco udélat. Pockej tady.

Cekdm uZ roky, ani nevim kolik. Jsem stary, staci mi brblat si pod vousy.

Indm vSechny blechy z jeho koZichu, zndm kazdou z nich. Stavdm se znovu ditétem. Prosim

vas, blechy, pomozte mi, presvédcte ho, aby zménil ndzor! —
Dvefmi sotva pronikd paprsek svétla. UZ nic nevidim, pfedméty se rozplyvaji. Nebo mé 45
klame zrak. UZ mi nezbyvad mnoho Zivota. Kyvam na ného, uz nejsem schopen se zvednout.

Nedostdva se mi dechu, vrétny se musi ke mné sklonit.

CojeSteé chceS vedet? Jsi nenasytny.

Jestlize kazdy Clovek touZi poznat Zékon: jak to - fikdm -, Ze cely ten dlouhy cas nepfisel
nikdo jiny kromé mé? VSechno se houpe. Zaviraji se mi usi. Hlidac chape, Ze jsem na pokraji,
v dalce klokotd jeho hlas:

A kdo asi tak mohl vstoupit? Ty dvere byly pro tebe, jenom pro tebe. Ted je jdu zavfit.

Muz 1 a Muz 2 (dohromady):

Dvernik:
Muz 1 a Muz 2:
Dvernik:

Stojim prede dvermi. Hlida¢ mi nedovoli vstoupit.

ZkouSim to znovu: neda se nic délat. Nic, opakuje, Ze to nejde.
Snad pozdéji.
fika

Ted ne
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Salvatore Sciarrino
LA PORTA DELLA LEGGE
Quasi un monologo circolare

Personaggi

L'Uomo 1.
L'Usciere

L'Uomo 2.

Scena
L'Uomo 1.
L'Usciere
L'Uomo 1
L'Usciere
L'Uomo 1.
L'Usciere
['Uomo 1.
L'Usciere
L'Uomo 1.
L'Usciere

L'Usciere
L'Uomo 1.

L'Usciere
L'Uomo 1.

L'Usciere

prima

baritono
basso
controtenore

Niente. Non puo concedermelo. Dice che non puo concedermelo, dice.

Forse pit tardi

dice. La porta della Legge & sempre aperta. Insisto: vorrei entrare.

Forse pil tardi

dice

ora no.

Sbircio nel vano, il guardiano ride.

Se L'attira tanto

dice

provi a passare! Attento, io sono I'ultimo, soltanto I'ultimo! Ogni sala ha il suo usciere, uno
pit potente dell'altro. Gia

col terzo neppure io riesco a parlare.

E una difficolta imprevista, sono venuto qui apposta. Fisso I'useire. Meglio che arrivi un
permesso. Lui m’ha offerto uno sgabello. Da anni mi c¢i siedo, sono stanco. Mi sottopone
a piccoli interrogatori sulla mia vita precedente. Domande indifferenti, formali come sono
i signori. Mi lasci entrare, supplico. Infastidito, ripete che ancora puo. Da casa ero partito
con un gran bagaglio. Cosi gli regalo qualcosa, cerco di corromperlo. Lui dice:

Vediamo cosa pud fare. Aspetti li.

Prima maledicevo la sorte, a voce alta. Da vecchio mi contento di borbottare. Ridivento
bambino. Conosco le pulci della sua pelliccia, una per una. Vi prego, pulci, aiutatemi, fate
cambiare idea all’ usciere!

Ormai vedo tutto confuso. Al buio distinguo appena il chiarore della porta. Non mi resta
molto da vivere. La memoria si condensa in una domanda nuova. Faccio cenni con la testa
perché il mio corpo & irrigidito. Non ho fiato, I'usciere deve piegarsi su di me.

Che vuole sapere ancora? Lei & insaziabile.

Se tutti aspirano alla Legge, come mai - dico - in tutto guesto tempo, nessun altro ha
chiesto di entrate? Vacilla il mondo. Mi si chiudono le orecchie. Il guardiano capisce che
sono allo stremo, a sua voce, lontano, ruggisce:

Qui nessuno poteva entrare, la porta era destinata solo a te. Ora vado a chiuderla.



Scena seconda

L'Uomo 2.

L'Usciere

L'Uomo 2.

L'Usciere

L'Uomo 2.

L'Usciere

L'Uomo 2.

L'Usciere

L'Uomo 2.

L'Usciere

L'Uomo 2.

L'Usciere

L'Uomo 2.

L'Usciere
Scena
L'Uomo 1
L'Usciere

L'Uomo 1

L'Usciere

Non pud farmi entrare. Dice che non pud. Glielo chiedo ogni giorno. Anche oggi. Lo prego.
Lo supplico.

Forse pil tardi

dice il guardiano

orano.

La porta della Legge & sempre aperta. Allungo il collo per guardare dentro e lui ride.

Se ti attira tanto

dice

provaci. Attento, io sono 'ultimo degli uscieri, soltano I' ultimo. Gia la vista del terzo,
manco io riesco a reggerla.

Non so che fare. Osservo la sua faccia. Meglio attendere un permesso. M'ha dato uno
sgabello. Sono stanco, da anni mi ci siedo. A volte mi interroga, su di me, sul mio paese.
Parla con disqusto, come i gran signori. Azzardo la mia richiesta. Infastidito, ripete che non
pud, non puo ancora lasciarmi entrate.

Partendo m’ero portato tante cose. Ne offro in dono qualcuna. L'usciere dice:

Vediamo quanto si puo fare. Aspetta li.

Anni che aspetto, non so quanti. Sono vecchio, mi contento di brontolare fra me. Conosco
le pulci della sua pelliccia, una per una le conosco. Ridivento bambino. Vi prego pulci,
aiutatemi, fategli cambiare idea!

Dalla porta irradia appena un albore. Non vedo pid, le cose svaniscono. 0 sono gli occhi
aingannarmi. Non mi resta molto da vivere. Nella mente si condensa una domanda che non
ho rivolto fin'ora all'usciere. Gli faccio cenni, non sono pil, capace di alzarmi. Non ho pil
fiato, l'usciere deve piegarsi su di me.

Che vuoi sapere ancora? Sei insaziabile.

Se ogni uomo aspira alla Legge, come mai - dico - in questo lungo tempo, nessuno oltre
me si & presentato? Tutto vacilla. Mi si chiudono le orecchie. 11 guardiano capisce che sono
allo stremo, lontana gorgoglia la sua voce:

E chi poteva entrare? La porta era per te, solo per te. Ora vado a chiuderla.

.e'lomo 2. (insieme)

Sono davanti alla porta. I1 guardiano non mi lascia entrare.
Riprovo: niente da fare. Niente, ripete che non & possible.
Forse pil tardi

.e1'lomo 2.

dice
ora no.
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JOHN JANSSEN (Nizozemi) vystudoval hru na klavir a zpév
na Konzervatofi v Maastrichtu. V roce 1977 debutoval v Musiktheater
im Revier v Gelsenkirchenu. ObdrZel nékolik cen - Prix d’Excellence
(1981, Konzervatof v Maastrichtu), Festspielpreis (1983, Bavorskd
statni opera v Mnichové) nebo Zpévdk roku (1984, Mnichov). V roce
1982 ziskal angazma v Narodnim divadle Bavorské stdtni opery.
Debutoval jako hrab@& Almaviva ve Figarové svatbé po boku Margaret
Price, Lucie Popp a Hermanna Preye, s Wolfgangem Sawallischem
(dirigent) a Ginther Rennert (reZie). Hostoval v mnoha opernich
domech po celém svété - ve Stdtni opefe Hamburk a Statni opefe
Unter den Linden (Berlin), Wuppertal Opera, Canadian Opera Company
(Toronto), Teatro Municipal (Rio de Janeiro) a mnoha dalSich.
Spolupracoval s reZiséry jako Gary Bertini, Roderick Brydon, Pierre

: Cao, Yoram David, Peter-Paul Poschner, Julius Rudel, Emil Tchakarov
nebo Laurent Wagner. V roce 2009 zpival John Janssen titulni roli v Donu Giovannim Wolfganga Amadea Mozarta
v Theater und Konzerthaus v Solingenu se Stefanen Wehrem (dirigent) a Igorem Folwillem (reiie).

JOHN JANSSEN (Netherlands) studied piano and singing at the Maastricht Academy of Music. In 1977 he
debuted in Musiktheater im Revier in Gelsenkirchen. He was awarded several prizes: Prix d’Excellence (1981,
Maastricht Academy of Music), Festspielpreis (1983, Bavarian State Opera in Munich) and Singer of the Year (1984,
Munich). In 1982 he was awarded a contract at the National Theatre of the Bavarian State Opera. He debuted as Count
Almaviva in The Marriage of Figaro together with Margaret Price, Lucia Popp and Hermann Prey, under the baton
of Wolfgang Sawallisch and directed by Giinther Rennert. He has given guest performances in many opera houses
all over the world: in the Hamburg State Opera and the Berlin State Opera Unter den Linden, in Wuppertal Opera,
Canadian Opera Company (Toronto), Teatro Municipal (Rio de Janeiro) and many others. Among his collaborating
directors there are Gary Bertini, Roderick Brydon, Pierre Cao, Yoram David, Peter-Paul Poschner, Julius Rudel, Emil
Tchakarov or Laurent Wagner. In 2009, John Janssen sang the main role in Wolfgang Amadeus Mozart’ s Don Giovanni
in the Solingen Theater und Konzerthaus with Stefan Wehr (conductor) and Igor Folwill (director).

GERSON LUIZ SALES (Rio de Janeiro) vystudoval hru na klavir a zpév na Rio de Janeiro Music Academy,
kde absolvoval v roce 1989. V roce 1991 se prestéhoval do Mildna, kde se pfipojil k péveckému souboru zaméfeném
na renesancni hudbu. V roce 1992 zacal plisobit v divadle v Hagenu. 0 rok pozdéji se zacal vénovat kontratenoru
na Cologne Music Academy u prof. Philippa Langshawa. 0d roku 1995 se objevil na mnoha pédiich v Koling, Vidni,
New Yorku, Haagu, Mnichové, Darmstadtu, Taipei, Stuttgartu, Madridé nebo Barceloné. Mimo jiné ztvarnil postavy
voperdch G.F. Héndela - Bertarida v Rodelindé, Nerav Agrippiné, 0dyssea v Deidamidé apostavy Xersea a Arsamenea
v opefe Xerxes. Ddle se objevil napf. jako Philidel v Purcellové Krdli Artusovi, v Monteverdiho operdch Orfeus
(postavy La musica a Speranza) a Korunovace Poppey (postava Ottona), v opefe Jeniek a Marenka (Hansel und
Gretel) Engelberta Humperdincka (Jenicek), v Don Quixote Giovanni Paisiella (Don Quixote), jako Prince Go-Go v Le
Grand Macabre Gyorgy Ligetiho, La Cuzzoni v La Cuzzoni Agusti Charlese nebo v operdch Salvatore Sciarrina- Luci
mie traditrici (L'Ospite) a La porta della legge (L'Uomo I1).



GERSON LUIZ SALES (Rio de Janeiro) studied piano
and voice at the Rio de Janeiro Music Academy and passed his
piano diploma in 1989. In 1991 he moved to Milan where he
performed Renaissance music in a vocal ensemble. In 1992 he
entered an engagement at the theatre in Hagen, Germany. Later
on, in 1993, Gerson Sales started an additional education as
a countertenor under Prof. Philipp Langshaw at the Cologne Music
Academy. Since 1995 he has had several engagements in cities
like Cologne, Vienna, New York, The Hague, Munich, Darmstadt,
Taipei, Stuttgart, Madrid and Barcelona. Among others, he
performed Bertarido in Rodelinda, Nero in Agrippina, Ulisse in
Deidamia, Serse and Arsamene in Serse of G. f. Haendel, Philidel
in Purcell’s King Arthur, La Musica and Speranza in'Orfeo, Ottone
in Ulncoronazione di Poppea of C. Monteverdi, Haensel in Haensel and Gretel of E. Humperdinck, Don Quixote
in Don Quixote of Paisiello, Prince Go-Go in Le Grand Macabre of G. Ligeti, La Cuzzoni in La Cuzzoni of Agusti
Charles, ['0spite in Luci mie traditrici, L’Uomo Il in La porta della legge of Salvatore Sciarrino and Gluck's Orfeo.

Korejsky basista MARTIN JEASEOK OHU se ke zpévu dostal pomérné sloZitou cestou. Pochdzi ze

strojafské rodiny a jakmile ziskal magistersky titul v oboru letecky inZenyr, zaméfil se na svij sen - operu.
Nejdrive studoval na Narodni univerzité v Soulu u Philipa Kanga, ktery jej doved! k opernimu zpévu. Po bakaldrském 49
titulu byl okamZité prijat na Music College v Koling, odkud brzy odeSel na Konzervatof v Maastrichtu, kde
studoval u Myi Besselink. JeSté pfed dokonCenim studia ziskal angazma v nékolika divadlech - ztvarnil napf.
roli Alidora v Popelce, Jimmyho v Mahagonny, Polyphéma v Acis a Galatea nebo postavu Colatina v Zneucténs
Lukrécie. V soucasné dobé studuje Martin u prof. Thomase Dewalda na Music Academy v Mainzu a pfipravuje
se na své zavérecné zkousky, kde ztvdrni role Sarastra v Kouzelné
flétné, komtura v Don Giovannim a Betta v Gianni Schicci. Pisobi
také v Junge Ensemble Statniho divadla v Mainzu a momentdiné
Zije v Aachenu. Martin Ohu vystupoval mimojiné ve Weikersheimu,
Maastrichtu, Liege, Monsu, Charleroi, Heerlenu, Rotterdamu,
Rudolstadtu, Baroutu nebo Odése.

Korean Bass, MARTIN JEASEOK OHU did not find his
path in lyric singing immediately. Coming from an “engineering”
family he earned his Master's Degree becoming an Aerospace
Engineer. After this achievement he focused on his dream,
opera. He first studied at Seoul National University with Philip
Kang, who accompanied him to become an opera singer. After
earning his Bachelor in Voice he was immediately accepted at the
Music College in Cologne but soon thereafter transferred to the
Maastricht Conservatory, where he studied with Mya Besselink.




Even before attaining his Masters various theaters offered him solo roles including Alidoro in Cenerentola,
Jimmy in Mahagonny, Polyphemus in Acis and Galatea and Colatinus in The Rape of Lucretia. Currently Martin is
studying with Prof. Thomas Dewald for his Concert Exam at the Music College in Mainz bringing with it Sarastro
in Zauberflote, /I Commendatore in Don Giovanni and Betto in Gianni Schicchi. He is currently with the Junge
Ensemble of the Staatstheater Mainz. He is currently living in Aachen. Martin Ohu sung at the Ruhrtrienalle, in
Weikersheim, Maastricht, Liege, Mons, Charleroi, Heerlen, Rotterdam, Rudolstadt, Bayreuth, and Odessa.

Ostravska banda viz strana / see page 30
Petr Kotik viz strana / see page 31

JOHANNES WEIGAND (re7ie) se narodil v Heidelbergu
v roce 1966. Studoval operu a divadelni reZii na konzervatofi
v Hamburgu pod vedenim Gétze Friedricha. Jeho prvni angazma
(asistent rezie) jej dovedlo do opernich domid ve Frankfurtu,
Nonnu, Nice, Los Angeles nebo na Salzburg Festival. Opakované
spolupracoval s reZiséry jako jsou Herbert Wernick, Giancarlo del
Monaco a Achim Freyer. 0d roku 2001 pracuje s Klaus-Peter Kehrem
jako hlavni scénograf opery ve Wuppertalu, kterym se stal, poté co
uved! // Barbiere di Siviglia. Ve Wuppertalu reziroval Sirokou Skdlu
inscenaci, od détskych predstaveni, operet, az po moderni hudebni
divadla. Mezi jeho inscenace z poslednich let patfi: The Death of
Klinghoffer Johna Adamse (2005), Hansel a Gretel Engelberta
Humperdincka (2006) nebo svétova premiéra La porta della legge.
0d roku 2009 je uméleckym Feditelem opery ve Wuppertalu.

JOHANNES WEIGAND (Director) was born in 1966 in Heidelberg and studied opera and music theater
direction at the Hamburg Conservatory under Gdtz Friedrich. His first engagements as assistant director
brought him to the Frankfurt Opera, Bonn Opera, Salzburg Festival, Nice Opera, and Los Angeles Opera, and led
to repeated collaborations with directors including Herbert Wernicke, Giancarlo del Monaco, and Achim Freyer.
From 20071 he worked with Klaus-Peter Kehr as principal stage director for the opera in Wuppertal after earlier
staging | Barbiere di Siviglia. /n Wuppertal he has created a wide range of productions, from children’s pieces
and operettas to modern music theater. Recent new works include The Death of Klinghoffer by John Adams in
2005, Humperdinck’s Hansel and Gretel in 2006, and the world premiere of La porta della legge. He has been
artistic director of the Wuppertal Opera since 2009.

JURGEN LIER (scéna, kostymy) se narodil a vyrdstal v Bochumi v Némecku. Vystudoval scénografii
a kostymni névrhdrstvi na Offenbach College of Design a filozofii na Frankfurt University. Po svych prvnich
pracovnich zkuSenostech jako asistent scénografie v méstském divadle v Ulmu a Schaubiihne v Berling, plsobil
jako hlavni scénograf v mnoha evropskych divadlech, véetné Vienna Burgtheater, National Theater of Brittany,
Leipzig City Theater nebo na divadelnich scéndch v Jeng, Erlangenu a Wuppertalu.



JURGEN LIER (Set and Costume Designer) was born and grew up in
Bochum, Germany, and studied stage and costume design at 0ffenbach’s
College of Design and philosophy at Frankfurt University. After first having
worked as a design assistant at the City Theater of Ulm and Berlin's
Schaubihne he has since worked as a designer in theaters throughout
Europe including the Vienna Burgtheater, National Theater of Brittany,
Leipzig City Theater, as well as theaters in Jena, Erlangen, and Wuppertal.

WUPPERTAL OPERA

Wuppertal vznikl v roce 1929 spojenim némeckych mést Elberfeld a Barmen,
ktera lezela podél Feky Wupper. Prvni divadlo v Elberfeldu bylo postaveno
v roce 1806 a koncem 19. stoleti byla zalozena dalSi dvé divadla, jedno
v Barmenu a druhé v Elberfeldu. Pozdgji se spojila do jednoho celku jako Stédtische Biihnen Wuppertal. Béhem
druhé svétové vélky byla divadla témér znicena, ale po valce se stal Wuppertal prvnim némeckym méstem, kde
se hralo na dvou pddiich - v Stadthalle a Gesellschaft Union. Operni diim byl v padesatych letech rekonstruovdn
a vroce 1966 bylo v Elberfeldu postavené nové divadlo. 0d roku 1945 bylo ve Stadtische Biihnen Wuppertal
uvedeno mnoho novych a progresivnich produkci jak cinohernich tak opernich. Neddvno zménilo divadlo svij
ndzev na Wuppertaler Biihnen, ale stdle se jednd o tradicni méstské divadlo se stalym Cinohernim a opernim
souborem. V roce 2009 se Johannes Weigand, ktery nékolik let pisobil jako hlavni scénograf, stal uméleckym
feditelem.

WUPPERTAL OPERA

In 1929 the towns of Elberfeld and Barmen, along the Wupper River in Germany, were incorporated under the new
name of Wuppertal. The first real theater in Elberfeld was built in 1806 and at the end of the 19th century two
new theaters were established, one each in Barmen and Elberfeld, later combined together as the Stédtische
Biihnen Wuppertal. The theaters were either destroyed or badly damaged during World War Il, but after the
war, Wuppertal was the first German town where theatrical performances Started again in two venues, the
Stadthalle and the Gesellschaft Union. In the 1950s the opera house was renovated, and in 1966 a new theater
was built in Elberfeld. Since 1945 the Stédtische Biihnen Wuppertal has been responsible for many new and
progressive productions in drama and opera. In recent years the name was changed to Wuppertaler Biihnen, but
it is still a traditional city theater with a permanent ensemble for drama and opera. In 2009 Johannes Weigand,
who had worked for several years in Wuppertal as principal Stage director, became artistic director of the opera.

a1
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OSTRAVSKE CENTRUM NOVE HUDBY (0CNH) vzniklo v roce 2000 s cilem pofddat biendle
Ostravské dny: Institut a Festival nové hudby (poprvé v roce 2001). Tritydenni Ostravské dny vytvafej pracovni
prostiedi pro mladé skladatele se zaméfenim na praci s orchestrem (rezidencnimi orchestry Ostravskych dni
jsou Jandckova filharmonie Ostrava, Ostravskd banda a pévecky sbor Canticum Ostrava). Ostravskych dni se
v pribéhu Sesti biendle (od roku 2001 do roku 2011) zGcastnilo 168 mladych hudebnikd (rezidenti-studentd
Institutu) z 33 zemi svéta, vietné jedenacti studentd z Ceské republiky. Vyvrcholenim Ostravskych dnd je vZdy
vice jak tydenni festival (vroce 2011 se konal od 26. srpna do 3. zafi' s 19 koncerty symfonické, komorni, sdlové
hudby, ale také s hudebnimi instalacemi a Minimaratonem elektronické hudby. Ostravské dny jsou nejvetsi akci
svého druhu v Ceské republice. OCNH pofddd koncerty i mimo Ostravské dny, zejména ve spolupraci s Jandckovou
filharmonif Ostrava a fadou vyznamnych festival(, organizuje koncertni turné a koncerty Ostravské bandy
v Evropd i USA, vydava odborné publikace, kompaktni disky s live nahravkami z festivald Ostravskych dni
a DVD dokumenty, které prezentujici prostfedi Ostravskych dndi (2007, 2009, 2011). V roce 2012 pordda OCNH
ve spoluprdci s Nérodnim divadlem moravskoslezskym prvni biendle NODO- Dny nové opery Ostrava. 0CNH rovné:z
zaloZilo archiv notovych materidll a hudebnich nosicd (Knihovna mésta Ostravy - hudebni oddéleni). OCNH ma
sidlo v Ostravé a New Yorku.

OSTRAVA CENTER FOR NEW MUSIC (0CNM) was founded in 2000 with the mission to produce
Ostrava Days: New Music Institute and Festival in Summer 2001. The three-week Ostrava Days Institute provides
a working environment for young compasers, with a focus on works for orchestra. The resident ensembles
include the Janacek Philharmonic Orchestra, international chamber orchestra 0stravska banda and mixed choir
Canticum Ostrava. Ostrava Days, has included, throughout six biennial events (2001 - 2011), 168 emerging
composers and musicians (resident-students of the Institute) from 33 countries, including 11 students from
the Czech Republic. It culminates in a week-long festival, the largest event of its kind in the Czech Republic,
which in 2011 (August 26 - September 3) included 19 concerts of symphonic, chamber, solo and installation
works, as well as a Minimarathon of Electronic Music. OCNM also produces concerts outside of 0strava Days,
both in cooperation with the Jandcek Philharmonic Orchestra and with other international festivals, including
concerts by 0stravskd banda in both Europe and the USA. OCNM publishes CD recordings of live performances,
and DVD documentaries (2007, 2009, 2011) of the working environment at Ostrava Days, and maintains an
archive of sheet music and CDs (Ostrava City Library, Music Department). In 2012, 0CNM cooperated with the
National Moravian-Silesian Theatre in Ostrava on the first biennial festival NODO - New Opera Days Ostrava.
OCNM has offices in Ostrava and New York.



OSTRAVSKA BANDA

Daniel Havel, flétna / Flute (Prague)
Malgorzata Hlavsa, flétna | Flute (Katowice)
Beatrice Laplante, hoboj / Oboe (Berlin)

Daniel Svoboda, klarinet / Clarinet (Ostrava)
Lukds Darihel, klarinet / Clarinet (Brno)

Theo Nabicht, klarinet [ Clarinet( Berlin)
Stefanie Liedtke, fagot / Bassoon (Amsterdam)
Daniel Costello, lesni roh / french Horn (Berlin)
Thomas Verchot, trubka / Trumpet (New York)
Magnus Nilsson, pozoun / Trombone (Amsterdam)
L4sz10 Témdskozi, bici | Percussion (Budapest)
Tamas Schlanger, bici / Percussion (Budapest)
Jakub Tengler, bici / Percussion (Ostrava)
Zuzana Bis¢akova, klavir [ Piano (Bratislava)
Conrad Harris, housle / Violin (New York)
Jakub Cernohorsky, housle | Vialin (Ostrava)
Pauline Kim, housle / Vialin (New York)

David Danel, housle / Violin (Prague)

Peter Zwiebel, Viola (Bratislava)

Juraj Madari, Vio/a (Bratislava)

Andrej Gal, Violoncello (Bratislava)

Matthias Lorenz, Violoncello (Dresden)

John Eckhardt, Contrabass (Hamburg)
FrantiSek Vyrostko, Contrabass (Bratislava)

Hosté | Guests Musicians

Andrea BoSkova, flétna | Flute (Bratislava)
Jii Sejkora, hoboj / Oboe (Prague)

Jan Soukup, fagot / Bassoon (Ostrava)

Jan Garlathy, lesni roh / french Hom (Ostrava)
FrantiSek Adamik, trubka / Trumpet (Ostrava)
Jakub Zivalik, pozoun / Trambone (Ostrava)
Miklos Hollo, bici / Percussion (Budapest)
Alexandr Stary, klavir / Piano (Ostrava)

Pavel Dolezal, housle [ Violin (Ostrava)

Olga Faikova, housle / Violin (Ostrava)

Radka Tihelkovd, housle / Violin (Ostrava)
Julie Ester Mauci, housle / Violin (Ostrava)
Monika Mutinovd, housle / Violin (Ostrava)

Roman MZik, housle / Violin (Ostrava) (
Michaela Variovd, housle | Violin (Ostrava) 53
Pavel Urban, housle | Violin (Ostrava) —

Alena Kuchar, Viola (Ostrava)

Pavel Vitek, Vio/a (Ostrava)

Jifi Hanousek, Violoncello (Ostrava)
Vlasta Hanouskova, Violoncello (Ostrava)
Vladimir Vesely, Contrabass (Ostrava)
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NARODNI DIVADLO MORAVSKOSLEZSKE (zalozeno 1919) je nejvétsim a nejstar$im profesiondlnim
divadlem v Ostravé a zérover nejvétsi kulturni instituci zfizovanou timto statutdrnim méstem. Jako jediné
na Moraveé a ve Slezsku ma divadlo ctyfi umélecké soubory - operu, ¢inohru, balet a operetu/muzikal, které hrajf
pravidelng na dvou stalych scéndch: v Divadle Antonina Dvordka a Divadle Jifiho Myrona. NDM v rdmci sezény
uvadi 16-19 premiér a odehraje vice nez 500 predstaveni rocné. Nérodni divadlo moravskoslezské je clenem
mezindrodn{ asociace opernich domi Opera Europa.

Soucasti dramaturgie opery Nérodniho divadla moravskoslezského je fada Operni hity 20. stoleti, zahrnujici
dila svétovych autord, ktefi navstivili Ostravu - kromé LeoSe Jandtka to jsou Paul Hindemith (Cardillac,
premiéra 23. 6. 2011), Igor Stravinskij (Zivot prostopdsnika, premiéra 1. 3. 2012) a Sergej Prokofjev (Ldska
ke trem pomerancim, 2013). Jandckovsky repertodr je dalsi logickou konstantou dramaturgie opery NDM. Vedle
prvniho operniho opusu Sdrka (2010) jej doplinilo obnovené nastudovani Jeji pastorkyné (2011), ceska operni
hvézda Eva Urbanovd debutovala v roli Emilii Marty v koncertnim provedeni Véci Makropulos (2012), rok 2012
prinese i novou inscenaci Kdti Kabanové. Rok 2014, tedy rok 160. vyroCi narozeni skladatele, je pak ve znameni
pripravovaného uvedeni posledni Janackovy opery Z mrtvého domu. 0d 1. 1. 2010 je feditelem Ndrodniho divadla
moravskoslezského Jifi Nekvasil.

NATIONAL MORAVIAN-SILESIAN THEATRE (founded in 1919) is the biggest and oldest
professional theatre in Ostrava. At the same time, it is the largest cultural institution established by the
Statutory city. As the only one in Moravia and in Silesia, it has four ensembles: opera, drama, ballet and
operetta/musical regularly performing on two permanent stages: The Antonin Dvordk Theatre and Jifi Myron
Theatre. National Moravian-Silesian Theatre (NMST) presents from 16 - 19 opening nights a season and more
than 500 performances a year. It is a member of Opera Europa, an international association of opera companies.
Within the National Moravian-Silesian Theatre dramaturgy there is a series titled Opera Hits of the 20th
century. It comprises the works of world-famous composers who visited 0strava - besides LeoS Jandcek, it
has presented Paul Hindemith (Cardillac, first performance on June 23, 2011), Igor Stravinsky (The Rake’s
Progress, first performance on March 1, 2012) and Sergei Prokofiev (The Love for Three Oranges, 2073).
Jandckian repertoire is another focus of the NMST. Besides his first opera opus Sarka (2010), there was a new
performance of Jenufa (2011), where the Czech operatic star Eva Urbanovd debuted in the role of Emilia Marty
in the concert performance of The Makropulos Affair (2012). 2012 will bring a new Katya Kabanova as well. In
2014, in celebration of the composer’s 160" anniversary, Janacek’s last opera From the House of the Dead will
be staged. Since January 1, 2010, Jifi Nekvasil holds the position of the NMST director.
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PRIPRAVUJEME / UPCOMING EVENTS

Narodni divadlo moravskoslezké /| The National Moravian-Silesian Theatre
Narodni divadlo moravskoslezské v ramci rady Operni hity 20. stoleti uvede /| For the upcoming
series Opera Hits of the 20th Century, The National Moravian-Silesian Theatre will present

Leo$§ Janacek, Kata Kabanovd [ Katya Kabanova 15.11. 2012
Leo$ Jandcek, Vec Makropulos | The Makropulos Affair 2013/14
Sergej Prokofjev, Laska ke tiem pomerancim | The Love for Three Oranges 2013/14
Leo$§ Janacek, Z mrtvého domu / From the House of the Dead 2014/15

Pro 2. biendle festivalu NODO v roce 2014 zadalo Narodni divadlo moravskoslezské objednavku na vznik nové
opery Martinu Smolkovi. /| For the second NODO Biennial in 2014, the National Moravian-Silesian Theatre has
commissioned a new opera by Martin Smolka.

Ostravské centrum nové hudby | Ostrava Center for New Music
Koncerty Ostravské bandy / Concerts of 0stravska banda

ISSUE Project Room, New York (festival Beyond Cage) 30.10. 2012
Roulette, New York (festival Beyond Cage) 4.11. 2012
WDR 3, Kolin nad Rynem | Cologne 19. 1. 2013
Janackv mdj | Jandcek May Ostrava 29. 5. 2013
Prazskeé jaro [ Prague Spring Festival 31.5.2013
Ostravské dny | Ostrava Days 2013 12.8.-1.9.2013

Vydali jsme | OCNM Publications
Ostravské centrum nové hudby pravé vydalo 3CD: Music of Ostrava Days 2011 LIVE a DVD dokument Petra
Tomaidese o Ostravskych dnech 2011: Vitdm vSe, co prijde.

Nabizime Vam dal$i publikace: Ostrava Days Reports 2001, 2003, 2005, 2007 a 2009 (podrobné dokumentace
Ostravskych dnd, které zahrnuji transkripce lektord v anglickém jazyce), 2CD Music of Ostrava Days LIVE 2007
a 2009 a DVD dokumenty z Ostravskych dnd 2007 a 2009. V pfipadé zdjmu kontaktujte kanceldr Ostravského
centra nové hudby.

Ostrava Center for New Music has just released a 3-CD package: Music of Ostrava Days 2011 LIVE, and a DVD
documentary by Peter Tomaides about Ostrava Days 2011 | Welcome What Happens Next.

There are also other publications available: Ostrava Days Reports 2001, 2003, 2005, 2007 and 2009 (detailed
documentation of Ostrava Days including transcripts of lectures in English), 2CD with Music of Ostrava Days
LIVE 2007 and 2009 and DVD Documentary from Ostrava Days 2007 and 2009. To obtain the publications, please
contact our Ostrava office.
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NARODNI DIVADLO
MORAVSKOSLEZSKE

OSTRAVSKE CENTRUM NOVE HUDBY
OSTRAVA CENTER FOR NEW MusIC

Za finanéni spoluticasti statutarniho mésta Ostrava / GenerdIni partner Ostravského centra nové hudby /
With Financial Support from the City of 0strava General Partner of Ostrava Center for New Music

Nadace
Zdenka Bakaly

OSTRAVA!!!
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Ostravskd banda hraje na bici nastroje firmy Adams Musical Instruments /
Ostravskd banda performs on percussion instruments made by Adams Musical Instruments
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