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Program

Bedrich Smetana
Crty (Skizzen, Skici), sesit 2, op. 5, JB 1:67

. Scherzo - Polka Fis dur: Allegramente
. Zadumcivost gis moll: Allegretto

. Privétiva krajina Des dur: Moderato

. Rapsodie f moll: Vivace ed energico

Antonin Dvorak
Poetickeé nalady, op. 85, B 161 — vybér

1. Noéni cestou (Allegro moderato)
3. Na starém hradé (Lento)
8

. Rej skiitkd (Allegretto)

Josef Suk

Letni dojmy, op. 22b

1. V poledne
2. Hra deéti
3. Vecerni nalada

Prestavka

Lubos Fiser

Klavirni sonata ¢. 4

LeoS Janacek

V mihach, JW VIII/22

. Andante

. Molto adagio
. Andantino

. Presto




Programme

Bedrich Smetana

Sketches (Skizzen, Skici), vol. 2, Op. 5, JB 1:67

. Scherzo - Polka, F-sharp major: Allegramente

. Melancholy, G-sharp minor: Allegretto

. The Pleasant Countryside, D-flat major: Moderato
. Rhapsody, F minor: Vivace ed energico

Antonin Dvorak

Poetic Tone Pictures, Op. 85, B 161 — a selection

1. Night Journey (Allegro moderato)
3.
8

At the Old Castle (Lento)

. Goblins’ Dance (Allegretto)

Josef Suk

Summer Impressions, Op. 22b

. At Noon
. Children’s Play
. Evening Mood

Intermission

Lubos Fiser

Piano Sonata No. 4

LeoS Janacek

In the Mists, JW VIII/22

. Andante

. Molto adagio
. Andantino

. Presto




Hudba ¢eskych romantikd a z nich vzeslych modernistl bude
dnes predstavena prostfednictvim nendpadného a €asto opo-
mijeného Zanru tzv. charakteristického kusu, ktery byl kdysi
mezi romantickymi tvarci na vysluni a tfeba takovy Dvorak své
obsahlé klavirni dilo tvofi takfka vyhradné v duchu tohoto zanru.
Romantismus nebyl jen vymoZzenosti objemu a sily, vedle velko-
leposti a bombastu probihalo intenzivni hledani i na opacném
pdlu, v oblasti miniatur a drobnych citovych zachvévi. Klasickou
klavirni hudebni formu uz od V. J. Tomaska a pozdéji J. V. H. Vo-
fiska obohacovaly vlivy programni hudby, zUstalo vSak jen u jed-
notlivych detaill, nalad ¢i dusevnich hnuti, nedoslo k rozvinuti
do romantickych pfibéhd, bojl mytickych hrdind ani li¢eni pfi-
rodnich scenérii, jako je tomu u programni hudby.

Charakteristicky kus neni jen odborné oznaceni hudebni formy,
skladatelé takto s oblibou své skladby pfimo pojmenovavali,
mezi jinymi i Bedfich Smetana (1824-1884), jehoz op. 1 sestava
z Sesti sugestivné pojmenovanych skladeb zastfeSenych fran-
couzskym nazvem Sest charakteristickych kusd. Po cely aktivni
Zivot patfil Smetana k nejvybojné&jsim skladateldm, vytrvale po-
sunoval vzité rysy jednotlivych zanrl a od prikopnikd romantis-
mu, pfedevsim od obdivovaného pfitele Ference Liszta, dokazal
okamZzité prebirat nové tvréi pristupy a obohacovat je vlastnim
rukopisem. Velka ¢ast Smetanova dila pohfichu zapadla, z kla-
virnich skladeb se hravaji pfedevsim polky, méné Ceské tance.
Pfed polovinou stoleti mél ovSem pétadvacetilety Smetana
za sebou jiz pét rliznorodych cykld charakteristickych skladeb,
z nichz nékteré tvorily volny cyklus ListkG do pamatniku. V této
dobé bylo téZ oblibené pojmenovavat skladby nazvy literar-
nich utvard, napt. balad, romanci, elegii, rapsodii, naprostou no-
vinkou vSak byly v podobném duchu nazvy pfiblizujici artefakty
vytvarné. Smetanovy Skizzen (Sesky Crty), op. 5, jsou volnym
pokracovanim Listka do pamatniku, kterych chtél Smetana pU-
vodné napsat 24, v kazdé téniné jeden. Jsou vénovany proslulé
pianistce Clafe Schumannové, ¢imz navazuji na pfedchozi op. 3




(Charakteristické skladby) vénovany jejimu manzelovi Robertu
Schumannovi. Ve svych Crtdch Smetana Zanr miniatur oboha-
cuje o nevsedni invenci, to vée na pldorysu prosté tfidiiné formy
A-B-A. Crty, op. 5, otevira hybna, typicky smetanovsky chroma-
ticka Polka, jejiz stfedni ¢ast (Scherzoso e leggierissimo) je jesté
0 néco vypjatéji tanedni, zakon¢ena okazalym trylkem, ktery
nasledné vrati pocatecni polku. Efekt nasledujici Zadumcivosti,
jinak stylové jednolité, spociva predevSim v proménlivé, prchave,
az spekulativni harmonii. Privétiva krajina pfedstavuje typickou
smetanovskou idylu, bojovny te€kovany rytmus pak ramuje za-
veére¢nou Rapsodii, jeji stfedni &ast pfedstavuje tklivy kontrast.

Prestoze se i Antonin Dvorak (1841-1904) ve svém obsahlém,
takifka hodinovém cyklu tfinacti Poetickych nadlad védomé hla-
si k odkazu Roberta Schumanna, takrka &tyficetilety odstup
od Smetanovych Crt je okamzité evidentni: nejde uz o préikop-
nickou stylovou novinku, nybrz o zraly, plsobivy a v neposledni
fadé téz komeréné velmi Uspésny typ charakteristického kusu.
Na rozdil od Smetany nebyl zraly Dvorfak posedly novatorstvim,
usiloval o femeslnou dokonalost a povazoval si osvédéenych
postupd, které zdokonaloval spie bezdé&ky, o to vdak skvéleji.
Zaroven zde autor nesleduje ambici prorazit a proslavit se, na-
opak jde o tvaréi odpovéd na Easté prosby berlinského nakla-
datele Simrocka, pro néhoz znamenaly drobné Kklavirni skladby
daleko nejvynosnéjsi byznys. | kdyz s nim Dvorak postupem
¢asu dokazal smlouvat ¢im dal mazanéji, komeréni zajem méli
se Simrockem spolecny. Jednotlivé skladby jsou podle Dvoraka
schumannovské spiSe typoveé nez zvukové, sugestivni nazvy
vymyslel nahodile, bez hlubsich souvislosti, a se zastfeSujicim
nazvem celého cyklu si dlouho nevédél rady.

Vrcholna poeti¢nost obsahlé uvodni Nocni cesty je vedle Cet-
nych a ¢astych kontrastd dana i exotickou melodikou a Zivelnou
rytmi€nosti, misty pfipomina dilo nékoho z Mocné hrstky. Noktur-
nalnim refrénem je tu troji dlouhy, Siroce rozkro¢eny akord H dur
postupné v hluboké, stfedni a vysoké poloze. Na starém hradé

se zacina zpévnym unisonem, zpocatku pentatonickym, vzneSe-

Chromatické utrzky evokuji zficeninu, prchavé zvonivé ozdoby
pak noéni atmosféru. | krati¢ky fortissimovy vpad je jen steskem
po slavné minulosti ruiny. Rej skfitkd pfinasi rychly sled nejrliznéj-
gich tanecnich vyjevl ve viceméné stalém tempu a dlouho ne-
ménném dvoudobém metru. Pfekvapivy zlom z As dur do E dur
kontrastuje historizujici idylou, i ta ale postupné nabyva tanecni
charakter, i kdyz stéle jakoby v mize. Vstupni rej se ale vrati se
v8i paradou, jakkoliv o poznani stru¢néiji.

Jmeéno Josef Suk rezonuje zdejsimi hudebnimi kruhy takifka pUl-
druhého stoleti. | jeho nejznaméjsi nositel, oznacovany jako Jo-
sef Suk starsi (1874-1935), sdili tradi¢ni rodinné jméno nejen se
synem a vnukem, ale i se svym otcem. Vedle Vitézslava Novaka
je nejznaméjsim zakem Antonina Dvofaka a poji jej s nim i rodin-
né pouto, pozadal totiz slavného ucitele o ruku jeho dcery Otilie
a uspél, svatba se konala v listopadu 1898. Idylické okolnosti
naplnéné lasky se vyrazné projevuji v Sukove dile z této doby,
dokonce prochazeji pozoruhodnym rozvojem. Chybny je panuiji-
ci nazor, snad pod dojmem osobni blizkosti obou muzd, ze Suk
je Dvorakovym epigonem bez vyraznéjsi osobitosti. Je tfeba vzit
v potaz, Zze kompozice nebyla jedinou Sukovou uméleckou ak-
tivitou, jako sekundista fenomenalniho Ceského kvarteta travil
znac¢nou ¢ast Zivota na cestach. Téz se nenechme zmast poci-
tem, Ze v Sukové hudbé& nenachazime ani naznak jakékoliv tvaréi
vzpoury proti tchanovu dédictvi, alespori pokud odhlédneme

od folkloru jako inspiraéniho zdroje, ktery Suk na rozdil od Dvo-
faka dUsledné ignoroval.

Charakteristicky klavirni kus se v Sukovych rukou posunuje
az na samou hranici plnohodnotné programni hudby, vystizeni
zvolenych nazvl je disledné, az manyristické, a to uz od prvnich
téna, zarover mizi snaha o miniaturizaci, vyrazny rys dosavad-
niho vyvoje Zanru. Svlj opus 22 chce Suk v roce 1902 postupné
vénovat Ctyfem charakterizacnim cykldm podle ro¢nich obdobi.




Brzy po dokonc¢eni pétidilného Jara, op. 22a, pfistupuje k praci
na trojici Letnich dojmd, op. 22b. (Na podzim a zimu uz mimo-
chodem nedoslo.) Vérnost li¢enym scéndm tu hranici s popis-
nosti, pro Uvodni ¢ast Poledne je vSudypfitomnym proménlivym
ostinatem poledni vyzvanéni. Interpretacnim ofiskem jsou Casté
pfirazy, které museji byt melodicky nosné, nemély by ale naru-
it rytmickou homogenitu. | v nasledujici Hfe déti mizeme s po-
moci rozverné melodiky i trhané rytmiky podrobné sledovat, kdy
jsou déti klidnéjsi (malokdy), kdy Fadi (Casto), kdy béhaji a kdy
je néco hloubégji zaujalo. Nalada se jim pochopitelné méni Casto
a necekané. Vedle pfirazll jsou zde pfednesové ozehavé Casté
trylky. AZ obsahla zavérec¢na Vecerni nalada se po rozvazném
Uvodu vymaniuje ze zavazku detailniho liceni a predstavuje hnuti
mysli spojena s vecerem v celé jejich rdznorodosti. Hymni¢nost
misty dosahuje krajni monumentality, pfednesové i technicky
se jedna o virtuosni kus, zavér vSak Usti, jak se na vecler patfi,
do naprostého ztiSeni.

datellm 20. stoleti, po vétsinu druhé poloviny 20. stoleti byl
dominantnim tvlrcem pro koncertni pddia, divadlo, film i televizi,
zde se dokazal prosadit jak v umélecky ambiciéznich snimcich,
jako je Juracklv Pripad pro zacinajiciho kata (1969) nebo Her-
zovy Petrolejové lampy (1971), tak i v popularnich snimcich, jako
Chalupafi (1975), Mach a Sebestova (1976), Adéla jesté nevede-
fela (1977) nebo Arabela (1979). Jeho jednovéta 4. klavirni sonata
(1962-64) je typem skladby hommage, pocty, dokonce dvoiji.
Predevsim jde o Alexandra Nikolajevi¢e Skrjabina (1872-1915)

a jeho desatou klavirni sonatu, op. 70 (1913), autorem prezdiva-
nou ,hmyzi“. Ta je rovnéz jednovéts, téz trva kolem deseti minut
a je vyrazné chromaticka. Hmyzi efekt prameni mj. z Castych
trylkd. Skrjabinova sonata je monotematicka, hlavni téma ji
otevira i uzavira a je s nim neustale pracovano. Toto téma tvofi
v partitufe vytisténé tzv. motto sonaty FiSerovy, rovnéz ji ale

ve zcela identické podobé otevira — se Skrjabinem se shoduje
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v téning, metru (9/16) a tempovém oznaceni (moderato). V dal-
&im prdbéhu sice s tématem FiSer nepracuje obsedantné jako
Skrjabin, to je ovSem dano i tvarem dila, jimz je koldz kontrast-
nich, vzajemné pramalo souvisejicich ploch, vesmés drobnych
co do trvani, vzdy ovSem v tom ¢i onom krajné vyraznych. FiSer
svoji Ctvrtou sonatu nestavi na tematické praci, nékteré pasaze
opakuje, ale nerozviji. Skrjabinovo téma je tu spiSe navracejicim
se symbolickym refrénem nez stavebnim prvkem. Souzvuky ne-
maji charakter akordU, jsou vZdycky ,zaspinéné“ né&jakou diso-
nanci, zpravidla ne jedinou. Ze zvukové koladze ¢asto vystupuiji
jakési zoufalé vykfiky, jez mohou poukazovat na osud adresata
druhé ¢asti této pocty, blizkého FiSerova pfitele Antonina Jeme-
lika (1930-1962), talentovaného béasnika, skladatele a fenome-
nalniho pianisty, ktery tragicky zahynul za nevyjasnénych okol-
nosti. Jeho pamatce je dilo vénovano. FiSer s Jemelikem sdilel
hluboké okouzleni Skrjabinovou tvorbou.

V Leosi Janackovi (1854-1928) dnesni matiné vrcholi spojenim
linie charakteristického kusu s radikalné modernim tvaréim uva-
Zovanim, ,modernim*“ ve smyslu nedogmatického hledani neob-
vyklych feSeni a novych cest i cileného ignorovani zaZzité rutiny.
Nejde tedy o modernu ve smyslu manifestacnim ani provoka-
tivnim, naopak spise introspektivnim. Janackova klavirni tvorba
vynika krajni poeti¢nosti a sugestivitou, v tomto smyslu jde jesté
mnohem dal za Suka. Jana¢ek v§ak ignoruje pozadavek na zvu-
kovou plnost klavirni sazby, i zvolené finesy v harmonii ¢asto vy-
svitnou spiSe pokoutné nez v plné paradé. Torzovita masa zvuku
ovSem vede k tomu, zZe i zdanlivé drobny efekt ma ohromnou
pUsobivost a silu, poslucha¢ u Janacka jakoby &isti a gruntuje
receptory hudebni slasti od nanosl romantického patosu a uéi
je vidét dfive nerozpoznanou a nedocenénou krasu. Titul V ml-
hdch (1912) pfitom nema hlubsi souvislost s literarni ani vytvar-
nou predlohou a je pojat tradi¢né, navozuje spravneé rozpolozeni
a o¢ekavani. PGvodni archaizujici ndzev Mhy Janacek zménil
na vécnéjsi V mlhach az tésné pfed vydanim dila v roce 1913.
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V mlhéch se nachézel cely Janacklv osamély Zivot mezi Umrtim
dcery Olgy v roce 1903 a definitivnim skladatelskym uznanim
v globalnim méfFitku, které mu pfinesly az opozdéné premiéry
Jeji pastorkyné v Praze (1916) a ve Vidni (1918). Pfipadal si v této
dobé jako ,osamély kos®, pfestoZze mu nechybélo presvédceni
o vyjimec&nosti vlastni tvorby ani mendelovska urputnost. Bez-
prostfednim impulzem k praci na &tyfdilném klavirnim cyklu by
vedle nedavného Uspéchu Po zarostlém chodni¢ku (po roce
1900) mohla byt také soutéz brnénského Klubu pratel uméni,
vedle ni ale také setkani s hudbou Clauda Debussyho, tehdy
jesté nepfilis znamého, jehoz Odrazy ve vodé z prvniho sesitu
(1901-05) cyklu Obrazy zaznély na koncerté varhanické Skoly
v Luzankach v lednu 1912.

Jednotlivé ¢asti maji jen italska tempova oznaceni, vSechny
v8ak pracuji s poetickou atmosférou danou nazvem. Uvodni
Andante ma vyrazné kantabilni charakter, kontrastni zufivy cho-
ral se jakoby vynofi z rozboufenych vin a v zavéru na stejném
podkladu dojde klidu a usmifeni. Obé stfedni ¢asti jsou vyraz-
né ,chodni¢kovatéjsi‘, tedy v duchu starsiho Janac¢kova cyklu:
ve druhé Molto adagio kontrastuje bezradnost, samota a smu-
tek s hnévem, vyusti do prazdna. Andantino je melancholickou
basni v duchu Listku odvanutého. | tato ¢ast kon&i zcela v ml-
hach. Zavérecné Presto ma ambici cyklus patfi¢né sevrit, na-
vazat na jeho dosavadni polohy a pracovat s nimi s patficnym
dramatismem. Casté kontrasty a zvraty z n&j &ini linearni for-
mu, rapsodickou, ve vystizeni psychologie rozjitteného ducha
velmi nazornou. Mihy se v zavéru zvednou, vychodisko se ale
nenajde.

Jan Spagek




The music of the Czech romantics and the modernists who fol-
lowed them is to be presented today by means of the unflam-
boyant and often neglected genre of the “characteristic piece”,
which was once extremely popular among romantic composers;
the extensive piano works of Dvorak, for example, are com-
posed almost exclusively in the spirit of this genre. Romanticism
was not just a vehicle for volume and power - in addition to
grandeur and bombast, it was also characterised by an inten-
sive search on the opposite pole, in the area of miniatures and
small emotional tremors. From Vaclav Jan Tomasek and later
Jan Vaclav Hugo VofiSek, the classical piano musical form was
enriched by the influences of programme music, though remain-
ing merely in individual details, moods and mental movements,
and not developing into romantic stories, battles of mythical
heroes or depictions of natural scenery, as is the case with pro-
gramme music.

A characteristic piece is not just a specialist designation of

a musical form; composers have a fondness for naming their
compositions specifically in this way, including Bedfich Smet-
ana (1824-1884), whose Op. 1is comprised of six evocative-

ly titled compositions encapsulated by the French title “Six
morceaux caractéristiques”. Throughout his active life, Smet-
ana was one of the most revolutionary composers, persistent-
ly shifting the deep-rooted features of individual genres, and
was able to adopt new creative approaches at once from the
pioneers of romanticism, particularly his admired friend Fer-
enc Liszt, and enrich them with his own signature. A large part
of Smetana’s work has fallen sinfully into oblivion, and his pi-
ano compositions that continue to be played are mostly polkas
and, less often, Czech dances. Before the middle of the centu-
ry, however, the twenty-five-year-old Smetana had already writ-
ten five different cycles of characteristic compositions, some
of which made up the free cycle entitled Album Leaves. At that
time, it was also popular to name compositions after the names
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of literary forms, such as ballads, romances, elegies, rhapso-
dies, but names in a similar spirit approximating to artistic ar-
tefacts were a complete novelty. Smetana’s Skizzen (Sketches
in English, C‘rty in Czech), Op. 5, are a free continuation of his
Album Leaves, of which Smetana originally intended to write
24, one in each key. They are dedicated to the famous pia-
nist Clara Schumann, thereby following on from his preceding
Op. 3 (Characteristic Compositions) dedicated to her husband
Robert Schumann. In his Sketches, Smetana enriches the gen-
re of the miniature with unusual invention, all on the design of
a simple three-part A-B-A form. His Sketches (Op. 5) open with
a mobile chromatic Polka that is typically “Smetana”, whose
middle section (Scherzoso e leggierissimo) is a rather more ex-
alted dance ending with a flamboyant trill which then returns
to the opening Polka. The effect of the following Melancholy,

otherwise stylistically seamless, consists primarily of a change-
able, fleeting, even speculative harmony. The Pleasant Country-
side represents a typical Smetana idyll, the combative mottled
rhythm then framing the final Rhapsody, its middle part repre-
senting a poighant contrast.

Even though Antonin Dvorak (1841-1904) also refers conscious-
ly to the legacy of Robert Schumann in his extensive, almost
hour-long, cycle of thirteen Poetic Tone Pictures, the distance
of almost forty years from Smetana’s Sketches is immediately
evident: this is no innovation in a pioneering style, but a mature,
compelling and, not least, commercially highly successful type
of characteristic piece. Unlike Smetana, the mature Dvorak was
not obsessed with innovation; he strove for perfect craftsman-
ship and put his faith in tried and trusted techniques that he
tended to perfect instinctively, though no less brilliantly for that.
At the same time, the composer is not pursuing an ambition
to break through and become famous; on the contrary, this is
a creative response to the frequent requests from the Berlin
publisher Simrock, for whom small piano compositions were by
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far the most profitable business. Although Dvorak was able to
negotiate with him more and more cunningly over the course of
time, he and Simrock had a common commercial interest. The
individual pieces as written by Dvorak are more like Schumann
in type than in sound. He came up with evocative names ran-
domly, without deeper connections, and struggled for a long
time to come up with an umbrella title for the cycle as a whole.
In addition to the numerous and frequent contrasts, the su-
premely poetic nature of the expansive opening Night Journey is
also due to the exotic melody and spontaneous rhythmicity, in
some places resembling a work by one of the “Mighty Handful”.
The nocturnal refrain here is a triple-long, wide-spaced B major
chord in a successively deep, middle and high position. At the
Old Castle begins with a melodious unison, initially pentatonic,
with the grandeur built on the quietest dynamics and slowest
tempo. Chromatic fragments evoke a ruin, while fleeting ringing
ornamentation evokes a nighttime atmosphere. Even a brief for-
tissimo incursion is just nostalgia for the ruin’s glorious past. Gob-
lins’ Dance brings a rapid sequence of various dance scenes at
a more or less constant tempo and a long-unchanging two-beat
metre. The surprising break from A major to E major contrasts
with a historicising idyll, but this also gradually acquires a dance
character, although still as if in the mist. The opening whirl re-
turns, however, in all its splendour, albeit noticeably more briefly.

The name Josef Suk has resonated in local musical circles for
almost a century and a half. Even its most famous bearer, re-
ferred to as Josef Suk Sr. (1874-1935), shares the traditional fam-
ily name not only with his son and grandson, but also with his
father. After Vitézslav Novak, he is Antonin Dvorak’s most fa-
mous pupil, and he is also connected with him by a family bond,
as he asked his famous teacher for his daughter Otilie’s hand

in marriage and received his blessing — the wedding took place
in November 1898. The idyllic circumstances of fulfilled love are
prominently displayed in Suk’s work from this period, which even
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undergoes a remarkable development. The prevailing opinion,
perhaps under the impression of personal closeness between
the two men, that Suk is Dvorak’s epigone with no significant
individuality in his own right is erroneous. It must be taken into
account that composition was not Suk’s only artistic activity;
as second violinist with the phenomenal Bohemian Quartet he
spent a considerable part of his life on the road. Also, let us not
be fooled by the impression that we find no hint of any crea-
tive rebellion against his father-in-law’s legacy in Suk’s music,
at least if we consider folklore as a source of inspiration, which
Suk, unlike Dvorak, consistently ignored.

In Suk’s hands, the characteristic piano piece comes ex-
tremely close to fully-fledged programme music and the names
he gives the pieces are fitting to the point of mannerism from
the very first notes, while any effort to miniaturise, a character-
istic feature of the genre’s development thus far, disappears.

In 1902, Suk wanted to dedicate his opus 22 to four cycles of
characterisation corresponding to the seasons of the year. Soon
after completing the five-part Spring, Op. 22a, he proceeded to
work on the trio of Summer Impressions, Op. 22b (he never got
as far as autumn and winter). His faithfulness to the depicted
scenes here borders on the descriptive; the ringing of the noon-
day bell is the ever-present variable ostinato for the opening
part At Noon. The complication for interpretation is represented
by the frequent appoggiaturas, which must support the piece
melodically, but should not disrupt its rhythmic homogeneity. In
the following Children’s Play, we can also follow in detail, with
the help of high-spirited melodies and stuttering rhythms, when
children are calm (rarely), when they are on the rampage (often),
when they are running and when they have found a deeper in-
terest in something. Their mood understandably changes often
and unexpectedly. In addition to appoggiaturas, there are also
frequent trills here that are tricky to perform. It is only the exten-
sive concluding Evening Mood that, after a judicious introduc-
tion, breaks free of the obligation of detailed description and
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presents the impulses of the mind associated with the evening
in all their diversity. The anthemic nature approaches extreme
monumentality in places. This is a virtuoso piece in terms of
performance and technique, though the end, as befits an even-
ing, culminates in complete silence.

Lubos Fiser (1935-1999) is one of the most successful Czech
composers of the twentieth century, for most of the second half
of which he was the predominant composer for concert stages,
theatre, film and television, where he was able to establish him-
self in artistically ambitious films such as Jura¢ek’s Case for

a Rookie Hangman (1969) and Herz’s Oil Lamps (1971), as well
as in popular films and television series such as The Cottagers
(1975), Mach and Sebestova (1976), Adela Has Not Had Supper
Yet (1977) and Arabella (1979). His one-movement Piano Sona-
ta No. 4 (1962-1964) is a type of double homage or tribute, first
and foremost to Alexander Nikolayevich Scriabin (1872-1915)
and his Piano Sonata No. 10, Op. 70 (1913), nicknamed “The In-
sect Sonata” by the composer. This is also a single-movement
composition, it also lasts around ten minutes, and it is distinctly
chromatic. The insect effect stems in part from its frequent
trills. Scriabin’s sonata is monothematic, with the main theme
opening and closing the piece and being constantly elabo-
rated. This theme comprises the “motto” of FiSer’s sonata in the
printed score, but it also opens it in completely identical form -
it matches Scriabin in key, metre (9/16) and tempo marking
(moderato). Fiser does not work obsessively with the theme like
Scriabin during the course of the piece thereafter, though this

is also due to the shape of the work which is a collage of con-
trasting, barely related surfaces, mostly small in duration, though
always extremely expressive in one way or another. FiSer does
not build his fourth sonata on a thematic work; he repeats some
passages but does not develop them. Scriabin’s theme here

is more of a recurring symbolic refrain than a structural element.
The harmonies do not take the character of chords, they are
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always “tainted” with some dissonance, and usually not a sin-
gle one. Desperate cries of some kind often emerge from the
sound collage and may point to the fate of the addressee of the
second part of this tribute, FiSer’s close friend Antonin Jemelik
(1930-1962), a talented poet, composer and phenomenal pianist
who died tragically in unexplained circumstances. The work is
dedicated to his memory. FiSer and Jemelik shared a deep fas-
cination with Scriabin’s work.

In Leo$ Janacek (1854-1928), today’s matinee culminates in the
combination of the line of the characteristic piece with radical-
ly modern creative thinking — “modern” in the sense of an un-
dogmatic search for unusual solutions and new paths, as well
as a targeted disregard for the established routines. It is not,
therefore, modernity in the sense of manifestation or provoca-
tive, but rather introspection. Jana€ek’s piano work stands out
for its extreme poeticism and evocativeness, and in this regard
goes much further than Suk. Jana¢ek, however, disregards the
demand for fullness of sound in piano composition, and even
the selected finesse in the harmony often shines through sur-
reptitiously rather than standing out in all its glory. The fragmen-
tary mass of the sound, however, leads to the fact that even

a seemingly tiny effect has tremendous impact and power; with
Janacgek, the listener seems to refine and purify the receptors
of musical pleasure from deposits of romantic pathos and learns
to see a previously unrecognised and underappreciated beau-
ty. The title In the Mists (1912), meanwhile, does not have any
deeper connection with a literary or artistic original and is con-
ceived in a traditional way, evoking the appropriate mood and
expectations. Janacek changed the original archaic Czech title
of Mhy to the more matter-of-fact V mlhach only shortly before
the publication of the work in 1913. Janacek’s entire lonely life
could be said to have been “in the mists” from the death of his
daughter Olga in 1903 to his definitive recognition as a compos-
er on a global scale, which was not to come until the belated
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premieres of Jenufa in Prague (1916) and Vienna (1918). At this
time, he felt like a “lonely blackbird”, although he had no lack of
conviction in the exceptionality of his own work or any lack of
Mendelian tenacity. In addition to the recent success of On an
Overgrown Path (after 1900), the direct impulse to work on the
four-part piano cycle may also have been the competition held
by the Friends of the Arts Society in Brno and an encounter with
the music of Claude Debussy, who was not very well known at
the time, whose Reflets dans I'’eau from Livre 1 (1901-1905) of
the series Images was played at a concert at the organ school
in Luzanky in January 1912.

The individual parts are named only by Italian tempos, though
they all work with the poetic atmosphere of the given name. The
opening Andante has a distinctly cantabile nature, a contrasting
and ferocious chant seems to emerge from stormy waves un-
til calm and reconciliation arrive in the end against the same
background. The two middle sections are significantly more like
“On an Overgrown Path” in the spirit of Janacek’s older cycle:
helplessness, loneliness and sadness contrast with anger, lead-
ing to emptiness, in the second Molto adagio. The Andantino
is a melancholic poem in the spirit of A Blown-away Leaf. This
part also ends entirely in the mists. The final Presto has the am-
bition of providing a proper conclusion to the cycle, following
up on its previous positions and elaborating on them with ap-
propriate drama. Frequent contrasts and reversals give it a lin-
ear form, rhapsodic and extremely vivid in capturing the psy-
chology of the dawning spirit. The fogs lift in the end, but there
is no way out.

Jan Spagek




Jan Jirasky

Klavir

Jan Jirasky je Cesky pianista a pedagog, absolvent pardubické
konzervatore a brnénské JAMU v klavirni tfidé prof. Aleny Vlasa-
koveé. Své vzdélani dovrsil doktorskou dizertaci na téma Klavirni
dilo Leose Janacka. Janackovo klavirni dilo celé také natodil,

a to dokonce dvakrat na moderni nastroj i na autorQv vlastni
klavir zna¢ky Ehrbar, nachazejici se v Pamatniku LeoSe Janacka.
Za mimoradnou interpretaci mu byla udélena prémie Nadace
LeoSe Janacka. Je vitézem fady vicekolovych mezinarodnich kla-
virnich soutézi a jako interpret se proslavil zejména provadénim
kompletnich klavirnich cykld jako Bachlv Dobre temperovany
klavir (Dvofakova sifi Rudolfina, Besedni diim, National Music
Hall v Pekingu aj.), Mozartovych 18 klavirnich sonat ¢i skladeb
Seskych autord. Je také dvojnasobnym drzitelem ceny Classic
Ceského hudebniho fondu. Jako sélista koncertoval s desitka-
mi pfednich dirigentd (Ch. Arming, J. Bélohlavek, D. Bostock,

A. Ceccato, G. Emilsson, J. HrG$a aj.), komorné hral s Janacko-
vym kvartetem, Kvartetem Martin{, Korngold Quartetem, Pavel
Haas Quartetem, s pévci R. Novakem, H. Minutillo, J. Bfezinou,
M. Lehotskym a dalSimi. Je fadnym profesorem Janackovy aka-
demie muzickych uméni v Brné, kde vede Katedru klavirni inter-
pretace a pfedsedd Akademickému senatu Hudebni fakulty.

Piano

Jan Jirasky, a graduate of the Pardubice Conservatory and JAMU
in Brno, is a Czech pianist and teacher. He completed his studies
with a doctoral dissertation on the theme of Leo$ Janacek’s Pi-
ano Works. He has also recorded the complete piano works of
Janacek twice, once on a modern instrument and once on the
composer’s own Ehrbar piano at the Leos Janacek Memorial. For
the excellent interpretation he was awarded the Premium award
by the Leo$ Janac¢ek Foundation. He has won several internation-
al piano competitions and has made a name for himself through
his concert series where he performs complete piano cycles,
such as Bach’s Well-Tempered Clavier (Brno Philharmonic Hall,
Dvorak Hall of Rudolfinum Prague, Beijing National Music Hall,
etc.) Mozart’s 18 piano sonatas or works by Czech composers.
He has also won the Classic Prize twice by Czech Music Fund.
He performed more than twenty piano concertos with dozens
of renowned conductors (Ch. Arming, J. Bélohlavek, D. Bostock,
A. Ceccato, G. Emilsson, J. Hr08a, etc.), chamber music with Ja-
nacek Quartet, Martin0l Quartet, Korngold Quartet, Pavel Haas
Quartet or singers R. Novak, H. Minutillo, J. Bfezina and M. Lehot-
sky. He is full professor of Music faculty at Janacek Academy
(JAMU) and head of Piano department.







