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Concerto No. 3 for Piano and nature. That he himself was an outstanding violinist
Ten Wind Instruments is relevant to his extraordinary solo writing. But the
The Concerto No. 3 for Piano and Ten Wind Instru- concerto form, in using two opposing structural vehi-
mentswas written in 1939. Very different from the cles, requires a compositional virtuosity which Skal-
first two, which have a normal-size orchestra (as welkottas felt an urge to display. Arguably, in a piano
as the fourth, the lat€oncertino in C major, the  concerto, the essential antithesis of the form is most
Piano Concerto No. 3s one of Skalkottas’s most markedly manifested, since the polyphonic piano is
individual and architecturally impressive works. It is an ‘orchestra’ in itself and opposes the orchestra in a
said that Skalkottas was particularly fond of thisfull linear and harmonic substance. Maybe this is the
work; however, as with most of his works, he nevereason why Skalkottas composed more concertos for
heard it performed. The concerto was premiered ipiano (five, including that for two pianos) than for
London in 1969 (English Bach Festival) but, becausany other instrument, including his own, the violin
of the extraordinary demands of the solo part, thre¢the Piano Concerto No.written in 1931, is the
different pianists shared its movements. Geoffreyearliest twelve-tone piano concerto).
Douglas Madge was the first to play the entire con- In the Piano Concerto No.,3the coexistence of
certo in 1985. opposing qualities is discernible in further aspects,
Skalkottas’s eleven concertos, nine of which surcausing ambiguities that characterize the work. These
vive (for piano, two pianos, violin, two violins, violin can be found between form and sound, in phrase
and viola, and for double bass) are the largest part aftructure and polyphony, and in emotional character.
his orchestral output. His predilection for the con-The work has an extraordinary size and formal ex-
certo form can be considered as relevant to the quepansion, and also an often dense polyphonic texture,
tion of dichotomy and unity in his life and ceuvre. Heyet it is written for a most economical ensemble of
was, for instance, philosophical and introverted,ten winds and percussion, instead of a symphony
estranged in his creative modernity from his musicabrchestra. Piano and winds seem clearly to define the
environment, and yet he was an active member oghape and articulation of the musical phrases (the
that environment, spending his everyday professiondimbre of the instruments contributes to the clarity);
life as an orchestral violinist, quartet player, and evemowever, throughout the concerto we find an almost
occasionally as an arranger of other composers’ mwontinuous, multi-layered overlapping of phrases, be-
sic. A stylistic dichotomy — in his alternative use of tween the soloist and the orchestral ensemble as well
atonal and tonal idioms — and an overall unity ofas within the orchestral texture. This overlapping
conception mark his work. obscures the clear-cut delineation of phrases and
Antithesis and unity are the essentials of the conphrase-structure; not openly apparent, it creates an
certo form; in a concerto the solo instrument and theinderlying ambiguity in the phrases’ definition and
orchestra have separate, definite structural rélemterrelationships. The work has a polyphony of lay-
which, in the course of a sonata movement, for examers and phrase units, aetaphorical ‘counter-phras-
ple, move towards a common structural goal. Skaling’ that goes beyond counterpoint (polyphonic imi-
kottas’s affinity to the concerto is characteristic of histation is absent). Generally, with very few exceptions,
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the phrase structure does not follow established papet, trombone and tuba. The percussion, including
terns (such as period, sentence, etc.), but developisnpani, side drum, bass drum, cymbals, tambourine,
through continuous interconnections of small motivicwhip and xylophone, is used in an unexpected, most
groups. This cohesive motivic development, as welsparing way: on just a few occasions it punctuates
as the overlapping, makes for a sense of constastructural events such as moments of culmination or
evolution, continuity and movement. the articulation of formal sections. Significantly, and
Overlapping contributes also to a further ambi-uncommonly, there is no percussion at the end of any
guity, concerning the emotional character. This isnovement, not even at the dynamic conclusion of the
apparent mainly in the first movement, where drajast movement; this accords well with Skalkottas's
matic quality is combined with a dance elementunrhetorical style.
derived from the syncopated rhythms of mid-war,  The concerto is composed with a very free do-
contemporary jazz and music hall. The dance eledecaphonic, atonal method, not exactly serial. There
ment relates naturally to the sound of the wind instruare two principal twelve-tone series. There are also
ments. The winds’ timbre, with its ‘open-air’ quality, some secondary series, as well as (very often) other
seems to contradict the work’s intimacy. Yet, espefree twelve-tone note groups, not functioning as
cially in the pensivéndante sostenuientral move- series; these are twelve-tone textures embodying
ment, Skalkottas achieves an elusive combination afelodic segments and chords. As usual in Skalkottas,
inner expression and sound, creating a sound worlthe series are conceived and used thematically; they
totally his own. are thematic and motivic germs. All the basic themes
His use of the wind instruments is masterly andn the work’s three movements are connected with
often unconventional, resulting in a broad expressivéhe two principal series; through the thematic cross-
range. Occasionally the instruments are stretched telations, the work has a cyclical character. The two
their limits. The contrapuntal and harmonic com-principal series also appear to be related to two fun-
plexity of the work is rendered in vivid, sometimes damental expressive characters: the first, opening the
also dark-hued aural images. Skalkottas’s style isvork (heard in the first movement’s first theme, the
expressive, even passionate, yet unsentimental arsgcond movement's main theme and the third move-
concentrated; it also combines dark undertones andraent’s second theme), is linkeddaramatic, expres-
somewhat bitter wit. These are ideally conveyed hersive quality and inner eation, while the second
by the wind ensemble. Skalkottas loved wind instru-series (in the first movement's second theme and the
ments and he wrote frequently for them, e.g. in thehird movement’s first theme) is associated with a
Concerto for Violin, Viola and Wind Orchesfrthe  lighter, dancing, more extrovert vein. The first three
Classical Symphony in,Ahe transcription of nine notes of the first series constitute a motto-motif heard
Greek Dancesetc. But these works are written for a in all movements.
large wind orchestra, whereas tR@no Concerto
No. 3uses a small ensemble. The breadth of th&hird Concertas related to its for-
The wind ensemble consists of flute, oboe, comal expansion and emotional adventure as well as to
anglais, clarinet, bassoon, contrabassoon, horn, truna wealth of ideas, many of which grow through a
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developmental transformation of the primary mat-response, but also underlines the importance of the
erial. The first movementyloderatq is in sonata orchestra’s rdle against the instrumental and structur-
form. As always in Skalkottas’s concertos, it startsal richness of the solo part. The percussion accen-
with a classical orchestratornello in which the two  tuates the arrival of the coda. The last phrase of the
main thematic groups are presented. The dramaticoda exhilaratingly recalls the conclusion of the ex-
first theme is exposed through phrases and motifposition and recapitulation, but suddenly the appear-
shared and interwoven betweearious instruments ance of the motto in the two last bars calls a halt, and
and instrumental grosp It begins with nine consecu- a concluding chord fades — a final, melancholic shade,
tive appearances of the first principal series; the serieshich sums up the movement's expressive ambi-
appears in various melodic and harmonic, combinedalence.

segments which, after several note permutations, That ambivalence has a long-term resolution in
dissolve into non-serial twelve-tone groups. The secthe work’s continuation; the inner expressive char-
ond theme starts with asboe melodyaccompanied acter is inherent in the second movement, while the
by syncopated, dance-inflected rhythms. The pianéinale exhibits an uninhibited, dancing gaiety. The
opens its own, solo, second exposition introducing aecond movemenfndante sostenutdias indeed a
new idea with dramatic bravura, which graduallysustained expressive quality and a restrained pathos.
leads to the first theme. In all the movements, thédts form does not fully fit into any specific category:
solo exposition is greatly expanded with inner develit might be seen as a sonata-like formal design, with
opments, here ingeniously worked into both thematithe three sonata sections — exposition, development,
groups. The exposition is rounded off by a brief orch+ecapitulation — but without a definite sonata the-
estralritornello. Following such an extensive exposi- matic organization. This suggests a ternary scheme
tion, the development — starting by a new entry from(A-B [development]-A"); yet the exposition equals
the soloist — is accordingly shorter. Instead of thethe length of development and recapitulation togeth-
matic fragmentation and motivic isolation, the devel-er, so, as both the exposition and recapitulation have
opment has here an episodic, divertimento charactgrarallel climactic endings, there is a binary symmetry
and is organized in two parts. The first part ends witlin the form as well. The form also incorporates
a short culmination, underlined by flutter-tonguedvariation. The movement has a single main thematic
wind chords and two bass drum strokes; the secongroup. Instead of a second thematic group, in the solo
part follows immediately and the trumpet plays mer-exposition we find a group of new motifs (not
rily a new idea, ‘neoclassical’ in style and with dis- defined as a theme), which act rather as an extension
tant thematic relations, which then is taken up — as af the main thematic group in a new direction and
reply, in a varied form — by the soloist. In all the then lead to a melodically retrograde, varied appear-
movements, the recapitulation has a rather uniquance of the main theme. There is an almost impro-
feature in that it mirrors the entire pattern of thevisatory freedom throughout, both in the solo part
double exposition and combines both an orchestradnd in the orchestral instruments; this is combined
and then a solo recapitulation (this does not happewith a firm formal balance.

in a classical concerto). This is a logical structural  The broad main theme, in ternary structure, is
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initially exposed by the orchestra. Its opening melo-now greatly condensed, eschewing the internal devel-
dy in the clarinet, starting with the first principal opment of the exposition. The brief closing idea
series, establishes the movement's mood of reflectiveomes in the piano alone, and initiates a cadenza-like
melancholy. The rest of the theme grows through &oliloquy from the soloist, which sums up the inten-
free complex of several tone-rows, with exquisitesity of the movement. The closing motif, repeated in
polyphony and an overlapping phrase texture. In théhe orchestra, leads to a final culmination. The epi-
considerably longer solo exposition, the piano entertogue follows immediately, the clarinet almost plain-
meditavely, presenting the main thematic material irtively recalling the work’s motto-idea, echoed by the
a greatly varied form, enriched with motivic and piano. Short, melancholy phrases from the cor anglais
polyphonic development. At a certain point the solo-are heard under distant, high register piano chords;
ist, while developing thematic motifs, unobtrusively then some weirghianissimg staccatowind chords,
introduces a new harmonic and motivic elementseparated by unexpected pauses, seem to dissolve th
Subsidiary melodic phrases, usually interwoven asnusic. The piano resumes its spare choadgeg-
counter-melodies in the wind instruments, are borrgiato, and the last chord is doubled by the winds in a
through permutations of the serial and the freestoic, mezzopian@nding — a poignant conclusion of
twelve-tone material. With unbroken continuity, the this movement, the work’s emotional centre.

main theme’s material then reappears transformed, The third movementAllegro giocoso is in so-

the winds playing the thematic melodies in retro-nata form. The orchestral exposition opens with the
grade (backward) shape and rhythmic variation. Amain theme in the clarinet, a springing tune with
very brief, subsidiary closing idea is successivelyjoyous wide leaps. The second theme is introduced
heard from the oboe, bassoon and piano, leading toly the oboe and has a more melodic, lyrical char-
dramatic culmination which marks the end of theacter. The orchestral exposition ends uproariously
whole expository section (only with this passage isand the piano, as in the first movement, enters with a
the long-delayed move to a new area completely afrew idea, energetic and very virtuosic. The soloist’s
firmed, after the exposition’s journey). The muchensuing exposition of the two thematic groups is
shorter central development section has two compleagain significantly varied and expanded. The devel-
mentary parts. In a transformative discourse, a thespment section starts, briefly, as a false recapitula-
matic variant is heard in the flute, contrapuntally suption: the piano wittily restates the first theme’s open-
ported by woodwinds and horn, while the pianoing (not yet heard in its original form in the piano)
accompanies with an autonomous part developing thexnd immediately continues alone with its own sub-
matic motifs. A terse climax leads to the second partsidiary virtuosic idea. Then, rather unexpectedly, the
the piano, in dreamy sonorities, continues the flutesoloist and orchestra go their separate ways almost
melody, with contrapuntal comments from the winds.completely in the course of the development section,
An orchestral passage closes the central section, whilehich continues (or, in real terms, starts) with an
also acting as an unobtrusive transition to the recamrchestralritornello, developing and combining
itulation. The orchestral recapitulation is (as in all themotifs from the first theme and the piano’s idea. The
movements) followed by the soloist's recapitulation,orchestra fades out; the piano enters gently, musing
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on the second theme’s motifs, and soon continuesiusic — as in the famowd6 Greek Dancesfor in-
alone. The orchestra enters again, with fragmentargtance, or in various atonal works referring to the
phrases punctuating the soloist’s passages. Thaances of his era (tango, fox-trot, etc.). In 1938 Skal-
recapitulation proper has a reversed and mixed théwottas composed his first balléthe Maiden and
matic order, and starts again with the orchestraDeath one of his major works. He then continued to
Under a rhythmic ostinato the contrabassoon, halfompose regularly for ballet productions until the
amusingly and half expressively, plays the secongremature end of his life.

theme. The piccolo in its highest register is added, Skalkottas collaborated with all of the few but
mockingly juxtaposed with the contrabassoon. Thepioneering ballet companies in Athens at that time.
clarinet plays the first theme and then the piano Koula Pratsika, director of the Pratsika Dance School
briefly supported by the percussion — humorouslyand a leading figure in Greek ballet, asked Skalkottas
undertakes the continuation of the first thematicto collaborate in the production ®he Gnomesgiven
group. After a while the piano remains alone andn a double-bill Christmas performance on 22nd
states its own share of the second thematic groufdecember 1939.

The work’s motto in the orchestra (directly recalling ~ Around her dance school Pratsika had assembled
the opening of the first movement) initiates a shor circle of eminent Greek artists, musicians and writ-
coda, where the soloist dominates with a final, vir-ers. For the production dfhe Gnomesshe also
tuosic passage. In the last five bars, eight of theommissioned Stratis Myrivilis, one of the leading
winds (no flute or oboe), in their middle and low twentieth-century Greek writers, to write a free poetic
register, forcefully intone a concluding phrase unitingnarration on the ballet's subject and symbolism.

the initial motifs of the two serial themes, the piano  Regarding the music, Pratsika originally formed
rhythmically punctuating the proceedings with strong,a suite of her own, selecting pieces from Béla Bar-
low chords; the laconic, dramatic epilogue cyclicallyték’s piano collectiorFor Children and then asked

rounds off the work. Skalkottas to orchestrate the music. The Bartok
pieces, like all of thé=or Children collection, are
The Gnomes based on authentic Hungarian and Slovakian folk-

The balletThe Gnomesvas written in 1939, the songs, so they are suited to the folk-inspired ballet's
same year as theiano Concerto No.3lt is a suite  subject. In the original printed programme, Bartdk
for instrumental ensemble, much of which consists ofllone is named as the composer, and Skalkottas is
instrumentations by Skalkottas of small piano piecedisted only as the arranger (in the manuscript score no
by Bartok and Stravinsky; there are also three shotomposer’s name is mentioned, not even that of Skal-
pieces by Skalkottas himself. It is a delightful scorekottas). In fact, though, some of the pieces in the
showing Skalkottas’s craftsmanship and originality. final suite, are by other composers than Bartok. The
Throughout his life, Skalkottas composed both inmain body of the suite — seven pieces — are by Barték.
atonal and tonal idioms. His ballets, all tonal, formlt seems likely that, ahe Gnomesvas taking final
an important part of his work. Dance and dance eleshape, more music thdratsika hadriginally sel-
ments generally have a vital presence in Skalkottas'scted was needed. Myrivilspoetic narration, divid-
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ed into two parts, was used as a frame for the ballet®. The Gnomes (I) . . . . Bartékpr Children

main action. It is therefore possible that a new intro- Vol. Il, No. 3
duction, preceding the narration, was needed, as wel. The Gnomes (ll). . . . Bartékor Children
as some music to accompany part of the narration. Vol. I, No. 30

As the introduction (No.1), a Stravinsky piano 9. The Monster. ...... Bartékpr Children
piece was effectively used, likewise taken from a col- Vol. Il, No. 29
lection for children,The Five FingersAs Skalkottas 10. Chase ............ Bartéiqr Children,
particularly liked Stravinsky, it seems possible that Vol. Il, No. 22
he suggested this piece. Skalkottas himself composeld. Dismissal ......... Skalkottas
three short pieces: No. 2, with a beautiful cello melo-12. Chorale........... Skalkottas
dy of modal character, as well as Nos. 11 and 1213. The Song of Joy. . . . Bartdkor Children
No.5 is an unidentified piece of early music, prob- Vol. I, No. 40
ably selected by Pratsika, who frequently used bai4. Finale............ Bartdkor Children
roque music in her prodtions. Appearing at first Vol. Il, No.2

stylistically incompatible with the Bartok/Stravin-
sky/Skalkottas pieces, it was evidently chosen to  The plot of the ballet refers to the widespread
provide a marked contrast, as it is the first and prinGreek folk Christmas tales about the Gnomes. The
cipal dance of the chaste Vestals around the Heartlgnomes — ugly, vicious, grotesquely monstrous crea-
against the pagan-country Gnomes. And, because tires living in the underworld — go forth annually
Skalkottas’s witty use of the material, the styles sucinto the world on Christmas Eve; in the twelve-day
ceed convincingly, creating an enjoyable mood. Beperiod from Christmas to Epiphany, they attack and
fore and after the Hearth dance, in another stylistitorture human beings, who should take precautions;
diversion, a traditional Greek Christmas Carol isthe holy water ceremony in Epiphany puts an end to
heard (No.4, repeated in No.6); it is played unharthe Gnomes’ time on earth, sending them back to the
monized by the oboe, an allusion to the sound of thenderworld. Drawing from the myth’s essential sym-
Greek folk wind instrumenzournas accompanied bolism, Pratsika created a choreographic plot based
by the traditional triangle, bells and percussion. Inat the confrontation between two groups of five
summary, the provenance of the ballet pieces is: Gnomes, attired in black, and five Vestals, dressed in
white, young girls around the house’s Hearth, thus

1. Introduction....... Stravinskyhe Five suggesting the eternal fight between darkness and
Fingers No.2 light, evil and good. The ballet had three sections:

2. Espressivo molto . . Skalkottas Prologue Twelve Daysand Epilogue In the Pro-

3. The Gnomes in the . Bartdkor Children logue after thelntroduction(No. 1), a narrator recites
Underworld Vol. I, No.29 the first part of Myrivilis’s poetic text (No.2). The

4, Carol............. Greek folk-song Gnomes, still in the underworld, dance wearing masks

5. Hearth............ Early music piece (No.3). The curtain falls with the Christmas carol

6. Carol............. Greek folk-song (No. 4). The Vestals, the Hearth-maidens, watch over



the fire, dancing around the fireplace (No.5). Theture with doublings (in a higher or lower register) or
light gradually fades, and the carol is heard agaimevelops a texture with new inner lines and subsidi-
(No. 6, opening thdwelve Dayssection); one of the ary motifs derived from the original’'s motivic and
Gnomes emerges through the fireplace and dancésrmonic substance. This is clearly seen in No.13
(No.7); at the end of the dance, the remainingThe Song of J9Qy for instance: deliciously added
Gnomes appear. The Gnomes dance, playing witdoublings (the original melody is here in the upper
their masks (No. 8); the music is repeated (fourctave), pedals anutinati (connected with the orig-
times), the Gnomes find musical instruments andnal’'s motifs and continuous pedalling), punctuation
play them on stage; by the time of the music’s finaby the percussion; new inner lines (often developed
repetition, they are chasing one of the alarmed Vesrom the originalostinatosyncopated bass); a cheer-
tals. The Gnomes hold each other, as if they were ful counter-melody in the trumpet, heard in the
single being, and form a sort of monster with manymiddle of the piece; a new secondary motif in the
hands, which attacks the scared but defiant Vestatimpani, accompanying a nervous bass motif and
(No.9). The Gnomes and Vestals chase each othaterived from it as a rhythmic augmentation, then
and the Vestals repel the Gnomes (No. 10). Théransferred tacol legnoviolins, and so on. In this
Gnomes, forced out, exit one by one (No.11); thecompositional process, Skalkottas’s imaginative abil-
Vestals, representing the Virgin Mary, perform aity to develop and explore musical material is evi-
small Chorale (No. 12). In theEpiloguethe Vestals, dent. In the other Bartdk pieces, such procedures are
as though awakening, dance in a gradually risingnore discreet. Some of theeces argransposed
Song of Joy(No. 13); during this, the other five from a more mellow to a brighter tonality (e.g. from
dancers, now in dressed in white, join the dance. ThE to D major), more appropriate for this ballet's sonor-
narrator comes on and recites the poetic epiloguy and also for tonal continuity in the suite. In gen-
about the Christmas message, the victory of Chriséral, Skalkottas is faithful to the originals and never
and the joyous light; then the innocent melody of thealters anything of the original composition while
Finale (No. 14) is sung wordlessly, as an invocation,developing new textures from it.
by all the dancers in a cyclical disposition. Interestingly, Stravinsky much later (1962) orch-
The instrumental ensemble consists of flute (douestrated the piece used Tine Gnomesn his Eight
bling piccolo), oboe (doubling cor anglais), trumpet, Instrumental Miniaturesan arrangement of all dhe
percussion and string quintet. Skalkottas'’s instrumenFive Fingers In his own instrumentation, however,
tation of the Bartok and Stravinsky pieces is masterStravinsky recomposed the original piece by means of
ful and full of imagination. His treatment captures ‘rhythmic rewriting, phrase regrouping, canonic [and
the rusticity and verve of the Bartdk pieces, in apolyphonic] elaboration, new modulation’ (as he
mood matching the folk character of the plot. Theséhimself said), modifying also its expressive character
pieces, meant to be played by children, are veryo a certain extent. Skalkottas's arrangement is
simply written, usually with a limited melodic range; inspired, but faithful to theriginal (he only asks for
so Skalkottas, writing for an ensemble of winds,an intensifiedMolto allegroinstead of the original
strings and percussion, sometimes enlarges the teidlegro); his instrumentation includes an ingenious
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new texture in the middle passage and has a wholly Through his connections with lannis Xenakis,
appropriate vitality. In the piece of early music (No. 5)Geoffrey Douglas Madge came into contact with the
there is a joyous imitation of the sound of viols andGreek music world and the Skalkottas Society in
lute in the central section (the melody in the cello'sAthens. He was asked by the president of the Skal-
high register, partly doubled by violpizzicat). kottas Society to give the first performance of Skal-
Skalkottas’'s own small miniatures are beautifullykottas’s32 Piano Piecesluring the 1979 ISCM
integrated in the ballet. The expressive cello melodyFestival, held in Athens that year. These were the
in No.2, in the Phrygian mode and under a statidirst of many performances and of a long-standing
modal chord in a piercing instrumentation, is evoca+elationship with the music of Skalkottas. For BIS he
tively combined with the narration. No. 11 is a strict-has previously recorded SkalkottaB®no Concerto
ly two-voice, repeated phrase, with an almost BartékNo. 1 (BIS-CD-1014); other CD releases for BIS in-
ian bitonality, creating a bittersweet feeling while theclude Sorabji'sOpus ClavicembalisticurtBIS-CD-
defeated Gnomes exit one by one. It is accompanieti062/1064), and the three piano concertos by Medtner
by bells intoning a pedal G. The bells continue in thgBIS-CD-1258).
ensuing, minimal G majo€horale the obstinate G Geoffrey Douglas Madge's recital programmes
in the distant bells clashes with the cadential domare a wide-ranging mixture of baroque, classical,
inant D major chord, suggesting the ambivalence ofomantic and contemporary works, preferably in com-
dawn, before the gradual rise of t8eng of Joyhat  bination with well-known and unknown composi-
follows. tions — for instance a performance of the Berlioz/
© Nikos Christodoulou 2004  Liszt Symphonie fantastigueombined with Schu-
mann’'sKonzert ohne Orchestar Bach's complete
Geoffrey Douglas Madgewas born in Adelaide, Well-Tempered ClavierBach’sGoldberg Variations
Australia, and studied under Clemens Leske at theudwig van Beethoven'®iabelli Variationsand
Elder Conservatorium. After winning first prize in ‘Hammerklavier’ SonataReger’sBach Variations
the ABC's piano competition in Sydney in 1963, heand the Debuss§tudeshave always been major
came to Europe to study under Géza Anda in Luhighlights in his concert programmes.
cerne and Eduardo del Pueyo in Brussels. He settled
in the Netherlands, where he is professor of piano athe Caput Ensemblewas formed in 1987 by a
the Royal Conservatorium in The Hague. His manygroup of enthusiastic young Icelandic musicians with
recitals, television and radio broadcasts, and appeathe aim of performing and commissioning new mu-
ances at major festivals throughout the world havesic. Caput consists of some 25 players, most of them
established his reputation. Madge has also composegsident in Iceland. Since its foundation, Caput has
a considerable amount of music, including stringestablished itself as a strong force in Icelandic cul-
quartets, songs, works for piano solo, the balletural life and as one of the leading new-music en-
Monkeys in a cagépremiéred at the Sydney Opera sembles in Europe, with concerts in North America
House in 1977) and a piano concerto (premiéred iand fifteen European countries. The ensemble is
Amsterdam in 1985). widely acclaimed for its powerful interpretations and
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technical proficiency, and regularly appears at majoBach Centre Orchestra, Odense Symphony Orches-
festivals such as the annual International Rostrum afra, Serenade Chamber Orchestra, Yerevan Sympho-
Composers in Paris, Warsaw Autumn, Gulbenkiamy Orchestra and the Bolshoi Opera. His series of
Festival, Holland Festival and Reykjavik Art Festi- world premiére recordings of symphonic music by
val. Caput receives regular support from the IcelanSkalkottas for BIS has met with international critical
dic government and from the city of Reykjavik, butacclaim.

is a fully independent ensemble.
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Konzerthaus. He has given the world premiére per-
formances of several new works including fiest
Symphonyby Lars Graugaard at the Music Harvest
Festival in Odense, and the opdilee Possesseuly
Haris Vrontos at the Greek National Opera. Nikos Christodoulou
He has worked with the Academy of St. Martin
in the Fields, BBC Symphony Orchestra, Berlin Sym-
phony Orchestra, Armenian Philharmonic Orchestra,
Aalborg Symphony Orchestra, Iceland Symphony
Orchestra, Malmé Symphony Orchestra, Moscow
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Kovtogoto ag. 3 yia IMdvo zar

déxa mvevoTa 6Qyave

To Kovtoéoto 0.3 yia ITiavo xat Oéxa Tvevotd
Goyava yQagre 10 1939. 'EQYo O dLapoQeTind
Ao To TeMTo OYo Kovtoéota yia mmidvo, o omoio
£(0UV 0QYNOTQO. ROVOVIXOU UEYEDOVS (OTTMS ETIONG
KOl TO TETOQTO, TO V01eQ0 KOVIOEQTIVO Yo mLdvo
o€ VIO peitova), 10 Kovioéoto yua mavo ao.3 givol
wd amd TG TLO TQOOMITLRES RUL EVIVTWOLONES
QQYLTEXTOVIXA OVVOEOELS TOV EROARMTO. AEYETOL
OTL 0 ZROARMOTOAG AYOTOV0E EEYMOLOTE QVTO TO
£070. Q0T1000, OGS KAL TA TEQLOOOTEQM €QYA TOV,
dev 10 drovoe moté va exteheital. H momtn
entéheon 000nxe 10 1969 0T0 AOVdivo (0TO AyyALrd
Deotifdh Mmdy), olhd emeldn oL TeEYVLXES
ATOLTNOELS TOV WEQOVS TOV mLAVOU eival
aovvHOLoTO peydhes, Toelg dLapoQeTirol TLavioTeg
Y QELAOTNHE VO. LOLQUOTOVV TCL TQLOL LEQN TOV €QYOV.
O TCépoL MdAtl nTov 0 TQMTOS TOoV €malte
0AO®ANQO TO £0Y0 TO 1985.

To €VIera ®OVIOEQTU TOV ZRUAKMT, T TOL
ool OMTOVTOL EVVLA (YLoL TTLAVO, OVO TTLdva, BLOAL,
Ovo PLokid, BLoii znot PLOAG, ROVIQAUTAEGO)
ATOTENOVY TO UEYOAVTEQO HEQOG TOV 0QYNOTOLXOV
oV £€0yov. H mootiunon tov yia T poo@i tov
KOVTOEQTOV WITOQEl va. Bewonbel Mg oyt we
0QLOUEVT TAEVQA TNG TQOOMITLLOTNTAS TOV, TO
£QMTNUC TOV OLYAOUOV XKOL TNG EVOTNTUS OTNV
TQOOMITLXOTNTO XAl TO £€QY0 TOV. YINOEE A.y.
PLLOCOPLROC 1AL ECMOTQEPNS, €VAS LOVTEQVOC
OTTOEEVIUEVOS OTTO TO LOVOLXO TOV TTEQURAANOV, XL
o160 NTav  eveeyd  UELOg  avTov  TOV
TeQLRAMLOVTOC, TEQVAOVTAS TNV rabnueoLvy,
emayyelnatiy Cown Tov g PLOALOTAC OtV
00NOTQO, UELOC ROVAQTETOV, AXOUN HATOTE
EVOQYNOTOWTNHS é0Ywy dAhwv ouvbetmv. O
OTVALOTLROG OLXAOROG, Ue TNV evarlhaooduevn
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ZONON UTOVIXMV RUL TOVIROV WOLOUATWV, ®aBhg
1OL M OUVOALXY EVOTNTO OLVOETIXNG CVAANYNG
KOQUXRTNOLLOVV TO €QY0 TOV.

Avtibeon ®noL evOTNTO €(VOL TO OVOLAOTIAA
OUVOTATLXRE TG LOQPNS TOV ROVIOEQTOV: 0€ €Vl
TQAYUATIXO ROVTOEQTO TO GOAO OQYUVO %al M
00YNOTQO £Y0VV %®QOLOTOVS, ®AHOQLOWEVOUG
dOULKOVG QOROVG, OL OTTOLOL, RUTA TNV TOQELN TT.X.
ULES LOQYNG OOVATUS, RLVOUVTAL TTQOS £VO. HOLVO
dord 010%0. H ovveyng oyéomn Tov ZRoOAROTA Ue
TO ROVTOEQTO OTTOXOAVITTEL YEVIXOTEQD TN (VO TOV.
To 611 HTav €£0%0G BLOALOTAG €xeL Oyéom pe v
€EULOETN %O ATTOLTNTLRY YOUPY TOV YL TO GOAO
GQYavVO 0TO ®OVTO£Q0TO. AMAG M LOQYY TOV
®ovtoéQTov, xabdg  yomoipomoiel  dvo
avtitifénevovg douxovg @ooels, amartel pLd
ouvBeTiny OeELoTEY VL YLl TV OTTOlM 0 ERUMAMTOG
£¢vimbe TQOoMITIXO dNULOVQYLRO ®ivNnTQO.Ze €va
HOVTOEQTO YLO TTLAVO ROl 0QXNOTQO M OVOLMONG
avTifeon ™S LOQPNS ®OVTTEQTOV TAQOVOLALETAL,
B éheve navelc, TNV EVIOVOTEQN EXONAMON TNG: TO
TLAVO elval 0QYAVO TOAMVQMVIXS, TO (OL0 ULl
«OQYNOTQ», ROL OVTLTIDETAL TTQOG TNV 0QYNOTQO. UE
™MV TANQN, UEAMOLXY %L QQUOVLXY, LOVOLXY
VtOoTaon Tov. Towg YU avtd 10 AOY0 0 EROMAMTOG
OUVEDEDE TTEQLOOOTEQU KOVTOEQTA. YLOL TILAVO (TTEVTE,
woli ue autd yuo Ovo mudva), o’ 0,TL Yo Ghha
doyava, avaueso 0Ta 0mroio ®oL To OLxd TOL
6oyavo, 1o BLoki (To Kovtoéero yia mudvo ao. 1,
yoauuévo 1o 1931, elval To TQMTO LOTOQLXA
HOVTOEQTO YLOL TILAVO Ue dwdexdpboyyn auvheon).

210 Kovtoéoro yia midvo 0.3 m o6VCeVveEn
«ovTiBeon-evOTNTA», N CUVOTAQEN AVTLOETLROV
LOLOTNTMV, OLOXQIVETOL Ol 08 GANES TTAEVQES. AVTO
dnurovoyel wid LoLaiteon aug@Lonuic, n omxoio
KOUQURTNQICEL TO €QY0. AngLonuieg VITEQYOVY
UETOEY LOQYNG RUL MYOV, OTN POAOTIXY OOUN KL



™V TOAMQPOVIC, 0TOV EXPQUOTIXO %0QuxTHow. To
€070 €yeL aovvhBLoTo Uéyebog xal LOOPOROYLRO
€000¢, em{ONG OVYVAE TUXRVY TOAVQOVLXY VO,
WOTOCO (VL YQUUUEVO YLOL OQLOXE PELOMAO
aoLOUNTLRE 0VVORO 0QYAVOV Ue Oéra TVEVOTA,
1OOMG 1AL XQOVOTA, AVTL VL0 CUUPOVLRY 0QXNOTQCL.
To TLAVO %Ol TO TVEVOTA (POLVETOL VO, OLALYQAPOUV
®a00d TO oYNUa KAt TN SLAEBQWON TWV UOVOLRMV
POUoE®Y (N NYLOYOWUATLRY QUON TLEVOY KoL
TVEVOT®V OVVTerel o0tV raBoQdTnTa TNg
dtayoapng). Ev tovtolg og Ao TO ®OVTOEQTO,
0%eOOV  OUVEX(MS, VTAQYEL  TTOAMVETLTEDON
«OAAnhordivypn» (overlapping) TV HLOVOLROV
©QAoE®WV, TO0O UVAUESO OTOV GOALOTO %OL TO
GUVOLO TV TTVEVOTMV, OO0 KOl UEGH OTLS YQOUUES
TOV 0QYAVWVY TOV 0VVOLOV. H «ahAnlordivym»
avtrtiBetol oty EexdOaon dlayoagy godoemy o
@Qa.oTIXNG doung. Eival wg emi to mheiotov
AavBavovoa, Oyl GUeTO (aveQ, ®ol ONULOvQYel
BabvTeon augLonuic 0Tov TEOTOLOQLOUO KAl TNV
anotpaia oyxéon Tov @odoewv. To ¢0y0 €xel
TOMVQOVIOL ETUTEOMV AL VITEQRELUEVV PQUOTIRMV
EVOTNTOV: UETAQPOOLKA Ba Aéyape «avTi-poaomn»,
TEQU OTTO TV «AVTI-OTLEN». TeVIrd, eXTOS 0td TOMD
Aiyeg eEaLoéoelg, m @oaoTivy dout) Oev amohovdel
®AOLEQWUEVA TYNUATO (OIS TEQLOOOVS, TTQOTATELS
%®.0..), GAAG OVOTTTUO0ETOL [1e GUVEYELS OLOOUVOETELS
wotifwv. H @oaotirn alknhordlvypn, zabng
emiong N ovverTwxl  UOTLBLKY  aVATTVEN,
Muoveyovv aionon otabeoig eEEMENG, CUVEXELOG
®aL Xivnong.

H oAAnhordhuym ovupaiiel ev néQet xau oe uud
OrOUN CUQLONULCL, TTOV VITAQYEL OTOV EXPQUOTIRG
YOQOATHQO. AUTO €lval (aveQd ®VQIMS 0TO TQMTO
UEQOG, OOV N OQOUATIXY TOLOTNTO CVVOVALETAL
OLPOQOVUEVA [LE YOQEVTLXO O0TOLYELO, TO OTOLO
TTQOEQYETAL UTTO TOVG QUONOVS KAl TLG OUYROTTES TNG
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T0TE 0VYX0VNG TLAL %ol TOV ULOVLLR-Y Ok TOV
uecomoréuov. To oToLyElo TOV 0QOV OyeTileTOL
amd ™ @UON TOV UE TOV N0 TV TVEVOT®V. To
NYOYOMUA TV TVEVOTMOV, Ue TNV «viaiboLo»
TOLOTNTE TOV, QPULVETUL VO OVTLPAOREL TTQOG TNV
£0MTEQLLOTNTO. TOV €QY0V. OUwS, LOLALTEQM OTO
0TOY00TWHO Neoaio uéQog Andante sostenuto, o
SROMADTOG TETVYAIVEL VO 0EOOV ULVLYUOTIRG
GUVOVOOUS TNG E0MTEQLRNG £XPQUONG KL TOV
MMTLROV POQEX, ONULOVQYMDVTAS €V OAOTEAD Ord
TOV MYNTLHO ROOUO.

H %0Mon TV Tvevotov elval aQLoToTe VI,
OUYVA WY OVUBATLXY, ROl oVvVTEREl 08 HeYdho
eXPQAOTIRO eVQ0g. Kdmoieg pooég vdoyovv
0QLO%EG aTTaLThoeLS amd To. 6Qyava. H aviiotixtiunn
%OL  GQUOVLXY TOAMTAOROTNTA TOV  £QYOV
amodideTuL ne Cwneég, ®ATOLES POQES emioNg
OROTELVOYQWUES, NYNTKES ewoOves. To Vgog Tov
Inalnmto eival ex@aotird, ramote ne 1abog,
Suwg  ywolg aroOnuatiopovg, adEod  noL
OUYREVTQOUEVO. ZVVOVALEL ETTIONG OROTELVOVG
TOVOUC ROl RATWS TIXQA TVEVUATMON OLaOeom.
AVTA arodidoVTaL e LOEMON TQOTO €0M OO TO
Tvevotd. O EreARDTAS 0yOTOVoE TO TVEVOTA %O
£yQupe oVYVa YL ovtd, Ay, otd éoya Kovtoéoro
yta BloAi, Bioia xai ogynotoa mvevotwy, Kiaouxn
Svupovia oe M, petayQogn evvid EAAnvixov
X00wv %.6. Oumg Ta QY0 QUTA ELVOL YQUUUEVO. YLOL
UeYAAN 00yNOTQO TVEVOTMOV, avtibeTa pue 1o
Kovtoéoto yia mdvo 09.3.

To 0VVOAO JVEVOTMOV aATOTEAELTOL OO
@AAOVTO, OUTOE, aYYALRO ®OQVO, RAOQLVETO,
PAYROTO, ROVIQUQPUYROTO, KOQVO, TQOUTETA,
TQOUTTOVL ®al ToVuTa. Ta ®QOVoTd — TVUTAVA,
TOUTOVQO, YXRQUV XAOW, TLATA, VIEPL, LAOTLYLO,
EVAOQPOVO — YONOLUOTOLOVVTAL € UTTQOTOORNTO,
eEaLoeTind MTO TOTO: amhmg hiveg @ooég



vroyQaupiouv, oGv otikn, oQLouéva dopund
YEYOVOTQ, OTIOG OTLYHES XOQUPMOENV, 1 dudabowan
TUNUETeY TG HoQENS. Elval onuaviixo, 660 %ol
AoVVHBLOTO, OTL BEV VITAQXOUY XQOVOTH 01O TEAOG
%68e PEQOVG, 0UTE GV 0TIV SuvapLX *aTEANEN TOV
TEAEVTCIOV UEQOUG, YEYOVOS IOV GVTOITIOXQIVETUL
GT0 Y1) QNTOQLRS VPO TOU EXUAHDTO.

To %1OVIOEQTO EXEL YOAQTEL (e TOAD ehevleon,
atovirs ouvleTinn uéBodo, mov dev eival anQpwg
geLpaixn.  Ymdoyovv dU0  TQOTEVOVOEG
dwdenaphoyyeg oewQés. YmaQyovv emiong
OQLOPEVES SEVTEQEVOVCES OELQES, EVEM TIOAD GUVE
enpavitovial ahleg ehevbepeg opddeg ddexna
@BOYY@V, 0L 0TolEg dEV AELTOVUQYOUV MG OELQEC.
Onwg yevind oTov EAROTA, OL OelLEg
OUAAOUBAVOVTOL %aL ONOLUOTEOLOUVTAL BenaTind,
AmOTEROVY BEUATIXOUS RAL ROTLBLROVE TVQNVES.
Oha T xVQLa Bépoto ota Tolo péen tov £Qyou
ovvdtovtal LE Tig dVo xUQLEG oeLREG. Me Tig
SLooTauQovuEves BeaTinég oxE0elg TO £QYo £xXEL
HURALRO YOQanTHOO (N HLATAEN pe TNV oNola
euQoviZovTow oL S0 auTés oelgés ota ®oELo Bénata,
HATA TNV TTOQELC TOV £QYOV, ElVOL TUUUETQUAN: 1O
UéQOS, 0eQd / Béua A — oewpd /Bépa B | 20 pégog, A
I 30 HéQog, B — A). Ot 800 nlQLEg OELQES ExOouV
emiong oxéon ne V0 BaoLXOVg EXPQACTLROVG
XOUQUXTHQES: N TRAOTN, WOV avolyer To €QY0
(OrOVYETAL 0TO TTEMTO Bépat Tov lov pégovg, 0tTo
©VELo BEua Tou 20V PEQOVS, 0TO deVTEQO Béna TOV
300 BEQOUC), OUVALETAL [E DQUUATIRY, EXPQATTIXT
TOLOTNTO. KL ECWTEQLRS aloBnua, evad 1 devTEQN
0€LQG. (010 deVTeQO BENa Tov 1oV NéQOug KL TO
TEWTO Bépa Tov 30V) oVVEEETAL pE ehapoUTeon,
¥o0evTunt], eEwoTQepn dudbeon. O modres ToElg
VOTES TING TEWTNG OELQAS UOTEAOVY Vo, UOTO-
wotifo, Tov axovyETOL 08 OAOL TOL UEQN.

To péyeBog Tov TolTov Kovroéotov oxetiletal ue 1o
LOQEONOYIHG EVQOG, TNV YPUXOEXPQAOTLXT
TEQUIETELQ, OTIG HOU RE TAOVTO LOEWV, TOMAEG 0iTtd
TiG OMOLeg YEVVIOUVTOL PHEOE OO TOV AVATTTUXTIXO
UETAOYMUATLORG TOV TEWTOYEVODS VALXOV. To
TEMTO WEQOS, Moderato, £ygL LoQ@H covatag.
Onwg yevixd ovpfaivel 0T ®OVIOEQTA TOV
THOARDTA, TO UEQOS QY ILEL Ue Eva AUTOVOUD,
®AOOLXS  0QYNOTELRG  QLTOQVEAO, GOV
TAQOVOLALOVIaL oL 810 ®VQLES BenaTinés opuades.
To 1810uoepe SQaUaTivd TEMTo Bépa extiOeToL ue
@GoeLg xoL potifa, mov dLapoLRatoviol 1ol
OUVUQAIVOVTOL OVAUETT OF SLEpoQa OQYaVYE RAL
onddeg ogydvov. To Béua Eexiva ue evvia
BLadOYLHEG EMPOVIELS TNG TRMTNG XVOLIG CELQAS.
H oeLed epgaviletal néca amnd ouvovaouois
SLPOQWY UEAMBLADVY RAL UQUOVIXWDY TUNUATOY
g, To Omoie, VOTEQO oG ECWTEQLXEG
avTLueTafEoeLs @OOYYWY, LETATITTOUY O un
0eLQuTrEg dwdexapBoyyeg opddec. To devTego Oéua
EEnIVA BE WG UEMWDSIT 0TO OUITOE, IOV OUVOIEVETAL
amd QUBOUE UE XOQEVUTLKT BLGDEON KoL GUYHOTTES.
To mévo avoiyer ™ dunld tov, devTeQn éxBeon
@éQvovTag W véo 18Ea, TOU £XEL dQOUOTIXY 0QUN
%ot odnyel oTadiand oto medto Bépa. Ze dha ta
uégn n devTeEn auTh £xBE0T TOV COAOTA Elval TOAY
SLEVQUUEVT) UE E0WTEQLHEG OVOTTTUEELS, OL OMOieg
€80 ELOSVOUY EPEVQETIRG %Al 0TLG §00 BepaTinég
ouadec. H éxbeon OMOMANQMOVETOL PE £VOR CUVIOUO
0QYNOTQHG QLTOQVELD. Y OTeQa amd pid 1600
exTETOUEVY ExBe0n, N avATTUEY, TOV EexLvd pe véa
£l0060 TOU WLGvovy, tival ®aT’ avohoyiov
OUVIOMOTEQN. AVTL YLl BepaTinn RoTdTUNON KoL
amoudvewon potifov, n avamtvEn €xel edw
X0QaxTnQe  diadoyindv emeLcodimv, gav
VTIREQTIMEVTO (YEYOVOG ALPOQOVUEVO dOUKE HaL
JUYRLVNOLORG), XL ElvoL 0Qyavmpévn oe dvo



Tuipato. To TOMTO TR TNG TELELMVEL te ULd
GVVTOUN KOQVPWOT, VITOYQUUULOUEVN ATtO TOEUOLO
OVYX0QO(EC 0T TVEVOTA %Al OVO YTUINUATO TNG
Y2V %Go0g. To de0TeQo TUNHG axOAOVDEL Gueaa
®OL M TQOUTETO mailel evOvpa uLd véa Loéa,
«VEOUAAOLX)» OTO OTUL XOL UE UWOKQUVES DEUOTIRES
avagooés. Tnv wWéa avt) ouveyilel, oov amdvinom,
oe maQuAlayn, To mavo. e Oho Tto néQn M
emmavérbeon €xel T0 LWAAAOV LOVAOLXO YVMOLOU OTL
ovTLR000ePTICEL OAOXANQO TO OYNUA TNG OLTANG
énbeong natl oVVOVALleL TOOO 0QYNOTOLXY, OGO %Ol
etoxOLOVON cOMOTINY emavéxDeon (#ATL TETOLO OgV
oupfaivel 0To ®AOORO ROVIOEQTO). AUTH ooTelel
roywry douwnny avramdéxoion, arhd emiong
VITOYQAUILICEL TN ONUAGTLE TOV QOAOV TNG 0QYNOTQIS
ATTEVOVTL 0TO OEELOTEYVIRO %OL dOUKO TROVTO TOV
00ALOTLXOV HéQovg. Ta xQovoTd ToviCovy TNV
GQLEN TOV «emLAOYLXOV» TWnOTOog (coda). H
ROTOANHTINTY PQAOM TG coda avaxahel Le xépL TV
RATAMNEN NG €xBeong noL TG emavérbeons, oAld
ULl Eapvixn lpavion Tov LoTo oTa dVO TeAeLTai.
UETQO. OTAUOTA TN QON KOL M TEAEVTOLO GUYX0QOL0L
ofnvel. Mud telirn, nelayyohixn oxLd, TOU
GUVOPILEL TNV EXPQUOTIRY GUPLONULEC TOV LEQOVG.
AT 1 opLonuio: MOVETOL LORQOOKOTULHE ROTE
™V eEEAEN TOV €QYOV: O E0MTEQOS EXPQUOTIROG
FOQOXTNQOC ElvaL eYYEVIS 0TO OeVTEQO WEQOGC, EVE
0TO @LVvaAe M xoevTLry evbvuic TeoBdiiel
avepmooLota. To de0TeQo UéQog, Andante sostenuto
(sostenuto: ®QATNWUEVO, CULYRQATNUEVO) EyxeL
TQAYUOTL ULG «KQATNUEVI» (0 OLALQXEL), LOXQLA
EXPQOOTLXY  OLAOTOON  %OL  CUYXQUTNUEVO
(ovyrevtomuévo) mdhog. H poogr tov dev eurisey
amoOAVTO 08 0QLOUEVN raTnyoola: pmwooel vo
Oewonbel oov LOQEOAOYLRG OYNUO TA.QOUOLO e
oovdta, pe ta Tola TuuaTo e oovdtag — éxbeon,
AVATTVEN, eavéxnbeon -, woTO00 Ywlg cugn
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Bepatiry 0QYAvVWwon 6ovatag. Avtd TO YEYOVOS
vofdidel éva ToLueQég oynuat (A — B [avamtuen] —
A"). Ouwg n éxbeon éxel éntaon 600 1 aVATTUEN
xow 1 emavéxbeon pali. Etol, zabag emiong t6oo n
éxBeom, 000 xoL M emavérBeon €xouv TaQGAAMIA
HOTOANKTIRG HOQUPMDUOTO, VPLOTATOL KoL OLUEQNS
ouppeTolo otn nooen. H nooen evoouatmvet
eTAEOV TTaQohhayn. To EQOG £xeL Mict LOVO ®VQLOL
Oepotinr) oudde. Avti yuo devTteon Bepatiny opdd
euoviCetar oty éxBeon wd oudoda véwv HoTifav
(ta. omtoia. Ogv OVYXQOTOVV BENA), TTOV AELTOVQYOVV
TEQLOOOTEQO MG TQOEXTAON TNG KVQLAG Oenatinnig
OUAdAS TTOG (MLl VX #aTEVOUVVON KOL OTN OUVEYELL
odnyovv oe wid makivoooun (retrograde),
TOQOALNAYEVN ERPAVLON TOV ®VQLOV BENaTOoC.
Ymaoyer oe Oho TO H€QOG WLl 0%edOV
QUTOOYEOLAOTIRY ehevBeQia, TOOO 0TO UEQOS TOV
TLAVOV, 000 %L 0TA OQYUVA TOV GUVOLOV, TTOV
OUVOVALETaL (e 0TaHEQT LOQPOLOYLXT| LOOQQOTTLC..
To weydro »voLo Oéna , o TQLUEQN dOUN,
TaQoVoLdleTal 0QyLxd amd Ty oQyxnotea. H
EVOQXTNOLO. UEA®OLO TOV 0TO ®AOQLVETO, M OTTOLAL
EenLvd ue TNV TOMTN ®VOLO 0eLQd, 0QileL TN
OTOXO0TLRY HehayyOhict TOv néQovg. To VITOAOLITO
Oéuo avamtvooetal ufoo amd €vo ehevbeQo
OUUITAEYLOL CLORETMV TELQMYV, LE €E0YN TOMIQMVIa
%ot aAANAoxGAVYm 0T @oaotixny vey. To mdvo, oe
xhipa 0TOYXOOUOV, aVOiYEL TNV ONUOVTLRG
ueyohuteon cohrtotinn éxbeon. Magovoidlel o
%©00L0 Depatind VAo og O TUQAUAAAYIEVY
LOQ®N %Ol EUTAOVTLONEVO UE UOTLRLXY nal
TTOAMPOVIXY OVATTTVEDN. e ®ATolo onuelo 0 GOMOT,
evd avamtvooel Oepatind potifo, elodyel
QVETALOONTO ROLVOVQYLO AOUOVLIXO — HOTLRLRO
O0TOLYEl0. AEUTEQEVOVOES, OVTLOTIXTIXES UEAMOLRES
@OGoeLg  O0TO  TVEVOTA  YEVVLOUVTAL oo
UETAOYNUOTLOUOVS TOV OELQATXOV %al eLeVBEQOV



dwdexa@hoyyLroy VAoV, Me adLdoTaoTn
OUVEYELD, OOV TTVEVUOTIXY LOVOLKY «(QaVTaoio», TO
®0QLO0 Bépa TOTE emavedpaVICETOL LETOUOQPMUEVO,
1e TO TVeVoTd Vo TaiCovy Tig Depatinés uehmoieg
og Tohivoooun noeen xat euOILKY TaQUAlAYY.
Mud oAV oUVTOWUY, OEVTEQEVOVOO HATAANKTIXY
10£0L AXOVYETAL OLAOOYIKG OTO OUITTOE, TO QPUYXROTO,
TO TLAVO %Al 0dNyel 0TN dQUUATIXY, TEMXY
%10QVPMON OLOV TOV exOeTIROV UEQOVS (LOVOV O
ovtd TO onuelo M el TOAD avaUEVOUEVY GQLEN O
wLét véo, TeQLoy, ¥VoTeQa. amtd To TAELOL TG éxbeong,
emiBefatdvetal TAMQmS). To TOAD mxQOTEQO,
REVIQUUO WEQOC NG OVATTUVENG £€xeL OO0
OVUTANQWUOTIXG  Tupuate. Mud Bepotixnn
moQahlhayn oxovyeTdlL O0TO QAAOVTO, Ue
OVTLOTWXTIRY VITOOTHOLEN OTtd To EVALVA TTVEVOTd
%L TO ROQVO, EVA TO TLAVO GVVOdEVEL (e €Val
QUTOVOUO UEQOS TTOV OVATTTVOOEL BEROTING LOTIPO.
‘Eva. 6UVTOUO 20QU@MUC. 0ONYEL 0TO OgVTEQO TUNULAL,
OOV TO TLAVO, E OVELQLXT MYNTLAY OTUOOQALQQL,
ATOVTa oVVEXILoVTag TN LeAmOL TOV (PAAOVTOV, (e
TAQAAMAC AVTLOTIXTIXRE OY OO TOV TIVEVGTMV.
‘Eva. 00ynotowd TEQUONA HAEIVEL CUTO TO KEVTQLHO
HEQOG, EVM TAVTOLQOVO AELTOVQYEL ®OL OOV
averaiodnty petdfaon meog v emavérbeon. Tnv
0QYNOTOWY ETOVEXOETT 0XOAOVDEL (OTIIC 08 OhaL TaL
uéEn) M oohloTint) emmovérbeon, 1 omola T elval
TOM) CUNTTVRVOUEVN ®ROL LIS %abBOAov TV
£0MTEQLXY UVATTVEN TG éxBeong. H ovvtoun
ROTOANHTIXT LOEA £QYETOL OTO TTLAVO UOVO TOV ROl
€LOGYEL £VO. LOVOROYO, OOV ROVTEVIOQ, TOU OOAOT,
TOV GUVOPICEL TN OQAUATLXY €VTOON TOV OhOV
0eVTEQOV HéQovg. To notainrtind potifo
ETOVAAOUPAVETAL 0TV 0QYNOTQO ROL PEQVEL OE ULCL
Telnn ®0QUPWOonN. Auéoms axorovbel o emiloyoc,
e TO ®AOQUVETO VoL avoxohel, oxedov OMuuéva, to
UOTO TOV €QYOV XUl TO TLAVO OUV UEA®OWKT NYD.
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MehayyOhrég, WROES POAOELS OTO OYYARO ROQVO
OrOVYOVTIOL RATW OO ATTOUARQES GVYY0QOLES OTNY
YA meQroyn TOov mLAvov. TOTe AATOLEG
TaQAdO0EEG, OLYAVES, OTUXRATO GVYX0QOiES TV
TIVEVOTMY, YWOLOUEVES OTTO UTTQOOOORNTES TTOVOELS,
UOLACOVV VO OLEAVOVV TN Hovart, fnuatilovrog
QY4 mQOG éva. xevod. To mudvo emavolaupdver (ue
QQTTLOUOVG) TIG ALTES TOV OUYXOQOLES %Ol M TEMXN)
VY0000 OLTAQOLALETAL OTTO TO. TTVEVOTA, 08 VoL
otowrd, pétto-mudvo, 1éhog. O emiloyog, ue v
wlaiteen atoOnon Ohiyng, ororinodver ue
EXPQAOTIXY OVVAUN TO UEQOS CVTO, OUYXRLVNOLOKO
%EVTQO TOV ROVTIOEQTOV.

To toito uéQog, Allegro giocoso, ¢yeL LOQYN
00ovatag. To ®haQLVETO GVOLYEL TNV 0QYNOTOLUN
£x0eom e To ®VOLo €U, EVa «TTETAYTO» OROTO TOV
aveBoratefaiver xoQovuevo pe oA peydha
uelmowrd dtaotuata. To devTeQo Béua eLodyeTaL
a0 TO OWITOE %Al €YEL TTEQLOTOTEQO UEAMOLLO AL
Ao xooxtioo. H oQynotowxn éxbeom teheudver
ue BoURmOM EE0OMN AL TO TLAVO, OTTWG KUl OTO
TQMTO UEQOS, EEXLVA e WG VEOL LOEX, OEELOTEYVIXY
oL yendtn evéoyera. H emaxolovdn cohlotinn
Exbeom TV 000 DENUTIXMOV ORAdWY ElvaL UL TTAAL
oNUAVTLRG TaQalhaypévn xot dtevoupévn. H
OVATTTUEN EenLvd, yia Alyo, ooy Pevdo-emavéxrbeon:
TO TLAVO ETTAVOPEQEL EEVITVOL TNV C.QYN TOV TTQMTOV
Oénatog oL auéoms guveyilel pe ™ oy Tov
devTeQEVOVOX deELoTeyviny Wéa. Tote, uarlhov
ATQOOOOUNTA, OOALOT ROl 0QYNOTQU YwQILLovV
0yedOV OAOTELD. YLl TTOMY (EYARO OLAOTNUA XAl 1
AVATTTVEN ovveyiletar (1) EexLvd TQOYUATIRG) 1e
£V0L 0QYNOTOLXO QLTOQVELD, OOV UVATTTHOCOVTUL
%0 CUVOVALOVTOL UOTIRA TOV TOMTOV BEUOTOS HaL
™me Wéag Tov midvov. H 0oynotoa younhmvel
otadtoxd. To midvo pwaivelr OLORQLTLRA,
OVOTTOMDVTOG OTOXUOTXG Ta LOTIRA TOV OeVTEQOV



Béuatog, xat ovvroua ouveyiter uovo. H ooynotoo
Eavaumaivel e aTO0TUOUATIRES PQAOELS TOV
avTimoQatifevral 0to uéQog Tov midvov. H
TQAYULOTIRY eavEéxDeon €xel aviioTQopn xoL
avapurTn Beotinn} OLATAEN, evd AL EexLva e TNV
00yMoTa novn. Kdatw amod éva quiund ootivato
TO ®OVTQUQAY®OTO Tailel To dgvTeQo Béua, Aiyo
OLAOREDNOTIRA ROL RATTWOG EXPQAOTIXA. ToO TinOhO
oV TLO YNAY TOV TEQLOYN TQOOTIDETUL 08 ULd
TEQLITALXTLAY OVTLTOQAOEoN QoS Ta fdbn Tov
®OVIQAPAYROTOV. To ®AhQLVETO TaileL TO TOMOTO
Oéua rou TOTE TO TLAVO, e TV VITOOTHQLEN YLt Miyo
TOV %QOVOTMV, UVALAUPAVEL (e KLOVUOQ TN
OUVELON TNG TTQMTNG Benatinig onddas. Y oteQa
amd Alyo 1O WLAVO UEVEL MOVO RAl, AOYLRAL,
ETMAVAPEQEL TO OLXO TOV UeQIOLO artd TN dgVTEQN
Bepativny oudoda. To nOTO TOV €QYOV OTNV 0QYNOTON
(OVOROADVTOS AUESO TNV 0QY1) TOV TMOTOV UEQOVC)
€LOGYEL UG LUXON KOVTO, OTTOV O OOAOT HVQLOQYEL
ue €va Telrd O0eELoTEVIRO MEQOG. ZTO TeAEVTALN
TEVTE UETQU ORTM TTVEVOTE (YWOIg AEOVTO RUL
OUTOE), 0TN UECOLO XOL YOUNAY TOVS TEQLOYN,
TOVILOUV Ue dVVOUN UL ROTOANKTIXY (QEON TOV
EVAOVEL TA AQyLrd notifa tTmv 0V0 oeLaTtrmV
Oepdtoy, eved 10 TLavo avtutaeubéter QuiuLxn
otiEn pe Poabelég, duvatég ovyyoodieg. O
AOrOVIROG, OQAUATIROG ETMLAOYOS eMLOPQAY el
RURARA TO €QY0.

Ta Mayeva

To uroréto Ta Hayavd yodgtnxre to 1939, Ty (Ol
%00VLd ue T0 Kovroéoro yud mdvo 0.3. Eivol d
0oViTa, YLoL 0VVOAO 0QYAVOV, TOV TEQLAUUPAVEL
HVOLWG EVOQYNOTOMOELS ULXOMDV KOUUATLOV YLaL
TLAVO TOV MITAOTO% %Ol TOV ZTQURIVORL 1AM KOl
Tl UXQd ROUUATLO TOV (OLOV TOV EXUARMTA.
Elval éva yontevtird €070, TOV QaVEQMVEL TN
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deELoTEY VIO YOUENG ROL TNV TQWTOTVITL TOV
ZROAROTO.

Ze OAn ™ ONUovQYWT Tov LN 0 EXOAKDTOG
OUVEDETE TOOO O€ UTOVIRA, OO0 KOL TOVIXA LOLDOUOTO.
Ta. uwoA€To Tov, OA 08 TOVIRO WM, ATOTEAOVV
oNUOVTIRG TURUO TS dMuLovyiag tov. O %0Qog,
10OMOS %L TO Y0QEVTLRO OTOLYELO, €XEL YEVLXA
COTr TOQOVGia 0TOV ERUARMOTA, OTWS, YL
TTOQAdELYU, OTOVS PNULOUEVOVS 36 EAANVIXOUS
X000Ug, 1| 0& OLAPOQU ATOVIXA £QYA [LE UVOPOQES
g€ Y0QOVS TNG EMOYNG TOV (TAYXO, (POE-TQOT KTA).
To 1938 0 ExaAn®TOg OVVENEDE TO TEMTO TOV
unaréto, H Avyeon xar o Xdoog, ¢va amd to
0movdaLOTEQU £0Ya TOoV. Entote 0VVEyLOoE VO
OUVOETEL TOUTA VL0 TO WTOAETO MG TO TELOS NG
Comg Tov.

O Zxodxrdtag eiye évrovn, Lot oxéon ue o
AMQO TOV %0Q0V %al OAOVG TOVS Alyovg TdTE
TOWTOTOQOVS TOV ¥0QoU otnv Abfva (ITodtowxa,
Matév, Zaxrehhaoiov, Nirohg %.d.). H Kovia
[Todtowra, dtevbuvToLa g Exoing Iodtovxka,
onuavTxy Bepuellwg Tov xoeov otnv EXAGda,
tntnoe ™ ovveQyooia TOV ZHOAXDOTA yLd TN
povowrsy tov umoaiétov Ta IMayavd, mov
TOQOVOLAOTNHE WL 1e éva oarOUN UTOAETO OTIG 22
Aexepfotov 1939. Ou yoooyodgol Magia X60g nat
ZovCo¥v NwxoloVdn, TOV OVUUETELROV ©®C
%00eVTOLEG OTNY OUdoOn TN ITEATOLKA, UETAPEQOUV
™mv ewmova Tov TOTE TOLOVIATEVTAYQ0VOU
IROAROTO: TEOOWMTTO LOLALITEQD 0efa0TO, AAAA
HAELOUEVO OTOV EQVTO TOV, OEUVO KL GLWITNAO.

Ivow amd ™ Zxodn tng n Medtowra eiye
OUYREVTIQWOEL £VO RVRAO ONUAVTLROV EAMVOY
ROMALTELVADV ROL GUYYQUPEDV, OTTMG Ol ZROARDTAS,
©0.TewoyLddng, M.Aovviag, M.ITarldvTiog,
210.Mvuopning, H.Bevétng ».6. T ta HHayavd
Ctnoe ertiong omd Tov ZTedTn MuouBiin va yodpet



uud ehevbegn oty agiynon mdve oto Béuo xau
TO OVUBOAOUS TOV UTAAETOV.

‘Ooov aod otn povowrt, n Iedtowra aQyLxd
oYNUAaTIoE wid oy g covita dtahéyovtag
roppdtio amd ™ ovihoyn I ta Hawdud, Yo
TUAVO, TOV MITGQTOX %ol THTNOE OTTO TOV ZHUARMTO
VO EVOQYNOTOMOEL TN LOVOLXY TOV Witahétov. Ta
ROUUATLOL TOV MITGQTox, Ommwg OAn 1 ovA oy o
ta Hawdvd, BooiCovral oe YVHoLo ONUOTLRA
ToayovdLa g Ovyyaolag xat g Zhofaxiag,
OVVETIMOC TOLOLACOVV Yo To Béna Tov wtaiétov,
OV €lVOL EUTTVEVOUEVO OTTO TN ONUOTLAY TTHQAAO0N).
270 TEWTOTUTO EVIVTO TEOYQUUUO  TNG
TOQAOTOONG CVOQPEQETAL ATOXAELOTING O MITGQTOXR
Mg CUVOETNG TNG LOVOLANG ROL O ZXOAXDTAG UOVOV
WS EVOQYNOTOWTIS (oA Tuhavov dunvbuve emiong
™mv uxon ooxotoa). Eivalr pdhhov megieoyo Otu
0T %ELQOYQUQN TTANON TEQTLTOVOA TOV £0YOV, UAAG
ROAL OTN YELQOYQOPN AVAYMYN YLO TLAVO, OEV
AVOYQAQETAL OVOUO GUVBETY, 0VTE TOV ZROARMDTA.
[IavTwg 0NV TQAYUATIHOTNTA OQLOUEVA 0TTd TO
ROUUATLO TG TEALXNG covitag elval dAhwv
ovvhetmv. EQTd ®oundtio, tTo ®0QLo oMU Tg
oovitag, eival Tov Mmdotox. Eivatr evhoyn n
vrtoBeon Oti, rabig to Hayovd émalQvay To
0QLOTLXO TOVG OYNUC, %QELLOTNXE TEQLOOOTEQN
uovowxn ax’ oon eiye otahéEer n Modtowma. H
TOMTWY aQnynon, ue Titho Avotxdg Adyos, Tov
MuvoifiAn, xwotopévn oe dv0 uéon, tomobetnOnxe
g TAaioLo oty ®HOLo. 6QAoN Tov urtorétov. Eivo
OUVETTMS THAVOV OTL QELAOTNLE (LOL VED ELOTYWOYN,
TOWV amd TV A@nynon, xabmg ®oL LOVOLKNY YLd VO
GUVOOLVOEL TUNILCL TNG CLPTYNONGS.

Qg etoayoyy (00.1) xonowwomorinxre evotoya
£Va ZOUUATL VL0 TTLAVO TOV ZTQABIVORL, %Ol TAAL
Ao wodwry ovihoyn, ™ ovihoyn Ta Iévte
Adytvra. O ZroArmTag ayomovoe WLiteQe Tov
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2roafivort xot gaivetar mbavd ot exeivog
meoteLve avtd 10 ®ouudt. Tehind o idL0g O
Enolnmtog ovvébeoe Tolo UrQd LOUUATLO: TO 0.1,
YLO TNV anynon, ne uid wQaio nelmdio yuo
BLorovtogho, nabmg xat Ta Q.11 xou 12. To 0.5
elval éva un ©otovoualOUevo ROUUATL TOALAS
UOVOLXNG, ROTA TO. (POLVOUEVO. OLUAEYUEVO OTTO TNV
T1odtowxa, TOV KONOLULOTOLOVOE OUYVE LOVOLLY
UTUQOX OTLS TTOQAYWYES TNS. ALVOVTOGS ROT 0OV
™V eVIUTMON OTL €LVOL OTUALOTIXG AoVUPOTO UE TOL
HOUUATLE TV Mrtdoton, Z1Qafivoxrt, ZRoOANOTA,
elVOL (POVEQD OTL OLUAEYTNRE YLOL VO ONULOVQYNOEL
évrovn avtiBeon, xaBag elvat 0 TEMTOG ®aL ®VOLOG
%000¢ TV ayvov Eotiddwmv, amévavil otny
TTOYOVIOTIXY, viTtaibola guon Towv Iayovov. AMG
UE TO EVQUEG TVEVUO TNG EMEEEQYAOLOS TOV
SHROARDOTA TO. 0TV OLOOEXOVTOL TO £Va TO GAAO
TELOTINA ®OL UE atolavoTixn oudbeon. TTouv %o
uetd 10 %000 TV EoTiddmv, og uidv aiin
OTUVMOTIXY EXTQOTTY, UXOVYOVTOL TO TTAQUOOTLUKA
rnarovra (Koknv nuéoa doyovrteg). Tn uehmdio
moilelr povoépmva, ymeig aouovia, To OUToE,
TOQATEUTOVTOS UWAAAOV GTOV NY0 TOU ONUOTLXOV
Covovd, ne ovvodeio amd TQIYWVO, ROWTAVES,
%QOVOTE. ZUVOTTIXA 1 TTQOEREVON TV ROUUATLOV
TOV UTTAAETOV elvaL:

1. Ewayoyn......... Zroafiivont,
Ta ITévre Adytvia, 0Q. 2

2. Espressivo molto . . . Zxaknotog

3. ToIoyovd ota. . . .. Midotox, Ia ta Iawdd,

roToyOOVLL Bprio I/ ag.29

4. Kdhovra

5. Eotio ............ HOUUATL TTOALAS LOVOLHNG
6. Kdhovra

7. ToToyova (D) ..... Mndoton, Ia to Iadid,

Bprio I/ ao. 3



8. ToMayovd (IT) . ... Madgrox, o ta Hawdid,

1/30
9. ToTégag.......... Mmnéortox, Na ta Hawded,
129
10. Kuvpynto......... MmnéQtox, e ta Haidid,
1122
11, AVDELMO ..o ovvnes ZHOARDTAS
12. Choral (X0Qux0). . . . SXOAKOTOG
13, To tQoyoudL ...... Mrdortox, Na ta Hawdd,
TG XaQAS 1/40
14. Finale ............ Mudoton, INa ta Hadid,
112
H vrd0e0n Tov unokétov avopEQeTal 0TOoVS
TorD dLadedopévovug TeQudoTLaNR0Vg
Xguotouvyevviatiroug  BoUhovg v TOovg

XOUAARGVIZAQOVG, TOU Ot TOAAEG TEQLOYES TNG
EAhadag ovoudtovialr exmiong IMayavda. O
ROAMRAVTLAQOL, SaLpovind 6vTa pe aoxnun,
YRQOTEORU KHOQYT Tov Louv xdtm amd t y1.
aveBaivouv xdBe xodvo otn yi v Togapovh Twv
XQLoTOUYEVVQOY. 210 Awdenanuego, vg 1o Pata,
emLTifevtaL 0Toug avlQITOVS KoL eEagpavilovral
TAAL RATO OTO TN Y1) PE TOV AYLOAOUS TV VEQWV.
AVTAOVTAS aTtd TOV 0voLhdn cupufolond Tov
BoUhov 1 [TedTora dMUOVQYNOE MLl XOQOYRaPLXY
véeon mov PacileTal oty avuiagdbeon dvo
ouddwv, névie povea fMayavd amévovtl ot Tévie
heuxovrupéveg Eotuddeg, VoBAAAOVIAG TV CLOVLA
UAYM AVEUETH 0TO OROTOS KOL TO QPRG, TO KAXO KL
TO %MD,

To uraréto yweiletal o 1ol TPMpATA:
TIgdéroyos, Awdexanyego, Emidoyog. Zrov HIgdAoyo,
voteQa and v Ewgaywyr (aQ.1), 0 agnyning
amoyyEAREL TO TQMTO NEQOG TOV AvQLxot Adyov
Tov MUQUBiAn (a.2). Ta ITayavd, 6ToV KAT® OO0
axoéun, xoQevovy Qophvrag nhoxreg (1e.3). M
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avhaio mépteL pe ta KdAavra (0Q.4) mou
emavaioppavoviar  xobmg  aoyxiler  TO
Awdexarjueeo. Ou Eotuddes ¢puiotv Tnv eotic ue
POTLE %ol xoQevoVY YUow g (¢e.5). To gwg
offver otadlond, ta Kdlavia Eavaxrouyovial
(0Q.6). Eva Moayové Byaiver and tmv eotio g
QOTLAG ®OL XOQEVEL (©Q.7). ZTO TEAOG TOV XOQOU
epgavitovral ta vorolra Mayava. Ta Moayava
Y0QeVoUV TOiLovTag pe T paoxes tovg (00.8). H
HoVGLRY ETavVAAAUBEVETAL (TEOGEQLS POQES OTO
UTaréto), ta Mayove fotorovy povowrd doyava
®at 1o maitouv oty oxnvi. Me v tehevtaia
EXTAVAAYPN HUVNYOUV Uio amd TG avNOUYES
Eotiadec. Ta IMoayavd xQorodv 1o éva to GAAO, aav
VA 0ORO, ROL OXNUATICOVY RATL 0av TEQOG UE
TOALG YEQLA, TTOV EMLTIOETOL OTLG TQOUAYUEVES
EoT168ec. AVTEC Suwg avTlotéxovial (ae.9).
[Moyava xal Eotuadeg xuvnylovvtor, o Eotuadeg
amoxQovouvv 1o [Mayavd (0g.10). Ta llayavd,
duwyuéva, Byaivouy éva-éva (0.11). Ou Eotuadeg,
nogaotaivoviag tnv Mavayia, xivolivial pe éva
wwQd Xoourd (0g.12). Etov Emidoyo ov Eotlddeg,
gav va Evtvouy, yoQevowv e 1o Toayoudt tng
xapas, mov otadland avefaiver (@Q.13). Katd
SLAQHELG TOU OL UTTOAOLTTOL TEVTE XOQEVTES, TN UE
GOMQU KOOTOVULA, EVAOVOVIUL 010 X06. O
agENYNTAg £QXETOL XU OTtOYYEAAEL TOV ETIAOYO TOV
Avotrot AGyou it 1O Wivupa Twv XQuotouyEvvoy,
10 Bgiopfo tTov Incov xaL 1o Qg TS ayorhicang.
Tote n obda pehwdio 1oy Pivdie (00.14)
TOAYOVdLETAL ¥wolg Aoyla, oav eminknon, amd
GAOVG TOVG XOQEVTES OE KunALXY OLATaEN.

To poVaKG oUVOAO amoTeleital amd @Adouto
(naL Tinoro), Gumoe (noL ayyALrd ®OQVO),
TQOUTETY, KQOVOTA KL HOULVIETO £YX000WY (duo
BLokLd, BLoia, Brorovioéro, xovigapndoo). H
EVOQYNOTQMON TOU EHUAXMTA TWYV KOUUATUDV TOV



MRGOTOR ®OL TOV ZTQURIVORL elval deELoTEY VXY
®OL YEWATN @avtooio. H emeEegoyaoio tov
OVALOUBAVEL TN XOOLATIXY OTUOOQPULQO AL TOV
0(0TQO TV ROUUATLOV TOV MITAQTOX, e HALRO
TOLOLAYTO 0TO AUTRO YUQOXTHON TNG VITOHeoNS.
Ymdoyer og Oho TO £€QY0 emiong ovvOeTLxy
emeEeQyaoia, Oumg pue mAnon oegfaoud ota
mowtdTuTo ®oupndtio. Ta xopudtia avid,
TTQOOQLOMEVH YLOL TO TOLOLA, elval TOAM) amhd
YOOUUEVD ®aL CUVIBME 08 TEQLOOLOUEVO UEL®OLLO
€000¢. I't” avtd 0 ZnalrdTOg, YOAPOVTIAS YLd
0UVVOAO TTIVEVOTMV, XQOVOTMV RAL EYLOQOWV,
00LOUEVES  (OQEC OLEVQUVEL TNV VYN UE
duThaoloonovg (o Ynhdtegn 1 xounrloteon
oxTdfa) nou emiong WToQel Vo avaTTUEEL ULV VT
UE VEES, E0OMTEQLXES YOUUUES KAl OEVTEQEVOVTA
ROTIPO, TOV TOQAYOVTOL GO TN HOTLBLRY ROl
AOUOVLXY VITOOTACN TOV TOMTOTVITOV. AVTO, YLo
moeddeLyua, gaivetatl nabaod oto aQ. 13 (To
TOUYOUOL TNG XQQAES): OLTACUOLOOUOL TOV €X0VV
moootebel pe yhurOmta (N TQOTOTURN peAwdia
Boloxetal otV AV OXTAPO) - LOOXQUTNUATA XKoL
ooTwvdta (;Tov oyetiCovral ue ta notifa, alhd %o
TO OVVEXMS RQATNUEVO TTEVIAL TOV TLAVIOTIROV
TQWTOTVTOV) - OTIEELS AT TU XQOVOTA - VEES
£0MTEQLXES YOUUUES (OVYVA TTOQOYOUEVES OTTO TO
TOMTOTVITO O0TLVATO U QUOULKES OUYROTES OTO
WITAOO0) - M XOQOVUEVY AVTLOTIATLRT LeAmOLO 0TNV
TQOWTTETC, TTOV OXOVYETAL 0TO REVTIQO - €VA VEO
OEVTEQEVOV UOTIFO 0TO TOUTAVA, TTOV GUVOOEVEL £VOL
VEVQMOES UOTIPO 0TO WITAOO %Ol TOQAYETAL ATTO
aVTod g QLOWXTY 0VENON (augmentation), yio Vo
uetapeobel 0N ouvéxela ota Plodd oe col legno,
ROU. ZTNV EVOQYNOTQMTIXY emeEeQyacio dAlmv
HOUUOTLADV TOV MItGQTox T€TOolEg OLadwmaaies elval
Lo dLaxQLTinég. OQLOUEVO XOURATLO €X0VV
petoeebel amd wd nohondteon oe wLd o&vTeen
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ToviOdmMTa (TL). omd ™ Qo 0T Qe pelCova), Tov
TOLQLACEL ®OAVTEQU OTO NYNTWMO %Al CVTOV TOV
UTTOAETOV %OL OTNV TOVIXY OUVEYELD TNG OOVITAG.
Tevird 0 ERoMGOTOG elval TLOTOS 0TO TEMTOTVITO
%ot Oev ahhdlel Timota amd TV aQyLk) ovvBeon
2100MOG OVOTTVO0EL AITd QUTH VEL V.

Eivau evolagégov 6tL 0 Ztafivoxrt, ToAy
0QY0TEQ, TO 1962, £VOQYNOTQWOE TO LOUUUTL TOV
Boloxetal ota Hayavd otig Oxtw OQyavixég
Muviatovges tov, dwooxevn OAng g ovihoynig Ta
Mévte Adytvia. QoTH00 0TIV EVOQYNOTOWON TOV O
STufivont £xeL «eTaVaoUVOETEL» TO TEWTOTVITO
ROUMATL Ue «VEa Yougn) euiuov, avadldtatn
@QAoEWV, ETEEEQYAOLO UE ULUNOELS ROVOVOV [%aiL
ToAVQVIa], Véeg ueTOTOOTIES» (OTTWG €xeL Tel),
TQOTOTOLMVTAS eTTioNg o€ 0QLouévo fadnd tov
EXPOOTIXG Y0ouxTHON TOV. H 0oyavixy youg1 Tov
InohrdTo elval eLTVEVOoUEVY, aAAE TLOTH 0TO
TOWTOTVTO (LT nwdvov éva eviovoteQo molto
allegro avti yio 1o mowtotvmo allegro). H
EVOQYNOTOWOT TOV TeQLhappdver pid ¢Eoya
EPEVQETLXY VEQ VPN 0TO REVIQO TOU XOUUOTLOV, EVHD
emiong €xeL €viovn, amoOAVTA  TOLOLOOTY,
CoTmdMTO. ZT0 ROUUATL TOAMAS LOVOLRNG (0.0.5)
VITAQYEL OTO UECULO TUNWOL LA ®e@ATn tipmon Myov
ot maklég PLOAES (VIO YRAUTA) RO AAOVTO (M
UeAmOlo 0TV YnAn TEQLOYN TOV BLOAOVTOELOV, €V
uéQeL Ue TaVTOQMVN 0UVoOoEld TLTOLRATO TOV
Broktov).

To wxQd ®OUWATLO TOV ZROARMDTO €ivOL
EVOOUOTOUEVA e OLOQPO TEOTO 0TO Witaiéto. H
EXPQUOTIXIY LEAWOLDL TOV BLOLOVITELOV 0TO 01Q.2, O€
POVYLO TQOTO %Ol ®AT® amd W oTaTLRY,
OLOTTEQUOTLRY TQOTLXY GLYY0Qdla, GVVOVALeTUL
vropnTird ue v agnynon. To ag.11 eivar wd
dipwvn, emavohlaupavouevn  @odon, ue
ATOVIROTNTO OYEOOV MITHQTORLAY, TTOU ONLOVQYEL



apgibuun aiobnon xabmg to viumuéva Tayavd évo-
£V 0TOY®QOVV. ZVUVOOEVOUV KOUTAVES LE
eOVOLOUPSOVOUEVO, HQATNUEVO OOL. O ROUTAVES
ovveyiCovv 010 €mTarOAOVO0, WLLQOOROTLRO
X00tx6: To eMPOVO GON OTLG LOXQLVES ROUTTAVES
OUYXQOVETOL (e TNV TTOTKY deomdlovoa
ovyyo00ia (oe ueifova) xol oxoTelvialel ue
TQUPEQOTNTA TNV CQUOVIK, VTORAALOVTUG TO
oraBOQLOTO TG CVYNG, TOLY TNV OTAdLOXY VOdO
oV emdpevov TeayoudLov TG %0QdS.

© Nixog Xototodoviov 2004

O Ttégor Ntayxrag Matl (Geoffrey Douglas
Madge) yevviOnze otnv Adehatda Tg AvoTtoailag.
Srovdaoe 010 Qoeio EAvreQ ne tov Khéuevg
Aéone. AoV »£€Q0L0e TO TUMTO Poafeio Tov
dlaymviopov mdvov tov ABC oto Zidvet to 1963,
nA0e otv Evowmn va peketiioer ue Tov I'véta Avia
ot AovréQvn ®al Tov Evioudovto vied TTovéylo
otig BovEéhhes. EyrataotdOnure oty OMhovdia,
omov etval nafnymmg mudvou 0to Baouhind Qoelo
me Xdyng. AmEntnoe TV TayROOULL @UN TOV
wéoa amd TOAES OUVAVAiES, TNAEOTTTIRES HOL
QUOLOPYWVIRES EXTTOUTTES, QEOLTAA %O EUPAVIOELS
010, ueydha @eoTBAA. Eyxel emiong aoyolnbel ue
ovvheon %ol €yQoype ®OVAQTETO €YYOQOmYV,
TQOYOVdLO %Ol £QY0 YLO TTLAVO, TO WUTOAETO
Maiuovdeg oe xAovfi (TQMOTN TEQOVGLNON TNV
‘Omea Tov Ziovet t0 1977) nar éva Kovioéto yua
TLAVO (TTQMTYN EXTELEON OTO AUOTEQVTAW TO 1985).
Méow g emmagnig (e Tov Idvn Zevaxn o TCEgol
Ntdyrhog Matl yvidoLoe TV eAMVIXY LovoLxn
oxnvi o Vv Etowgeio. Znolrmto otny ABnva. Me
mEdTaoN TOV TEOEdQOV TS Etalgeiag Znalrmdto
£0woe TV TEMTN exTéheon TV 32 Kouuatiwv yo
ITidvo tov Exairdto oty ABnva 1o 1979, ota
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mhaiowa Tov PeoTifah g Atebvoig Etailoeiag
Z0yxoovng Movowng. v Abnva, tov Iouvio Tov
1985, ¢dwaoe TV TOMTN ROl TANOY eEXTELEON OTTO €Val
TLAVIOTO TOV tvnuetmdovs Kovrogptou ya Tiévo
00.3 TOV ZroAx®Ta. OL exTeELEOELS QVTES TOV
®Uxhov TV 32 KOouuati®v %ol Tov TQiTov
Kovtoéotou NTav oL momTeg amd TOAAEG TOV
arOAOVONTAY UETH 0TN UOXQOYQOVY 0XE0T TOV UE
™ povowky Tov Exokrdta. T v etowgeion BIS
£yeL dLoroyoagnoel 1o Kovroéoro yua Iudvo ao.1
oV Zrolxota (BIS-CD-1014) eve dhheg exdooelg
g BIS meouhapfévovy 1o Opus Clavicembalisticum
T0V Z0QdumtlL (BIS-CD-1062/1064) ®oL to. tolo
Kovtotota yo mdvo tov Mévttveo (BIS-CD-1258).
O TCépotl Ntdyrhag Matl 010 QemeQTooLlo TV
QEOLTAN TUQOVOLALEL EVQU CUVOVUONS UITAQOX,
RAAOLADV, QOUUVTLLDV XUl GVYYQOVOV £QYWV,
TQOTLUMOVTAS TO OVVOVAOUO TWV Ueydhwv
IMUOPLA®V €QYWV Ue yvwoTteg ovvhEoelg — yLo
TOQAOELYUO TaQOVoioon NG PAVIUOTLXIG
Svugavias Tov Mreohol / Aot pe 1o Kovioéoro
20Ol OpxnoToa Tov Zovuav, 1 6ho 1o Kald
Svyreoaouévo Kiewdoxvufaro tov Mmay. Kuoua
€QY0 0TA GUVOVALOXE TOV TQOYQAIILATO ELVOL
navtote ov IHapardayés IndAviumeoyx Tov Mmay,
ot ITagailayés Ntiouméir nor mn Zovdto
Hammerklavier tov Mmetofev, ot ITagalrayés
Moy Tov Péyreo ot ov Zrovdés tov Nteumiol.

To Xi¥voro Kamovr (Caput Ensemble)
duoveynOnxe to 1987 amd oudda evBouoLmOmHv
VEOV TOAAVODY LOVOLRMV, HE OTOXO TNV EXTENEON
%ol TV Taayyehia véag povowrig. To Kdmovt
amoteheital amd 25 exTeheoTéS, OL TEQLOGOTEQOL
a0 TOVG omotovg Covv oty Iohavdia. Metd tnv
{oQuon tov 1o Kdmout nabieodbnxre wg Ltoxvon
dvvaun g Iohavolrig ToAMTLOTLIRIG TG L



OVAUETT OTO MYETLRGE OVVOLA VEAS LOVOLANG TNG
Evommng, ue ouvoviieg otn Bogelo Apeouxn xat
dexnamévte ymoeg oty Evowmn. To ovvolo €yel
£V0EMG OLOMOLOEL YL TIG dUVOULKES EQUNVELES KOl
™y TEXvVr aTOTTA Tov. EpngaviCetar tantind
oto peydha oLedvy @eoTIPAL, OTWS TO ETNHOLO
AreBvéc Bipa Zvvhetdv tov IMaglolov, to
DOLVOTOEO Baooofiag,  to PeoTBAM
Iroviumextdy, 1o OMOVOLKO PeoTIBdA noL TO
Deotifdh Téyvng Pénwapur. To Kamout éxel nootunt
VTOOTNOLEN otV Tohavdia, xabmg ot ONUOTLXT
amd 1o Péxiafux, alhd eivar éva mTAowg
aveEAQTNTO OUVOLO. Enuaviixd WEéQog Tng
dtonoyoa@iag Tov Kamovut eyel yiver yio v
etaioeto BIS.

O Nizog Xotetodovrov (1959) elvar dtevbuvTig Tng
Svppovinig OQyNoTeaS %ol TV MOovoLr®V
Zuvohmv tov Anuov tng ABnvag. Emovdaoe
ovvbeon e tov LA, TTomatmdvvou, e OiThmuo
TLAVOL 0TNV ADNVO Rl £XAVE LETUTTUYLORES
0movdég otn ovvheon oty AvOTOTn ZY0A1
Movowxng tov Movdyov %ol otn otevhuvon
00YNoTed 070 Baothzd KoAréyio Movowrng tou
Aovdivov. Zmovdaoe eAnvixn @Lloloyic 010
Tavemotio ABMvav. Ao 1o 1977 ovveoydotnne
g ovvhETNg »aL ovufoviog ato Toito TTedyoouua
g EMMvinig Padogwviag (6rov éyQope ovowxn
yuoe v 0eled. Eow Atditmovmoin). Eyel ovvbéoel
£€QY0L YLOL 0QYNOTQO, YOQWOLM, LOVGLXY OWUATIOV,
TOAYOVOLO %OL OXNVIRY LOVOLXT, UE TaQoyyehieg
atd OLAPOQOVS POQELS, LOVOLROVS 0QYUVLOUOVS
%O PeOTIRAN. AldaEe 0vvOeon 010 EMAnvind Qoeto.

Movowrdg dtevBuving g Néag Svugovirnig
Ooynotoag  ABnvov %ol Tng  TOMOING
movevowmatric ooynoteac Euro Youth
Philharmonic. ZuveQydCetar e Oheg TLg eMANVIKES

22

00yNoTEeg raw v EBvixr) Avowny Exnviy. Elye v
emLpéreL TOAADV BEnaTIX®V OELQMV, OTWG TO
AQLEQOUO. 0TOV ANUiTEN MNTEOTOVAO, TO TEMTO
Peotfdh HAog: agréowua otov Carl Nielsen oty
ADfva, zar TV odhitexviry dtevBuvon Tov
deotipdA Nikos Skalkottas Tage oto Konzerthaus
0V Begohivou (2000). ‘Exel dmhoel TV moyrOouLo
TOMTN eXTELEON TOAADV VEOV €QYWV, OTTWG TNG
Svugwviag ap.1 tov Lars Graugaard oto ®eoti3ah
oV Ovtevle %ol g 0meQag Ot AdLUOVIOUEVOL TOV
Xdaon Bodvtov oty Avouxn Zxanvi.

‘Exel ovveoyaotel pne 00yNoToeg OTwS oL
Axodnuia tov Ayiov Maotivov Tmv Ayodv,
Zvupoviry Ooynotea tov BBC, Zvugomviry
OQynotea tov Begohivov, Zvupwviry OoyMotoo
TOUV Mdhue, Zuppoviry OQNOTQM TOV AUAUTOQYX,
Supgpoviry OoMotea Tov Ovtevie, Zvppvirn
Ooynotoa g lohavdiag, Zvvoho Kdamovr,
driaouovixy ™ Aoueviag, OoyMoToa Aonatiov
Serenade, Zvugpovizry Ooynotoa tov Eoefdv,
Ooota xat Xoowdio Tov Kévigov Mmay tng
Mooyag ror v OmeQo. Tov MITOAGOL.

ALOROYQUQEL YO TNV 00UNdLXY eTaLQeia BIS ol
GUUPOVLRG €QY0 TOV N{XOU ZroAMOTA (TQDTES
TOYROOLES OLOROYQUPNOELS). H dLoroyQapLxn
0eLQd. el OLebvelg OLanQloeLs.




Konzert Nr. 3 fiir Klavier und

zehn Blasinstrumente

Das Konzert Nr.3 fiir Klavier und zehn Blasinstru-
mente entstand 1939. Im Unterschied zu den beiden
vorangegangenen Konzerten, die ein Orchester nor-
maler GroBe vorsehen (wie es auch das vierte, das
spite Concertino C-Dur), ist das Klavierkonzert Nr. 3
eines der individuellsten und architektonisch beein-
druckendsten Werke Skalkottas’. Es heif}t, Skalkottas
habe diese Komposition besonders geschitzt; gleich-
wohl hat er es — wie die meisten seiner Werke — nie
gehort. Die Urauffiihrung des Konzerts fand 1969 in
London statt; wegen der auferordentlichen Schwierig-
keit des Soloparts wurden die drei Satze auf verschie-
dene Pianisten aufgeteilt. Geoffrey Douglas Madge
war 1985 der erste, der das gesamte Konzert spielte.
Skalkottas’ elf Konzerte, von denen neun erhalten
sind (fiir Klavier, 2 Klaviere, Violine, 2 Violinen, Vio-
line und Viola und fiir KontrabaB) stellen den groBten
Teil seines symphonischen Schaffens dar.

Seine Vorliebe fiir die Konzertform spiegelt
gleichsam seine eigene Personlichkeit wider: Er war
introvertiert und philosophisch veranlagt, seine krea-
tive Modernitit entfremdete ihn von seiner musikali-
schen Umgebung, deren aktiver Teilnehmer er gleich-
wohl war — als Orchestergeiger, Quartettmitglied,
bisweilen gar als Arrangeur fremder Musik. Skal-
kottas komponierte mehr Konzerte fiir Klavier (funf,
wenn man das fiir zwei Klaviere hinzuzahlt) als fiir
jedes andere Instrument, sein eigenes — die Violine —
eingeschlossen (Das Klavierkonzert Nr. 1, 1931 kom-
poniert, ist das fritheste Zwolfton-Klavierkonzert.)

Im Klavierkonzert Nr. 3 gibt es Mehrdeutigkeiten
im Verhiltnis von Form und Klang, von Motivstruk-
tur und Polyphonie sowie hinsichtlich des emotio-
nalen Charakters. Umfang und formale Ausdehnung
sind ungewohnlich, der Tonsatz ist vielfach kontra-
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punktisch verdichtet, aber dennoch ist es fiir ein En-
semble von zehn Blidsern und Schlagzeug dkono-
misch komponiert. Das ganze Konzert ist geprigt
von einer fast unabliissigen, vielschichtigen Phrasen-
iiberlappung — sowohl zwischen Solist und Ensemble
als auch innerhalb des Orchestersatzes selber. Skal-
kottas® Stil ist expressiv, ja leidenschaftlich, dabei
aber unsentimental und konzentriert; zugleich ver-
bindet es dunkle Untertone mit einem etwas bitteren
Humor. All dies wird von dem Bliserensemble aus
Flote, Oboe, Englischhorn, Klarinette, Fagott, Kon-
trafagott, Horn, Trompete, Posaune und Tuba ideal
vermittelt. Das Schlagzeug — Pauke, grofie und kleine
Trommel, Becken, Tambourin, Peitsche und Xylo-
phon - wird in unerwarteter, sparsamer Weise ver-
wandt. Bezeichnender- und ungewoshnlicherweise
fehlt das Schlagzeug an den Satzenden ginzlich,
selbst am dynamischen Schluff des letzten Satzes;
dies paBt gut zu Skalkottas’ unrhetorischem Stil.

Das Konzert ist anhand eines sehr freien
zwolftonigen oder atonalen Verfahrens komponiert,
das nicht eigentlich seriell ist. Es gibt zwei zentrale
Zwolftonreihen, daneben einige sekundire Reihen
sowie (sehr oft) andere freie Zwolftongruppen, die
nicht als Reihen fungieren; es sind Zwolftontexturen,
die Melodieteile und Akkorde umfassen. Wie so oft
bei Skalkottas, werden die Reihen thematisch konzi-
piert und verwendet. Samtliche Hauptthemen in den
drei Satzen des Werks weisen Verbindungen zu den
beiden Hauptreihen auf; durch die thematischen
Querbeziige hat das Werk zyklischen Charakter.
Auch die zwei Hauptreihen scheinen den beiden zen-
tralen Ausdruckscharakteren zugeordnet zu sein: die
erste, die das Werk eroffnet, ist mit dramatisch-
expressiven Momenten und intimen Gefiihlsre-
gungen verwoben, wiihrend die zweite Reihe einer
tanzerisch-leichtfiiBigen, extrovertierteren Stimmung



korrespondiert. Die ersten drei Noten der ersten
Reihe bilden ein motivisches Motto, das in allen drei
Sitzen erklingt. Das Konzert Nr. 3 weist eine Vielzahl
von thematischen Gedanken auf, von denen viele
durchfiihrungsartig aus dem Ausgangsmaterial ge-
wonnen werden. Der erste Satz, Moderato, ist ein
Sonatensatz, der mit einem klassischen Orchester-
ritornell beginnt, in dem die beiden thematischen
Hauptgruppen vorgestellt werden. Das Klavier
beginnt solistisch mit der zweiten Exposition und
fithrt mit dramatischer Bravour einen neuen Gedan-
ken ein, der allmihlich zum ersten Thema iiberleitet.
Die Exposition wird von einem kurzen Orchester-
ritornell abgeschlossen. Nach einer derart ausge-
dehnten Exposition ist die Durchfithrung, die im
Klavier beginnt, entsprechend kiirzer. In allen Sitzen
gibt die Reprise das gesamte Modell der Doppel-
exposition wieder und verbindet die Orchester- mit
einer nachfolgenden Solo-Reprise (was im klas-
sischen Konzert nicht geschieht).

Der zweite Satz, Andante sostenuto, ist in der Tat
von schwelender Expressivitdt und verhaltenem
Pathos. Seine Form widersetzt sich der Kategori-
sierung; am ehesten noch konnte man ihn als eine Art
Sonatensatz mit Exposition, Durchfithrung und
Reprise bezeichnen — die thematischen Strukturen
aber sind kaum sonatenartig zu fassen.

Der dritte Satz, Allegro giocoso, folgt der Sona-
tenform. Die Orchesterexposition beginnt mit dem
Hauptthema in der Klarinette, einer lebhaften Melo-
die mit frohlichen, groBen Spriingen. Das zweite
Thema wird von der Oboe vorgestellt und hat einen
melodischeren, lyrischeren Charakter. Der Durch-
fithrungsabschnitt hebt als Scheinreprise an: Das Kla-
vier greift den Anfang des ersten Themas auf (das man
in der Originalgestalt bislang noch nicht vom Klavier
gehort hat) und fihrt darauf mit einem eigenen, vir-
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tuosen Nebenthema fort. Recht iiberraschend gehen
Solist und Orchester dann nahezu ginzlich ihre eigene
Wege. Die Reprise bringt die Themen in umgekehrter
und gemischter Reihenfolge. Das vom Orchester ge-
spielte Motto des Werks (das auf den Anfang des
ersten Satzes verweist) erdffnet eine kurze Coda; ein
lakonischer, dramatischer Epilog schlieBt das Werk ab.

Die Gnome

Das Ballett Die Gnome wurde 1939, im selben Jahr
wie das Klavierkonzert Nr. 3 komponiert. Es ist eine
Suite fiir Instrumentalensemble, die zu groBen Teilen
aus Skalkottas’ Instrumentationen von kleinen Kla-
vierstiicken Bartéks und Strawinskys besteht;
daneben gibt es drei kurze Stiicke von Skalkottas
selber. Es ist eine herrliche Musik, die Skalkottas’
Kunstfertigkeit und Originalitit zeigt.

Zeitlebens komponierte Skalkottas sowohl ato-
nale als auch tonale Werke. Seine durchweg tonalen
Ballette bilden einen wichtigen Teil seines Schaffens.
Uberhaupt spielt der Tanz eine wesentliche Rolle in
Skalkottas” Musik — wie etwas in den beriihmten 36
Griechischen Ténzen oder in verschiedenen atonalen
Werken, die auf Tdnze seiner Zeit verweisen (Tango,
Foxtrott etc.). 1938 schrieb Skalkottas sein erstes
Ballett, Das Mcdchen und der Tod, eines seiner be-
deutendsten Werke. Fortan komponierte er bis zu
seinem Tod regelmiBig fiir Ballettproduktionen. Er
arbeitete dabei mit den simtlichen der zwar nicht
zahlreichen, aber wegweisenden Balletkompagnien
im damaligen Athen zusammen. Koula Pratsika, die
Direktorin der Pratsika Tanzschule und eine zentrale
Personlichkeit des griechischen Balletts, bat Skal-
kottas, bei der Produktion der Gnome mitzuwirken,
die bei einer weihnachtlichen Doppelveranstaltung
am 22. Dezember 1939 Premiére hatten. AuBerdem
verpflichtete sie Stratis Myrivilis, einen der fithren-



den griechischen Schriftsteller des 20. Jahrhunderts,
der eine freie, dichterische Erzihlung iiber das Sujet
und seine Symbolik schreiben sollte. Urspriinglich
hatte Pratsika selber eine Suite aus Bartks Samm-
lung Fiir Kinder znsammengestellt, die sie Skalkottas
zu instrumentieren bat. Wie die iibrigen Stiicke aus
Fiir Kinder basieren diese Stiicke auf authentischen
ungarischen und slowakischen Volksliedern, so daf§
sie gut zu einem folkloristisch inspirierten Ballett
passen. Im gedruckten Programmheft wird aus-
schlieBlich Barték als Komponist genannt, wihrend
Skalkottas nur als Bearbeiter erwihnt wird. Tatséch-
lich aber stammen einige der Stiicke der endgiiltigen
Suite von anderen Komponisten als Barték, wenn-
gleich ihm ein GroBteil der Suite — acht Stiicke ~
entlehnt wurde. Wahrscheinlich ergab sich im Zuge
der Fertigstellung der Gnome, daB mehr Musik be-
notigt wurde als Pratsika ausgewihlt hatte. Myrivilis
dichterische Erziéhlung in zwei Teilen bildete den
Rahmen der Haupthandlung. Daher ist es méoglich,
daB eine neue, der Erzihlung vorangehende Einlei-
tung ebenso bendtigt wurde wie Musik, die einen
Teil der Erzahlung begleitete.

Als Einleitung wurde ein Klavierstiick von Stra-
winsky verwendet, das ebenfalls aus einer Sammlung
fiir Kinder — Die fiinf Finger — stammte. Skalkottas
komponierte drei kurze Stiicke: Nr. 2 (fiir die Erzih-
lung), mit einer wunderschénen, modalen Cello-
Melodie, sowie Nr. 11 und 12. Bei Nr.5 handelt es
sich um ein unidentifiziertes Stiick Barockmusik, das
wahrscheinlich von Pratsika, die in anderen Balletten
hiufig Alte Musik verwendete, ausgewihlt worden
war. Auch ein traditionelles griechisches Weihnachts-
lied (Nr.4, in Nr. 6 wiederholt) sorgt fiir stilistische
Vielfalt; es wird von der Oboe gespielt — eine An-
spielung auf den Klang des Zoumas, eines Blasinstru-
ments aus der griechischen Volksmusik, das hier von
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Triangel, Glocken und Schlagwerk begleitet wird.
Die Handlung des Balletts bezieht sich auf die weit
verbreiteten griechischen Weihnachtsmirchen iiber
die Gnome. Die Gnome — héBliche, gemeine und
groteske Wesen der Unterwelt — begeben sich in
jedem Jahr an Heiligabend auf die Erde; in den zwolf
Tagen zwischen Weihnachten und Epiphanias attackie-
ren und quilen sie die Menschen, die dagegen Vor-
kehrungen treffen sollten. Die Wasserweihe an Epi-
phanias bereitet der Erdenzeit der Gnome ein Ende
und treibt sie zuriick in die Unterwelt. Anhand der
essentiellen Symbolik der mythischen Erzidhlung hat
Pratsika eine Choreographie geschaffen, die die
Konfrontation von fiinf weif gekleideten Vestalinnen
(junge Midchen, die den hiuslichen Herd umgeben)
und fiinf schwarz gekleideten Gnomen ins Zentrum
stellt, was den ewigen Kampf zwischen Hell und
Dunkel, zwischen Gut und Bése thematisiert. Das
Ballett hat drei Teile: Prolog, Zwdlf Tage und Epilog.
Das Instrumentalensemble besteht aus Flote (Pik-
koloflote), Oboe (Englischhorn), Trompete, Schlag-
zeug und Streichquintett. Skalkottas’ Instrumentation
der Stiicke von Barték und Strawinsky ist meisterlich
und voller Phantasie. Seine Bearbeitung tragt der
landlichen Schlichtheit und der Verve der Bartok-
Stiicke in einer Weise Rechnung, die dem folklo-
ristischen Charakter der Handlung entspricht. Auch
Skalkottas’ eigene Miniaturen sind aufs Schonste in
das Ballett verwoben.

© Nikos Christodoulou 2004 (gekiirzte Fassung)

Geoffrey Douglas Madge wurde 1941 in Adelaide/
Australien geboren und studierte bei Clemens Leske
am Elder Conservatorium. Nach dem Gewinn des
Ersten Preises beim ABC-Klavierwettbewerb in Syd-
ney 1963 ging er nach Europa, um bei Géza Anda in
Luzern und bei Eduardo del Pueyo in Briissel zu



studieren. Er lie sich in den Niederlanden nieder,
wo er Professor fiir Klavier am Koninklijk Conser-
vatorium in Den Haag ist. Zahlreiche Konzerte, Fern-
seh- und Rundfunkaufzeichnungen sowie Auftritte
bei groBen Festivals in der ganzen Welt haben ihm
das Renommee eines herausragenden Musikers
seiner Generation verschafft. AuBerdem hat Madge
eine betrichtliche Anzahl von Werken komponiert,
u.a. Streichquartette, Lieder, Werke fiir Klavier solo,
das Ballett Monkeys in a cage (1977 am Sydney
Opera House uraufgefiihrt) und ein Klavierkonzert
(1985 in Amsterdam uraufgefiihrt).

Durch seine Bekanntschaft mit Tannis Xenakis
kam Geoffrey Douglas Madge mit der griechischen
Musik und der Skalkottas-Gesellschaft in Athen in
Kontakt. Der Prisident der Skalkottas-Gesellschaft
trug ihm die Urauffithrung von Skalkottas’ 32 Kla-
vierstiicken beim ISCM Festival 1979, das damals in
Athen stattfand, an. Dies war der Beginn einer sub-
stantiellen Auseinandersetzung mit Skalkottas’” Mu-
sik. Fiir BIS hat er Skalkottas’ Klavierkonzert Nr. 1
(BIS-CD-1014) aufgenommen; zu weiteren BIS-Ein-
spielungen zéhlen das Opus Clavicembalisticum von
Sorabji (BIS-CD-1062/1064) sowie die drei Klavier-
konzerte von Medtner eingespielt (BIS-CD-1258).

Geoffrey Douglas Madges Recital-Programme
sind eine weitgespannte Mischung aus barocker, klas-
sischer, romantischer und zeitgendssischer Musik,
die gerne bekannte mit unbekannten Werken kom-
binieren — beispielsweise Berlioz’ Symphonie fan-
tastique in der Fassung von Liszt mit dem Konzert
ohne Orchester von Schumann oder Bachs gesamtes
Wohltemperiertes Klavier. Bachs Goldberg-Varia-
tionen, Ludwig van Beethovens ,, Hammerklavierso-
nate“, Regers Bach-Variationen und Debussys
Etudes gehoren seit eh und je zu den Highlights
seiner Konzertprogramme.
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Das Caput Ensemble wurde 1987 von einer Gruppe
enthusiastischer junger Musiker aus Island mit dem
Ziel gegriindet, zeitgendssische Musik aufzufiihren
und in Auftrag zu geben. Caput besteht aus rund 25
Spielern, von denen die meisten in Island wohnen.
Seit seiner Griindung bildet Caput einen wichtigen
Bestandteil des islindischen Kulturlebens und eines
der fithrenden Ensembles fiir Neue Musik in Europa,
das Konzerte in Nordamerika und fiinfzehn euro-
pdischen Lindern gegeben hat. Das Ensemble wird
allgemein fiir seine packenden Interpretationen und
seine technische Meisterschaft gelobt; regelmafiig
spielt es bei bedeutenden Festivals wie dem jahr-
lichen Rostrum of Composers in Paris, dem Holland
Festival und dem Reykjavik Art Festival. Caput wird
unterstiitzt von der isldndischen Regierung und von
der Stadt Reykjavik, ist aber gleichwohl ein voll-
kommen unabhingiges Ensemble.

Nikos Christodoulou (geb. 1959) studierte Kompo-
sition (bei J.A. Papaioannou) und Klavier in Athen.
Er setzte seine Kompositionstudien an der Hochschule
fiir Musik in Miinchen fort und studierte auBerdem
Dirigieren am Royal College of Music in London. In
den Jahren 1977-81 war er Associate Composer und
Berater beim Griechischen Nationalrundfunk. Er hat
Orchester- und Chorwerke komponiert, Kammer-
musik, Lieder und Biihnenmusik; zahlreiche Institu-
tionen und Festivals haben bei ihm Werke in Aunftrag
gegeben. Er unterrichtet Komposition am Helleni-
schen Konservatorium.

Nikos Christodoulou leitet das Athens New
Symphony Orchestra, das gesamteuropiische Euro
Youth Philharmonic Orchestra und das Athens Sym-
phony Orchestra. RegelmiBig dirigiert er an der
Griechischen Nationaloper und leitet Chor und
Orchester des Griechischen Nationalrundfunks. Er



leitete das erste Helios Festival, ein Carl Nielsen-
Festival in Athen, und die Nikos Skalkottas-Tage am
Berliner Konzerthaus. Er hat zahireiche Urauffiih-
rungen dirigiert, v.a. die Erste Symphonie von Lars
Graugaard beim Music Harvest Festival in Odense
und die Oper Die Besessenen von Haris Vrontos an
der Griechischen Nationaloper.

Nikos Christodoulou hat mit folgenden Orches-
tern gearbeitet: BBC Symphony Orchestra, Berliner

Sinfonie-Orchester, Armenian Philharmonic Orches-
tra, Aalborg Symphony Orchestra, Iceland Sym-
phony Orchestra, Malmé Symphony Orchestra, Mos-
cow Bach Centre Orchestra, Odense Symphony
Orchestra, Serenade Chamber Orchestra, Yerevan
Symphony Orchestra und Bolschoi Oper. Seine
Reihe mit Ersteinspielungen der Symphonik von
Skalkottas fiir BIS erhielt den Beifall der internatio-
nalen Kritik.

Geoffrey Douglas Madge
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Concerto no 3 pour piano et

dix instruments a vent

Le Concerto no 3 pour piano et dix instruments &
vent fut écrit en 1939. Trés différent des deux pre-
miers qui demandent un orchestre de grandeur nor-
male (de méme que le quatriéme, le tardif Concertino
en do majeur), le Concerto pour piano no 3 est I'une
des ceuvres les plus individuelles de Skalkottas et
dont I’architecture impressionne le plus. On a dit que
Skalkottas aimait particuliérement cette ceuvre; or,
comme ce fut le cas de la plupart de ses composi-
tions, il n’en entendit jamais d’exécution. Le con-
certo fut créé a Londres en 1969 mais, a cause des
demandes extraordinaires dans la partie solo, trois
pianistes différents jouérent chacun leur mouvement.
Geoffrey Douglas Madge fut le premier a interpréter
le concerto en entier en 1983.

Les onze concertos de Skalkottas, dont neuf sur-
vivent (pour piano, deux pianos, violon, deux vio-
lons, vioton et alto, contrebasse), forment la majeure
partie de sa production symphonique. Sa prédilection
pour la forme de concerto peut étre vue comme
reflétant sa personnalité : il était philosophe et intro-
verti, dont le modernisme créatif le brouillait avec
son environnement musical et pourtant, il était un
membre actif de cet environnement, passant sa vie
professionnelle quotidienne comme vicloniste d’or-
chestre, membre de quatuor et méme 2 1’occasion
comme arrangeur de la musique d’autres compo-
siteurs, Skalkottas composa plus de concertos pour
piano (cing, y compris celui pour deux pianos) que
pour tout autre instrument, méme le sien, le violon
(le Concerto pour piano no I, écrit en 1931, est le
premier concerto pour piano en technique dodéca-
phonique).

Dans le Concerto pour piano no 3, des ambi-
guités se présentent entre la forme et le son, dans la
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structure des phrases et la polyphonie ainsi que dans
le caractére émotionnel. L' ceuvre montre une gran-
deur et une expansion formelle extraordinaires et
aussi un tissu polyphonique souvent dense mais elle
est pourtant écrite pour un ensemble trés économique
de dix instruments a vent et percussion. Tout au long
du concerto, les phrases s’enchainent et se recouvrent
presque continuellement en plusieurs couches entre
le soliste et I’ensemble orchestral ainsi que dans le
tissu orchestral méme.

Le style de Skalkottas est expressif, méme pas-
sionné tout en restant concentré et dépourvu de senti-
mentalité ; il allie aussi des murmures sombres et un
esprit quelque peu amer. Ces traits sont idéalement
transmis ici par I’ensemble a vent formé comme suit:
fifite, hautbois, cor anglais, clarinette, basson, contre-
basson, cor, trompette, trombone et tuba. La percus-
sion, comprenant timbales, caisse claire, grosse
caisse, cymbales, tambourin, fouet et xylophone, est
utilisée de maniére inattendue et trés économique.
Chose importante et rare, il n’y a pas de percussion a
la fin des mouvements, pas méme 2 la conclusion
dynamique du dernier mouvement ; ceci concorde
bien avec le style sobre de Skalkottas.

Le concerto est composé avec une méthode ato-
nale trés librement dodécaphonique, pas exactement
sérielle. On y voit deux séries dodécaphoniques
principales. Il sy trouve aussi quelques séries secon-
daires ainsi que (trés souvent) d’autre groupes de
notes dodécaphoniques libres qui ne fonctionnent pas
en séries ; ce sont des textures dodécaphoniques ren-
fermant des segments mélodiques et des accords.
Comme si souvent chez Skalkottas, les séries sont
congues et utilisées thématiquement. Tous les thémes
fondamentaux des trois mouvements de I’ceuvre sont
reliés aux deux séries principales; grice aux liens
thématiques, 1’ceuvre présente un caractére cyclique.



Les deux séries principales apparaissent aussi &tre
reliées a deux caractéres expressifs fondamentaux : le
premier, ouvrant 1’ceuvre, est li€ a une qualité expres-
sive dramatique et a une émotion intime, tandis que
la seconde série est associée a une veine plus légeére,
dansante, plus extravertie. Les trois premiéres notes
de la premiére série constituent un leirmotif entendu
dans tous les mouvements. Le Troisiéme Concerto
est riche d’idées dont plusieurs croissent a partir
d’une transformation développementale du matériel
primaire. Le premier mouvement, Moderato, est de
forme sonate et commence avec une ritournelle
orchestrale classique ol les deux groupes théma-
tiques principaux sont présentés. Le piano ouvre sa
propre seconde exposition solo, amenant une nouvelle
idée avec bravure dramatique menant graduellement
au premier théme. L’exposition se termine par une
bréve ritournelle orchestrale. Suivant une exposition
aussi considérable, le développement — qui com-
mence par une nouvelle entrée du soliste — est en
conséquence plus court. Dans tous les mouvements,
la réexposition est un miroir du patron en entier de la
double exposition et allie une récapitulation orches-
trale et solo (ce qui ne se produit pas dans un con-
certo classique).

Le second mouvement, Andante sostenuto, déve-
loppe vraiment une qualité expressive soutenue et un
pathos retenu. Sa forme ne convient pas entiérement
a une catégorie spécifique : elle peut étre vue comme
un genre de forme sonate avec les trois sections de la
sonate — exposition, développement, réexposition —
mais sans son organisation thématique définie.

Le troisiéme mouvement, Allegro giocoso, épouse
la forme sonate. L'exposition orchestrale s’ouvre sur
le théme principal a la clarinette, un air courant avec
de grands sauts joyeux. Le hautbois introduit le
second théme au caractere plus mélodique et lyrique.
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Le développement commence, bri¢vement, comme
une fausse réexposition : le piano répéte avec esprit le
début du premier theme (qu’on n’a pas encore enten-
du dans sa forme originale au piano) et continue
immédiatement seul avec sa propre idée virtuose
secondaire. Puis, assez soudainement, le soliste et
I’orchestre vont presque complétement chacun de
son cdté. La réexposition suit un ordre thématique
renversé et mélé. La devise de I’ceuvre dans I’orches-
tre (rappelant directement le début du premier
mouvement) introduit une bréve coda; un épilogue
laconique et dramatique termine I’ ceuvre.

Les Gnomes

Le ballet Les Gnomes fut écrit en 1939, la méme
année que le Concerto pour piano no 3. C’est une
suite pour ensemble instrumental dont une bonne
partie du matériel consiste en instrumentations par
Skalkottas de petites piéces pour piano de Bartdk et
de Stravinsky ; il s’y trouve aussi trois bréves piéces
de Skalkottas lui-méme. La ravissante partition
montre 1art et |’originalité de Skalkottas.

Skalkottas a composé dans les idiomes atonal et
tonal toute sa vie. Ses ballets, tous tonals, forment
une partie importante de son travail. La danse et les
éléments de danse ont généralement une présence
vitale dans la musique de Skalkottas — comme dans
les célebres 36 Danses grecques par exemple, ou
dans diverses ceuvres atonales se rapportant aux
danses de son époque (tango, fox-trot, etc.) En 1938,
Skalkottas composa son premier ballet, La Jeune
Fille et la Mort, I'une de ses ceuvres les plus impor-
tantes. Il continua aprés a composer réguliérement
pour des productions de ballet jusqu’a la fin de sa
vie. Skalkottas a collaboré avec toutes les compagnies
de ballet d’Athénes du temps — elles n’étaient pas
nombreuses mais faisaient du travail de pionniers.



Koula Pratsika, directrice de I’école de danse Pratsika
et une figure de proue en ballet grec, demanda a
Skalkottas de collaborer a la production des Gnomes,
donnée a un concert de Noél le 22 décembre 1939.
Pour la production des Gnomes, elle demanda aussi &
Stratis Myrivilis, I’un des plus éminents auteurs
grecs du 20° siecle, d’écrire une narration poétique
libre sur le sujet et le symbolisme du ballet. Quant &
la musique, Pratsika forma d’abord une suite de son
cril, choisissant des pieces de la collection pour piano
Pour Enfants de Béla Bart6k, et demanda ensuite &
Skalkottas d’orchestrer la musique. Les piéces de
Bart6k, comme toutes celles de la collection Pour
Enfants, reposent sur des chansons folkloriques hon-
groises et slovaques authentiques et conviennent
donc bien au sujet d’inspiration populaire du ballet.
Dans le programme imprimé original, Barték est
nommé exclusivement comme compositeur de la mu-
sique et Skalkottas ne figure que comme son arran-
geur. En fait cependant, quelques pieces dans la suite
finale sont de la main d’autres compositeurs que
Barték. La majorité de la suite — huit pi¢ces — est de
Bartok. Il semble probable que, a I'étape finale des
Gnomes, on eut besoin de plus de musique que ce
que Pratsika avait d’abord choisi. La narration poé-
tique de Miyrivilis, divisée en deux parties, servit de
cadre a I’action principale du ballet. Il est ainsi
possible qu’une nouvelle introduction, précédant la
narration, fut nécessaire, ainsi que de la musique
pour accompagner une partie de la narration.

Une pigce pour piano de Stravinsky fut utilisée
avec effet comme introduction, tirée, elle aussi, d’une
collection pour enfants, Les Cing Doigts. Skalkottas
composa trois petites piéces: le no 2, pour la narra-
tion, avec une ravissante mélodie & caractére modal
pour violoncelle, ainsi que les nos 11 et 12. Le no 5
est une piece non identifiée de musique ancienne,
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probablement choisie par Pratsika qui se servait
souvent de musique baroque dans ses productions.
On entend aussi une autre diversion stylistique, un
noél grec traditionnel (no 4, répété dans le no 6); il
est joué sans harmonisation par le hautbois, une
allusion au son de la zourna, un instrument a vent
populaire grec, accompagné par les traditionnels
triangle, cloches et percussion.

L'intrigue du ballet rappelle les contes de Noél
populaires grecs trés répandus sur les gnomes. Créa-
tures laides, vicieuses, grotesquement monstrueuses
vivant aux enfers, les gnomes surgissent dans le
monde la veille de Noél; dans la période de douze
jours entre Noél et I'Epiphanie, ils attaquent et tor-
turent les humains qui devraient prendre leurs pré-
cautions ; la cérémonie de I’eau bénite a 1I’Epiphanie
met fin au temps des gnomes sur la terre et les ren-
voie aux enfers. En partant du symbolisme essentiel
du mythe, Pratsika a créé une intrigue chorégra-
phique basée sur la confrontation entre deux groupes
de cinq gnomes, vétus de noir, et cing vestales,
vétues de blanc, des jeunes filles autour de I’dtre de
la maison, suggérant ainsi la lutte éternelle entre les
ténébres et la lumiére, le mal et le bien. Le ballet
renferme trois sections: Prologue, Douze jours et
Epilogue. L’ensemble instrumental complet consiste
en flate (doublée du piccolo), hautbois (doublé du cor
anglais), trompette, percussion et quintette & cordes.
L’instrumentation de Skalkottas des pigces de Barték
et Stravinsky est magistrale et remplie d’imagination.
Son traitement capte la rusticité et la verve des pieces
de Bartok dans une humeur s’appareillant au caractére
populaire de Vintrigue. De plus, les propres minia-
tures de Skalkottas sont magnifiquement intégrées
dans le ballet.

Des textes © Nikos Christodoulou 2004



Geoffrey Douglas Madge est né a Adelaide en
Australie et a émdié avec Clemens Leske au conser-
vatoire Elder. Aprés avoir gagné le premier prix au
concours de piano ABC a Sydney en 1963, il se
rendit en Europe étudier avec Géza Anda a Lucerne
et Eduardo del Pueyo a Bruxelles. 11 s’installa aux
Pays-Bas ot il enseigne le piano au Conservatoire
Royal de La Haye. Ses nombreux récitals, diffusions
a la radio et la télévision et apparitions a d’impor-
tants festivals ont établi sa réputation. Madge a aussi
composé une quantité considérable de musique dont
des quatuors a cordes, chansons, ceuvres pour piano
solo, le ballet Monkeys in a cage (Des singes en
cage; créé & la maison d’opéra de Sydney en 1977)
et un concerto pour piano (créé & Amsterdam en
1985).

Comme il connaissait lannis Xenakis, Geoffrey
Douglas Madge vint en contact avec le monde de la
musique grecque et la Société Skalkottas 4 Athenes.
Le président de celle-ci lui demanda de donner la
création des 32 Piéces pour piano de Skalkottas au
cours du Festival de la SIMC 1979 qui avait lieu &
Athénes cette année-la. Ce fut le début d’une longue
relation avec la musique de Skalkottas. I1 avait déja
enregistré le Concerto pour piano no 1 de Skalkottas
sur étiquette BIS (BIS-CD-1014); d’autres sorties
BIS renferment I’Opus Clavicembalisticum de So-
rabji (BIS-CD-1062/1064) et les trois concertos pour
piano de Medtner (BIS-CD-1258).

Les programmes de récitals de Geoffrey Douglas
Madge présentent un éventail d’ceuvres baroques,
classiques, romantiques et contemporaines, de préfé-
rence en combinaison avec des compositions bien
connues et inconnues — par exemple la Symphonie
fantastique de Berlioz / Liszt alliée au Konzert ohne
Orchester de Schumann ou au Clavecin bien tempéré
complet de Bach. Les Variations Goldberg de Bach,
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les Variations Diabelli et la Sonate « Hammerkla-
vier » de Ludwig van Beethoven, les Variations Bach
de Reger et les Etudes de Debussy ont toujours formé
des sommets dans ses programmes de concerts.

L'Ensemble Caput fut mis sur pieds en 1987 par un
groupe de jeunes musiciens islandais enthousiastes
dans le but de jouer et de commander de la musique
nouvelle. Caput consiste en 25 membres environ, la
plupart résidant en Islande. Depuis sa fondation,
Caput s’est établi comme une force assurée dans la
vie culturelle islandaise et I’'un des plus importants
ensembles de musique nouvelle en Europe, se pro-
duisant en Amérique du Nord et dans quinze pays
européens. L'ensemble fut applaudi partout pour ses
interprétations imposantes et la maitrise de sa tech-
nique; il se produit réguliérement a des festivals ma-
jeurs dont le Rostrum International de Compositeurs
a Paris, I’ Automne & Varsovie, le festival du Gulben-
kian, le festival de Hollande et le festival d’art de
Reykjavik. Caput regoit un support régulier du gou-
vernement islandais et de la ville de Reykjavik mais
¢’est un ensemble entiérement indépendant.

Nikos Christodoulou (né en 1959) a étudié la com-
position avec J.A. Papaioannou et le piano & Athénes.
11 poursuivit ses études de composition a la Hoch-
schule fiir Musik & Munich et étudia la direction au
Royal College of Music a Londres. Ii fut compositeur
associé et conseiller & la Radio Nationale Grecque de
1977 & 1981. Il a composé des ceuvres orchestrales,
de chambre et chorales, des chansons ainsi que de la
musique de scéne et il a regu des commandes de plu-
sieurs institutions et festivals. Il a enseigné la compo-
sition au Conservatoire Hellénique.

Nikos Christodoulou a été directeur musical du
Nouvel Orchestre Symphonique d’Athénes, de I’or-



chestre philharmonique des jeunes «Euro Youth
Philharmonic Orchestra» et de 1’Orchestre Sympho-
nique d’Athénes (ville d’Athénes). Il apparait régu-
ligrement avec I’Opéra National Grec ainsi qu’avec
I’Orchestre et le Cheeur Symphoniques de la Radio
Nationale Grecque. 11 a dirigé le premier festival
Helios — une Célébration Carl Nielsen 2 Athénes et
les Nikos Skalkottas Tage au Konzerthaus de Berlin.
1l a donné la création mondiale de plusieurs nouvelles
ceuvres dont la Symphonie no I de Lars Graugaard au
Music Harvest Festival a Odense et 1’opéra Les
Possédés de Haris Vrontos a I'Opéra National Grec.

11 a travaillé avec 1'Orchestre Symphonique de la
BBC, I'Orchestre Symphonique de Berlin, 1’Orches-
tre Philharmonique Arménien, 1’Orchestre Sympho-
nique d’Aalborg, 1'Orchestre Symphonique d’Islande,
I’Orchestre Symphonique de Malmo, I’Orchestre du
Centre Bach de Moscou, I'Orchestre Symphonique
d’Odense, 1'Orchestre de Chambre Sérénade, 1'Or-
chestre Symphonique d’Erevan et I’Opéra du Bolshot.
Sa série d’enregistrements en premi¢re mondiale de
musique symphonique de Skalkottas sur étiquette
BIS a é1é accueillie avec enthousiasme par la critique
internationale.

Caput Ensemble

Piano Concerto No.3

Kolbeinn Bjarnason, flute

Eydis Franzdéttir, oboe

Peter Tompkins, cor anglais
Gudni Franzson, clarinet

Darri Mikaelsson, bassoon
Brjdnn Ingason, contrabassoon
Eirikur Orn Pélsson, trumpet
Anna Sigurbjdrnsdéttir, horn
Sigurur Thorbergsson, trombone
SigurSur Mér Valsson, tuba
Steef van Oosterhout, percussion
Pétur Grétarsson, percussion
Frank Aarnink, percussion
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The Gnomes

Kolbeinn Bjarnason, flute

Eydis Franzdéttir, oboe

Eirikur Orn Pélsson, trumpet
Zbigniew Dubik, violin

Greta Gudnadottir, violin
Gudmundur Kristmundsson, viola
Bryndis Halla Gylfadéttir, cello
Hévardur Tryggvason, double bass
Steef van Oosterhout, percussion
Pétur Grétarsson, percussion
Frank Aamink, percussion



Skalkottas: Piano Concerto No. 3; The Gnomes -
Skalkottas Academy Critical Text

For the present recording, the Skalkottas Academy
has prepared new, critically edited musical texts of
the Piano Concerto No.3 and The Gnomes. The
existing edition of the Piano Concerto No. 3 has sev-
eral errors; in the second movement, in particular,
there are also several editing interferences and even
alterations of the original instrumentation. Other
occasional errors, doubtful places, missing markings,
etc., have arisen because Skalkottas always prepared
a fairly clear full score in ink, orchestrating with con-
siderable speed from a draft short score (in one
exceptional instance, at the beginning of the first
movement, a solo trumpet bar is clearly missing; this
has been reconstructed from the short score). For the
critical revision, two sources were used: the manu-
script full score and the surviving draft short score, in
ink, of the first and second movements (in doubtful
places the draft’s readings were always to be pre-
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ferred). The revision of some note inconsistencies
also required twelve-tone analysis. Some of the
errors in the second movement were revised accord-
ing to observations in Judit Alsmeijer’s book on Skal-
kottas, Komponieren mit Tonen.

The instrumental score of The Gnomes, long
considered lost, was found by Nikos Christodoulou
in the Koula Pratsika Archive. It is, as usual, clearly
written in ink, yet several inconsistencies and a few
missing markings reveal that it was written in some
haste, probably because of the pressure of the ballet
production. For the present edition, Skalkottas’s full
and piano scores (in manuscript) were used as well as
the set of parts used in the original production. The
movements based on Barték and Stravinsky piano
pieces have been also compared with the originals.
The critical revision of both works was made by
Nikos Christodoulou.



Music by Nikos Skalkottas on BIS:

Orchestral Music

BIS-CD-904 ....... Violin Concerto; Seven Greek Dances for strings; Largo Sinfonico for orchestra
BIS-CD-954 . ...... Double Bass Concerto; Three Greek Dances for strings; Mayday Spell, symphonic suite
BIS-CD-1014...... Piano Concerto No.1; The Maiden and Death, ballet suite; Ouvertiire Concertante

BIS-CD-1333/1334. . 36 Greek Dances; The Return of Ulysses

Chamber and Instrumental Music

BIS-CD-1024 . ... .. Music for violin and piano: Sonatinas Nos. 1-4; Gavotte; Little Chorale and Fugue
March of the Little Soldiers; Menuetto Cantato; Nocturne; Rondo; Scherzo;
Sonata for solo violin

BIS-CD-1074 . ... .. String Quartet No. 3; String Quartet No. 4

BIS-CD-1124 ... ... String Quartet No. 1; Ten Pieces (Sketches) for string quartet; Gero Dimos for string quarte
Octet for strings & winds; String Trio (No. 2)

BIS-CD-1133/1134. . Musik fiir Klavier: 32 Klavierstiicke for piano; Four Etudes for piano; Suite No. 1 for piano

BIS-CD-1204 . .. ... Duo for violin & cello; Duo for violin & viola; Three Greek Folk-Song Arrangements for
violin & piano; Petite Suites Nos. 1 & 2 for violin & piano; Scherzo for 4 instruments;
Sonata for violin & piano

BIS-CD-1224 . ..... Trio for piano, violin and cello; Largo for cello and piano; Bolero for cello and piano;
Serenata for cello and piano; Sonatina for cello and piano; Tender Melody for cello and pian:
Eight Variations (on a Greek Folk Tune) for piano trio

BIS-CD-1244 . ... .. Concerto for Two Violins (with ‘Rembetiko’ theme); Quartet for Oboe, Trumpet, Bassoon
and Piano; Concertino for Oboe and Piano; Concertino for Trumpet and Piano; Tango and
Fox-trot for Oboe, Trumpet, Bassoon and Piano; Sonata Concertante for Bassoon and Pian
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Piano Concerto No. 3 is published by G. Schirmer. On the present disc, however,
both the concerto and The Gnomes are recorded according to new critical texts
prepared from the composer’s manuscripts by the Skalkottas Academy.
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