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cologue László Somfai analysa dans la salle les 
parties de folklore ruthénien de la deuxième 
sonate pour violon de Bartók. Dans le foyer, le 
compositeur György Kurtág et un violoniste pro-
dige s’embourbaient dans une discussion sur la 
�T�P�O�B�U�F���F�O���T�P�M�P���E�F���#�B�S�U�Ø�L�������J�M���T���B�Q�Q�F�M�B�J�U���"�O�E�S�È�T��
Keller, le même que nous retrouvons maintenant 
à la tête du Concerto Budapest. Dehors revenant 
d’une promenade en forêt, le compositeur amé-
ricain John Cage rentrait au bercail suivi de ses 
�E�J�T�D�J�Q�M�F�T�������J�M�T���B�W�B�J�F�O�U���S�B�N�B�T�T�Ï���E�F�T���D�I�B�N�Q�J�H�O�P�O�T��
ensemble. Le soir, on l’entendit lire «Finnegans 
Wake» au théâtre jusqu’au petit matin. Ici, par-
tout, il y avait l’écho cosmopolite d’une culture 
musicale sans frontières, parce que Béla Bar-
tók et d’autres grands compositeurs hongrois 
avaient montré in extenso où ils avaient vu leurs 
sources et où ils avaient vu un avenir.
 Ainsi, le Dvo�ák Américain est ici entre de très 
bonnes mains, ayant inventé avec impartialité 
un espéranto musical, et personne ne l’accuse 
d’avoir été profondément enraciné dans le XIXe 
siècle, de s’être orienté vers Wagner ou Brahms, 
et d’avoir hésité entre la tentation de la musique 
programmatique et les exigences de la musique 
absolue. Pentatonique et chromatisme. Après 
les œuvres américaines, seuls des opéras et des 
poèmes symphoniques suivirent chez lui.
 Ce qui ne veut pas dire qu’on ne peut pas 
vivre sans programme. Si nécessaire, même 
aussi sans «Hiawatha».
 Même Beckerman, riche en images, résume 
dans un passage : «�Nous ne devrons pas nous 

sentir trop mal à l’aise si nous ne pouvons pas 
toujours dire quels moments de poésie ont 
pu inspirer quelles phrases musicales. Un des 
étudiants de Dvo�ák, Harry Patterson Hopkins, 
qui rendit visite à Dvo�ák pendant des mois 
en Bohême et passa un certain temps avec le 
compositeur à Prague et à Vysoká [maison de 
campagne de Dvo�ák], écrivit : «�L’un de mes 
principaux objectifs était de mieux connaître la 
Symphonie du Nouveau Monde.�» Chaque jour, 
il faisait de longues promenades dans les bois 
avec Dvo�ák et lui posait de nombreuses ques-
tions sur cette symphonie. Ce qu’il découvrit, fut 
– rien.»
 Jan Reichow

Littérature citée�:

Hans-Klaus Jungheinrich: Der Musikroman / Un autre 

regard sur la symphonie / Residenz Verlag Salzbourg et 

Vienne 1998

Klaus Döge: Dvo�ák / Vie Oeuvres Documents / Piper 

Schott Mainz 1991

Otakar Šourek: Antonín Dvo�ák / Analyse / Artia Prague 

1960

Michael B. Beckerman: New Worlds of Dvo�ák / Searching 

in America for the Composer‘s Inner Life / W.W.Norton & 

Company New York London 2003
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Miklós Perényi, violoncello

Miklós Perényi (born 5 January 1948) is a Hun-
garian cellist. He was born in Budapest into a 
musical family and studied at the Ferenc Liszt 
Academy of Music in Budapest with Ede Banda 
and Enrico Mainardi. He continued his studies 
at the Accademia Santa Cecilia, graduating 
in 1962. In 1963 he won a prize at the Pablo 
Casals International Violoncello Competition 

in Budapest. In 1965 and 1966 he studied with 
Pablo Casals in Zermatt and Puerto Rico and 
afterward performed at Marlboro Festival for 
four consecutive years. In 1974 he became a 
lecturer and in 1980 a professor at the Fe renc 
Liszt Academy of Music, but while teaching 
continued to perform internationally. He has 
been a regular guest of the Theatre de la Ville 
in Paris for solo works and chamber music 
performances. 
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also nominated for the United Kingdom’s Royal 
Philharmonic Society Award. His recordings have 
been awarded the Caecilia Prix (BE), Deutsche 
Schallplattenpreis, Edison Award (NL), Grand Prix 
de l’Académie Charles Cros (FR), MIDEM Classical 
Award (FR), Gramophon Award (UK) and Record 
Academy Award (JP).
 András Keller was the Artistic Director of 
the Arcus Temporum Festival in Pannonhalma 
between 2004–2010 and has been holding to this 
position again since 2016. He was also the founder 
and artistic director of the International Sándor 
Végh String Quartet Competition. In 2007, he was 
appointed as Artistic Director and Chief Conduc-
tor of Concerto Budapest, formerly known as the 
Hungarian Symphony Orchestra. Under his leader-
ship, Concerto Budapest has earned a reputation 
as one of the most respected Hungarian touring 
orchestras, annually presenting over sixty concerts 
in Budapest, in addition to concerts and festival 
appearances in China, France, Germany, Poland, 
Japan, South-Korea and the United States.
 For more than 10 years now, András Keller 
teaches annually at the Aix-en-Provence Festival 
and is a regular guest of Yale University’s Norfolk 
Chamber Music Festival and the International 
Musicians Seminar Prussia Cove. Between 2012–
2015, he served as the head of the Chamber Music 
Department at the Franz Liszt Academy of Music. 
Since 2016, he has been teaching at the violin fac-
ulty of the Guildhall School of Music and Drama, 
London, which also appointed him as Béla Bartók 
International Chair in 2018.

András Keller, violinist, conductor 

András Keller has enjoyed a varied career as a 
soloist, concertmaster, and chamber musician at 
the highest international level. His early studies 
at the Franz Liszt Academy of Music in Budapest 
led to many collaborations with György Kur-
tág, whose works he has been premiering and 
performing worldwide since 1978. He has also 
enjoyed working intensively with Dénes Kovács, 
Ferenc Rados and, until his death, Sándor Végh.
 András Keller founded the Keller String Quar-
tet in 1987 and has since given master classes and 
concerts throughout the world. As both chamber 
musician and soloist, he has appeared in every 
European country, performing at many prestig-
ious festivals such as Edinburgh, Lucerne, Alde-
burgh, Schleswig-Holstein, and the BBC Proms. 
Outside of Europe, András Keller has been invited 
to New York’s Carnegie Hall and Lincoln Center, 
Washington’s Library of Congress, and many cit-
ies in Japan, China, and Korea. During his career 
he has worked with world-renowned artists 
including Mstislav Rostropovich, Natalia Gut-
man, Boris Pergamenschikow, Tabea Zimmerman, 
Truls Mørk, Zoltán Kocsis, Miklós Perényi, Gidon 
Kremer, Kim Kashkashian, Evgeni Koroliov, Boris 
Berezovsky, Alexander Lubimov, Juliane Banse, 
Anna Vinnitskaya, Vadim Repin, Isabelle Faust, 
and Steven Kovacevic.
 The recipient of the Premio Franco Abbiati, 
Liszt Prize, and Bartók-Pásztory Prize, he was 
named an Artist of Merit of Hungary and was 
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Concerto Budapest
Symphony Orchestra 

Concerto Budapest, l’un des orchestres sym-
phoniques les plus progressifs et les plus variés, 
réside à Budapest en Hongrie. Riche d’une 
histoire datant de plus de 100 ans, et grâce à 
la direction artistique actuelle, il déborde du 
dynamisme de ses jeunes musiciens, dont le jeu 
est marqué par la passion, l’énergie et l’engage-
ment avec lequel ils jouent le répertoire allant 
des chefs-d’œuvre bien-aimés aux œuvres du 
XXIème siècle nouvellement composées. Par son 
programme ambitieux et novateur et sa sonorité 
particulière, il donne une nouvelle couleur à la 
palette musicale internationale.
 En 2007, à l’occasion du 100ième anniversaire 
d’orchestre, András Keller, violoniste, péda-
gogue hongrois de renommée mondiale et fon-
dateur du Quatuor Keller, fut nommé directeur 
artistique et chef principal de l’orchestre. Sous 
sa direction, l’orchestre connut une période 
importante de croissance et de développement 
artistique, les jeunes musiciens de chambre les 
plus en vue l’ayant rejoint. 
 Ces dernières années, des solistes de renom 
sont de nouveau invités par l’orchestre, tels Gidon 
Kremer, Krzysztof Penderecki, Roberto Abbado, 
Vadim Repin, Heinz Holliger, Isabelle Faust, Ste-
ven Isserlis, Sir James Galway, Dezső Ránki, Dénes 
Várjon, Miklós Perényi et Evgeni Koroliov.
 Les programmes de concerts novateurs 
d’András Keller sont conçus dans le but d’enga-
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András Keller, violoniste et chef d’orchestre

András Keller connait une carrière très variée 
en tant que soliste, violon solo et musicien de 
chambre au plus haut niveau international. Ses 
premières études à l’Académie de Musique Franz 
Liszt de Budapest l’amenèrent à travailler souvent 
avec György Kurtág, dont il interprète les œuvres 
dans le monde entier, aussi en concerts de pre-
mière, depuis 1978. Il a également eu beaucoup 
de plaisir à travailler intensément avec Dénes 
Kovács, Ferenc Rados et, jusqu’à la mort de celui-
ci, Sándor Végh.
 András Keller fonda le Quatuor à cordes Keller 
en 1987 et donne depuis des stages de perfection-
nement et des concerts dans le monde entier. En 
tant que musicien de chambre et soliste, il se pro-
duisit dans tous les pays européens et participa à 
de nombreux festivals prestigieux tels que celui 
d’Edimbourg, Lucerne, Aldeburgh, Schleswig-
Holstein et les BBC Proms. En dehors de l’Europe, 
András Keller fut invité à la Carnegie Hall et au Lin-
coln Center de New York, à la Library of Congress 
de Washington et dans de nombreuses villes du 
Japon, de Chine et de Corée. Au cours de sa car-
rière, il travailla avec des artistes de renommée 
mondiale tels que Mstislav Rostropovich, Natalia 
Gutman, Boris Pergamenschikow, Tabea Zimmer-
man, Truls Mørk, Zoltán Kocsis, Miklós Perényi, 
Gidon Kremer, Kim Kashkashian, Evgeni Koroliov, 
Boris Berezovsky, Alexander Lubimov, Juliane 
Banse, Anna Vinnitskaya, Vadim Repin, Isabelle 
Faust et Steven Kovacevic.

ger les musiciens et le public dans un dialogue 
avec la musique. Pour augmenter la tension, d’an-
ciens chefs-d’œuvre sont souvent joués à côté de 
pièces contemporaines, de nouveaux aspects des 
deux œuvres apparaissant alors comme résultat 
de ce jumelage particulier. 
 Le répertoire du Concerto Budapest s’étend 
entre autres des œuvres symphoniques vir-
tuoses et de grande envergure de Moussorgski, 
Stravinsky, Tchaïkovski ou Chostakovitch, com-
prend les concertos classiques de Mozart ou de 
Beethoven, jusqu’aux pièces contemporaines de 
Thomas Adès, Lera Auerbach, György Kurtág, 
Krzysztof Penderecki et László Vidovsky.
 Concerto Budapest est devenu un acteur 
très respecté sur la scène musicale internatio-
nale et se produit avec grand succès dans les 
villes les plus importantes d’Europe, d’Asie et 
des États-Unis.
 En 2016, Concerto Budapest fit une tournée 
avec Martha Argerich, Radu Lupu et la Kremerata 
Baltica de Gidon Kremer dans les plus grandes 
salles de concert européennes (Toulouse, Lud-
wigshafen, Munich, Zurich, Fribourg-en-Brisgau, 
Budapest, Genève, Salzbourg, Saanen, Bâle) et à 
Istamboul et Abu Dhabi. En 2017, la collabora-
tion aboutit à une fusion complète des deux 
ensembles, créant le « Dream Orchestra », sous 
la direction du maestro András Keller, se pro-
duisant avec Gidon Kremer, et ayant une série 
grandiose de concerts en Asie (Beijing, Xi’an, 
Séoul, Taipei) à grand succès et grande publi-
cité internationale.
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audience members alike in a dialogue with the 
music. To heighten this tension, old masterpieces 
are often heard alongside contemporary pieces, 
often illuminating new aspects of both works 
that are a result of that particular pairing. 
 Concerto Budapest’s repertoire ranges from 
virtuosic, large-scale symphonic works from Mus-
sorgsky, Stravinsky, Tchaikovsky or Shostakovich 
to classical concertos from Mozart or Beethoven, 
or contemporary pieces from Thomas Adès, Lera 
Auerbach, György Kurtág, Krzysztof Penderecki, 
and László Vidovsky, among others. 
 Concer to Budapest has become a well -
respected player on the international music 
scene, performing to great acclaim in major cities 
of Europe, Asia and the United States.
 In 2016 Concerto Budapest toured with Mar-
tha Argerich, Radu Lupu and Gidon Kremer’s 
Kremerata Baltica in Europe’s most promi-
nent concert halls (in Tolouse, Ludwigshafen, 
München, Zürich, Freiburg, Budapest, Genf, 
Salzburg, Saanen, Basel) also in Istanbul and 
Abu Dhabi. In 2017 the collaboration resulted 
a full merge of the two ensembles, creating the 
“Dream Orchestra”, with maestro András Keller 
conducting, as well as performing with Gidon 
Kremer, and having a grandiose series of con-
certs in Asia (Beijing, Xi’an, Seoul, Taipei) with 
great success and high international publicity.

Concerto Budapest 
Symphony Orchestra

Concerto Budapest is one of the most progres-
sive and versatile symphonic orchestras based 
in Budapest, Hungary. It has a rich, more than 
100 years of history, and as a result of the cur-
rent artistic leadership, it is full of dynamism of 
its young musicians, whose playing is character-
ized by the passion, energy and commitment 
they give to their performances of repertoire 
ranging from well-loved masterpieces to newly 
composed works of the twenty-first century. 
Through its ambitious and innovative program 
and special sound, it provides a new colour to 
the international musical palette.
 In 2007, on its 100th anniversary, András Kel-
ler, world-renowned Hungarian violinist, peda-
gogue, and the founder of the Keller Quartet, 
was appointed as Artistic Director and Chief Con-
ductor of the orchestra. Under his leadership, the 
orchestra underwent a major period of artistic 
growth and development, as the foremost young 
chamber musicians have joined him. 
 In the recent years highly acclaimed soloists 
are returning guests of the orchestra, such as 
Gidon Kremer, Krzysztof Pende recki, Roberto 
Abbado, Vadim Repin, Heinz Holliger, Isabelle 
Faust, Steven Isserlis, Sir James Galway, Dezső 
Ránki, Dénes Várjon, Miklós Perényi and Evgeni 
Koroliov.
 András Keller’s innovative concert programs 
are designed to engage both musicians and 
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 Lauréat du Prix Franco Abbiati, du Prix Liszt 
et du Prix Bartók-Pásztory, il fut nommé Artiste 
émérite de Hongrie et également nominé pour le 
Royal Philharmonic Society Award du Royaume-
Uni. Ses enregistrements reçurent le Prix Caeci-
lia (Belgique), le Prix du disque allemand, le Prix 
Edison (Pays-Bas), le Grand Prix de l’Académie 
Charles Cros (France), le Prix MIDEM classique 
(France), le Gramophon Award (Royaume-Uni) et 
le Record Academy Award (Japon).
 András Keller fut directeur artistique du Fes-
tival Arcus Temporum de Pannonhalma de 2004 
à 2010 et occupe de nouveau ce poste depuis 
2016. Il fut également le fondateur et directeur 
artistique du Concours International de Quatuor 
à Cordes Sándor Végh. En 2007, il fut nommé 
Directeur artistique et Premier chef d’orchestre 
du Concerto Budapest, anciennement connu 
sous le nom d’Orchestre symphonique de Hon-
grie. Sous sa direction, Concerto Budapest s’est 
acquis la réputation d’être l’un des orchestres 
de tournée hongrois les plus respectés, donnant 
chaque année plus de soixante concerts à Buda-
pest, ainsi que des concerts et des festivals en 
Chine, en France, en Allemagne, en Pologne, au 
Japon, en Corée du Sud et aux États-Unis.
 Depuis plus de 10 ans, András Keller enseigne 
chaque année au Festival d’Aix-en-Provence et 
est régulièrement invité au Festival de Musique 
de Chambre Norfolk de l’Université de Yale et 
au International Musicians Seminar Prussia Cove. 
De 2012 à 2015, il dirigea le Département de 
musique de chambre de l’Académie de musique 

Franz Liszt. Depuis 2016, il enseigne à la faculté 
de violon de la Guildhall School of Music and 
Drama de Londres, qui l’a également nommé au 
International Béla Bartók en 2018.

Miklós Perényi, violoncelle

Miklós Perényi est né le 5 janvier 1948 à Buda-
pest/Hongrie dans une famille musicienne. 
Il étudia à l’Académie Liszt de Budapest chez 
Ede Banda et Enrico Mainardi et poursuivit ses 
études à l’Accademia Santa Cecilia où il passa 
son diplôme de fin d’études en 1962. En 1963, il 
remporta un prix lors du Concours pour Violon-
celle Pablo Casals de Budapest. En 1965 et 1966, 
il étudia chez Pablo Casals à Zermatt et Porto 
Rico et se produisit ensuite pendant quatre 
années au Festival de Marlboro. En 1974, il fut 
chargé de cours et devint en 1980 Professeur à 
l’Académie Liszt, enseignant et jouant en même 
temps à l’échelle internationale. Il fut régulière-
ment invité au Théâtre de la Ville de Paris pour 
des concerts en solo et en musique de chambre.
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VIOLIN 1  
Környei Zsófia 
Liu, Miranda 
Somogyi Péter
Biczó Bernadett 
Kakutani Satoko
Puha Aliona
Romain, Lisa 
Szigeti Szilvia
Tabányi Antal
Tóth Tamás Ferenc
Winkler Orsolya
Gál-Szabó Alíz
Oszecsinszkij Román
Hutás Gergely
Tar Judit

VIOLIN 2  
Berentés Zsuzsanna 
Baksai Réka
Bernáth Orsolya
Gazsi-Bóni Andrea  
Hoós Andrea
Jámbor Anna 
Lakatos Enikő
Stefkó Mihály
Sztankay Krisztina
Várkonyi Zsófia
Pintér Attila
Revóczky Ottília
Németh Mátyás

VIOLA  
Móré László 
Apró Ágnes
Barát Adrienn
Jekkel Zília 
Kiss Katalin
Somogyi Judit
Varasdy Tünde
Radnai Róbert
Izsák Ilona
Bolyki András
Kovácsné Medek Orsolya

VIOLONCELLO
Takács Ákos 
Szabó Judit
Dobovits Edina
Karasszon Eszter 
Maróth Bálint
Molnár Piroska 
Szabó Éva
Szmolka Erika
Kirkósa Tünde
Aranyos János

DOUBLE BASS  
Schweigert György  
Illés László
Csoport Dezső
Lázár Gyula
Pető Zoltán
Tabányi Tibor
Horváth Bence
Pazár Márton
Buza Vilmos

FLUTE  
Kaczander Orsolya
Szilágyi Szabolcs

OBOE  
Rózsa Gerda
Ella Dániel
Molnár Eszter

CLARINET  
Klenyán Csaba
Puha György
Pápai Ákos

BASSOON  
Stefán Zsófia
Beleznai Anna

HORN  
Tóth Bálint 
Carlie Bigelow
Hamar Máté
Kocsis A. Zsolt
Varga Hunor

TRUMPET  
Devecsai Gábor
Seidl Dénes
Csikota Gergely

TROMBONE  
Stürzenbaum Róbert
Kasza Nándor
Csikós György Menyhért
Brindás Barnabás

TUBA  
Takács Tibor

TIMPANI  
Csige Attila

PERCUSSION  
Dzhanda Vitalij
Nevelő János
Hlaszny Ádám

Musicians of Concerto Budapest Symphony Orchestra
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in the nineteenth century. Nor for the fact that 
he oriented himself towards Wagner as well 
as Brahms and also swung between the lure 
of programmatic music and the demands of 
absolute music. Pentatonic and chromatic. After 
his American works he wrote only operas and 
symphonic poems back home.
 Which doesn’t mean you can’t live without 
a programme. If the worst came to the worst, 
even without “Hiawatha.”
 Even the image-rich Beckerman sums up at 
one point: “We should not feel bad, though, if 
we cannot say in all cases which bits of poetry 
inspired which musical passages. One of Dvořák‘s 
students, Harry Patterson Hopkins, went to stay 
with Dvořák for several months in Bohemia, 
spending time with the composer in Prague 
and Vysoká. “One of my principle aimes,” he 
writes, “was to gain knowledge concerning the 
‘New World’ Symphony.” Every day he went for 
long walks in the woods with Dvořák, and raised 
many questions about the sympony. He found 
out – nothing.”
 Jan Reichow

Quoted literature:

Hans-Klaus Jungheinrich: Der Musikroman / Ein anderer 
Blick auf die Symphonie / Residenz Verlag Salzburg und 
Wien 1998

Klaus Döge: Dvořák / Leben Werke Dokumente / Piper 
Schott Mainz 1991

Otakar Šourek: Antonín Dvořák / Werkanalysen / Artia 
Prague 1960

Michael B. Beckerman: New Worlds of Dvořák / Searching 
in America for the Composer‘s Inner Life / W. W. Norton & 
Company New York London 2003
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rence of individual themes, was probably also 
inspired by very specific scenes in the poem. 
Indeed, the main theme of the first movement 
could itself be interpreted as a “Hiawatha” call. 
The rhythm of the theme may rightly be called 
Indian – or maybe even more justifiably as the 
“Scotch Snap.” It also has something historically 
“Lombard” about it and in Bartók’s collections 
it is typically Hungarian, or in certain cases 
also “Ruthenian”, referring to Sub-Carpathian 
Ruthenia (see Bartók 44 Duos, No. 10 Ruthenian 
Song). In short, it is futile to tie themes or motifs 
to a specific geographic area.

*   *   *

You can hardly escape the magic of Beckerman’s 
monography, “Searching in America for the 
Composer’s Inner Life,” especially if you have 
experienced the author live on YouTube, lec-
turing, singing and playing the piano. You can 
enjoy immersing yourself in the complete text 
of Longfellow’s “The Song of Hiawatha”, which 
you can easily find on the internet, including 
the German translation by Ferdinand Freiligrath 
– the very version found on many middle-class 
bookshelves in Europe in 1857. A new Hiawatha 
craze could be unleashed at any time.
 On the other hand, one should perhaps warn 
against wanting to establish a new authenticity: 
a kind of “Urtext” of musical thought processes 
that might then open up a new, historically 
informed perspective on Dvořák. That authen-
ticity still comes only from a vivid interpreta-

tion, not from a verbal programme revealed 
philologically.
 I remember a highly instructive seminar I 
attended in 1986 in Szombathely, Hungary. 
Some of the most important teachers in the 
country were gathered there. The violinist Sán-
dor Devich, the cellist Miklós Perényi and the 
pianist Zoltán Kocsis gave public masterclasses 
to young quartet players and pianists. They 
spoke using vivid, graphic and gestural lan-
guage. In the lecture theatre, the musicologist 
László Somfai analysed the influence of Ruthe-
nian folklore in Bartók’s Second Violin Sonata. 
During the break, the composer György Kurtág 
became obsessed with a highly-gifted violinist 
who played Bartók’s Solo Sonata. He was called 
András Keller, the very same we were to meet 
again as director of Concerto Budapest. And the 
American composer John Cage and his disciples 
returned from the woods outside where they 
had been gathering mushrooms together. In 
the evening you could hear him in the theatre 
until the early hours of the morning reciting 
“Finnegans Wake.” Everywhere there was the 
cosmopolitan echo of a musical culture that 
knew no bounds, because Béla Bartók and 
other great Hungarian composers had exten-
sively illustrated where they saw their sources 
and also future directions.
 And so the American Dvořák, who invented a 
completely unselfconscious musical Esperanto, 
is in the best hands here. Nobody reproaches 
him for simultaneously being deeply rooted 
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TACET Real Surround Sound

In terms of recording technology, the new 
sound carriers offer infinitely more options for 
the sound engineer than ordinary CDs. With 
the TACET Real Surround Sound recordings, we 
are opening the door wide to give you a view of 
the fascinating variety. 
 The aim is to use the whole (!) acoustic space 
for the musical experience. And not only – as 
hitherto – to confine the music to two speakers. 
With the channels and speakers now available, 
one can, for example, pass on spatial informa-
tion. The listener then thinks he or she is in a 
real concert hall. 
 We at TACET are not satisf ied with this 
approach, as it does not make full use of the 
DVD-audio, SACD or Blu-ray disc. 
 There are so many more technical and artis-
tic possibilities. It would be a waste to aban-
don these possibilities right from the start 
merely because they are new to our aesthetic 
understanding. 
 There is little objection to the argument that 
composers of earlier epochs only composed for 
the normal concert situation. Except that they 
knew no recordings at all. And a sound carrier 
is always a synthetic product. 
 The basic idea with all the music recorded 
here is always the same: there is only one lis-
tener, and that is you! All the work and atten-
tion of the musicians and the sound engineer 
are focussed on you. 

TACET Real Surround Sound

Von der Aufnahmetechnik her gesehen bieten 
die neuen Tonträger unendlich mehr Möglich-
keiten für den Tonmeister als die herkömmliche 
CD. TACET-Real-Surround-Sound-Aufnahmen 
stoßen die Tür weit auf und geben den Blick 
frei auf eine faszinierende Vielfalt.
 Es geht darum, den gesamten (!) Hörraum für 
das musikalische Erlebnis zu nutzen. Und nicht 
nur – wie bisher – sich auf zwei Lautsprecher 
vorne zu beschränken. Mit den (nun zur Verfü-
gung stehenden) hinteren Kanälen und Lautspre-
chern kann man – zum Beispiel – Rauminforma-
tionen wiedergeben: Der Zuhörer glaubt dann, er 
befinde sich in einem echten Konzertsaal. 
 Das allein finden wir bei TACET nicht ausrei-
chend. So sind DVD-Audio, SACD oder Blu-ray 
Disk nicht richtig genutzt. Es gibt soviele wei-
tere interessante Möglichkeiten: technisch und 
künstlerisch! Es wäre schade, diese weiteren 
Möglichkeiten von vorneherein zu verwerfen. 
Und das nur, weil unser bisheriges ästhetisches 
Verständnis dagegen spricht.
 Gegen das Argument, Komponisten früherer 
Epochen hätten nur für die normale Konzert-
situation geschrieben, lässt sich wenig ein-
wenden. Außer: Sie kannten überhaupt keine 
Schallaufzeichnungen. Und künstlich bleibt ein 
Tonträger immer.
 Die Grundidee bei allen hier wiedergege-
benen Werken ist immer dieselbe: Es gibt nur 
einen Zuhörer, und der sind SIE ! Auf SIE kon-
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* 2nd movement only
** Slavonic dances only

Dvořák: Symphony No. 9, Slavonic Dances op. 46, nos. 5, 6, 8
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mately amount to. Namely, to consider everything 
possible, without any “narrow-minded” taboos 
regarding taste. There are other reasons for winc-
ing a little today at Dvořák’s final statement:
 “ I carefully studied a certain number of 
American Indian melodies given to me by a 
friend and became thoroughly imbued with 
their qualities – or rather their spirit. I tried to 
reproduce this spirit in my new symphony with-
out actually using the melodies. I simply wrote 
original themes that embody the idiosyncrasies 
of American Indian music, and developed them 
using modern rhythms, harmony, counterpoint 
and orchestral colour. [...] Well, I realized that the 
music of the Negroes and those of the American 
Indians was practically identical. “
 Unbelievable! What should be added here is 
the fact that the only melody in the symphony 
that is actually quoted more or less note-for-
note is a Negro Spiritual, “Swing Low, Sweet 
Chariot”, which appears as the final theme of 
the symphony’s first movement.

*   *   *

For Dvořák, the American Indian associations 
were obviously more important than anything 
else, and there was good reason for that: in New 
York he had rediscovered an epic poem that his 
friend Josef Sládek had translated into Czech 
in 1870. He knew that all over Europe it had led 
to a craze for the American Indians. This great 
poem was Hiawatha by Henry W. Longfellow 
about the legendary founder of the Iroquois 

Confederacy. Dvořák’s patron, the millionaire’s 
wife Jeannette Thurber, who had brought him 
to America and wanted to gain some genuine 
American music from the project, immediately 
purchased the usage rights from the publisher 
and the poet’s daughter. An opera text was 
commissioned, (from several sources, actually, 
including in Vienna) and Dvořák was all fired 
up about it, writing musical ideas in his sketch-
book for the planned opera, or if that wasn’t 
to be, then a full- length cantata. Amongst 
these sketches was the slow movement of the 
symphony, which later became famous as the 
“Song of the Prairie.” And it is astonishing to see 
how the composer created a pentatonic theme 
from a rather more conventional melodic idea 
with the help of tiny variations, that somehow 
seemed Indian but also conveyed something 
rural or pastoral with a feeling of endless space. 
In fact, at that point, Dvořák’s only experience 
of the prairie was from Longfellow’s poem. 
Some passages in the movement were also 
interpreted as a funeral dirge, referring to the 
funeral of Minnehaha, the wife of the chief, 
Hiawatha. Similarly, the scherzo of the sym-
phony was linked to the epic and early on it 
was interpreted programmatically as a forest 
gathering with Indian dance music. Reputedly, 
Dvořák suggested this himself. But it was only 
through the meticulous research and imagina-
tion of the American musicologist Michael B. 
Beckerman from 2003 that it was appreciated 
that the symphony as a whole, with its recur-
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standing of the material, is deemed to be Béla 
Bartók. Every Hungarian musician today knows 
that Bartók’s systematic collection of folk-songs 
first began after Dvořák’s death. According to his 
colleague Zoltán Kodály, he returned from the 
Székely Land “with such an enormous amount 
of pentatonic melodies that they (...) clearly 
indicated the fundamental importance of the 
hitherto unnoticed scale.” It was no longer the 
“Hungarian Dances” of the municipal bands that 
defined the image of so-called folk music, but the 
peasant songs from remote villages. 
 In New York, however, the pioneering work 
of anthropologist Franz Boas did not begin 
until after Dvořák’s hugely successful “Ameri-
can” works had already been performed to 
wide acclaim. The Asian origins of the American 
Indians were only discovered after Boas’ expe-
dition to Siberia (1897–1902), and it’s doubtful 
that Dvořák distinguished between Indian melo-
dies and “negro music,” which he found either 
in books or had heard sung by a black singing 
teacher at the New York Conservatory. In actual 
fact he was carrying out field research. He prac-
tised a method of appropriation and transfor-
mation, as he had done before in his homeland. 
For the Moravian Duets op. 32 he used an eth-
nographic collection, but only used the lyrics, 
not the melodies – or at least created something 
completely new from it that corresponded with 
his own vision of “simplicity” with some char-
acteristic rhythms. He knew that people were 
not looking for original Moravian music, but 

for an impression of “Moravia.” Dvořák’s skill in 
creating such illusions contributed greatly to his 
success according to the American researcher 
Michael B. Beckerman. And the biographer Ota-
kar Šourek, writing about the “Slavonic Dances”, 
ordered by Fritz Simrock after Brahms’ example, 
said that “Dvořák took only the publisher’s basic 
idea, creating an artistic stylisation of Slavic folk 
dances. In carrying out this task, he did not start 
with the original folk songs like Brahms did in 
the ‘Hungarian dances’, but merely took the 
rhythm from the traditional models, this being 
their most distinctive and expressive element. 
In every other respect, he created his dances 
entirely from his own material.”
 It was incredibly naive that Dvořák was semi-
officially approached on his debut at Carnegie 
Hall with the suggestion that he might like to 
finally bring a correspondingly new musical 
style to the new continent, whose discovery by 
Columbus 400 years previously had just been 
celebrated. Dvořák, the specialist for national 
flair! Was it not a little disconcerting that he 
believed that he had found this precious com-
modity amongst the coloured population? 
There was no lack of opposition (from the white 
population!) as it was publicly debated whether 
this was really the spirit that constituted the vital 
American philosophy of life.
 Meanwhile Dvořák’s successors, such as 
George Gershwin, Charles Ives and Aaron Copland 
who were taught by some of Dvořák’s students, 
understood what the new approach would ulti-
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zentrieren sich alle Bemühungen der Musiker 
und des Tonmeisters

TACET Real Surround Sound

Du point de vue de la technique d’enregistre-
ment, les nouveaux supports audio-numériques 
offrent une multitude d’autres possibilités à 
l’ingénieur du son que les CD habituels. TACET a 
désiré ouvrir en grand les portes sur l’étonnante 
diversité qu’offre ce nouveau support. 
 Il s’agit pour nous de mettre à contribution 
la totalité du local d’écoute sans, comme c’est 
le cas d’habitude, nous cantonner aux deux 
enceintes frontales. Les canaux arrières sont là 
pour communiquer à l’auditeur une sensation 

d’espace sonore, c’est à dire lui permettre de 
s’imaginer qu’il se trouve au milieu d’une salle 
de concert. 
 Nous ne trouvons pas cela suff isant chez 
TACET. Les audio-DVD, SACD ou BLU-ray ne 
sont pas là utilisés comme ils le pourraient- 
être. Ce parti pris frileux n’exploite pas à leur 
juste valeur, les potentialités du DVD-Audio, 
SACD ou BLU-ray, une technologie qui offre 
bien d’autres possibilités techniques et artis-
tiques. Il serait dommage de rejeter d’emblée 
ces potentialités sans même les explorer, uni-
quement parce qu’elles ne répondent pas à nos 
préjugés esthético-sonores actuels. 
 Il est difficile d’objecter contre l’argument, 
que les compositeurs d ’époques passées 

Dvořák: Klid (Silent wood) op. 68 no. 5
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Dvořák: Rondo op. 94

TACET-S245_SeiteTACET-S245_Seite_

         

 double bass      2nd violins         timpani             
  violonce

lli  

1s
t  

 v
io

lin
s

violas

ba
ss

oo
ns

   
   

   
   

   
   

   
   

    
    

    
     

    violoncello  solo                 oboes



TACET_S250_Seite_34

34

Impressum

Recorded Budapest, 2018
Technical equipment: TACET

Translations: Katherine Wren (English)
Stephan Lung (French)

Cover photo, l.: c Judit Marjai
Cover photo, r.: c ricardoreitmeyer_Fotolia.com
Photo p. 9: c Sándor Benkő
Photo p. 11: c Szilvia Csibi
Photo p. 19, 27: c Gábor Fejér

Cover design: Julia Zancker
Booklet layout: Toms Spogis

Recording: Andreas Spreer, Toms Spogis
Editing, mixing: Andreas Spreer
Produced by Andreas Spreer

c  2019 TACET
p  2019 TACET

www.tacet.de

n’auraient composé que pour une situation de 
concert normale. Si ce n’est qu’ils ne connais-
saient absolument aucune sorte de forme 
d’enregistrement sonore. Et un support audio 
reste toujours artificiel.
 L’ idée de support sonore étant artificielle 
en elle-même. L’idée base dans cet enregistre-
ment est constante. Il n’existe qu’un seul audi-
teur : VOUS ! C’est sur VOTRE confort et plaisir 
sonore que se concentrent les musiciens et 
l’ingénieur du son.

Andreas Spreer

TACET_S250_Seite_03

3

them wonderingly with the same intent interest 
as when he had watched trains at home from 
above the Weinberger Tunnel in Prague. The 
enormous anthill of every conceivable race 
made a huge impression on him, but those who 
fascinated him most were the native negroes. 
He felt a certain sympathy towards them, beeing 
himself a simple native person, and he wasn’t 
left unmoved by their lot in society. All of this 
made a great impression on his soul, and it can’t 
be ruled out that the picture that formed in his 
mind also transplanted itself into the work that, 
chronologically, was the first to begin to take 
shape in New York. This image is principally 
conveyed in the two outer movements of the 
symphony. They launch straight in, brimming 
over with a bubbling, rhythmic vitality. Tempo 
and	dynamics	surge	in	great	waves;	images	and	
impressions tumble over each other on their 
colourful course and summit in an energetic 
upward flight.” (Otakar Šourek)
 However, this picture of New York and the 
“New World” takes on an ironic slant with a com-
ment that Dvořák himself made. When he heard 
that the title of his work was being discussed 
critically after the first performance, a friend 
reported that he laughed and said, “It seems 
as	though	I’ve	turned	their	heads	somewhat;	
everyone at home understands exactly what 
I meant.” And it wouldn’t be so far-fetched to 
treat this as a witty allusion, since “Nový set” 
(New World) is what people also called the more 
rural fringes of the Prague suburb Hradschin, 

“with its bars and taverns and the dance music 
that was played there,” a “beloved daytrip for 
the residents of Prague.” (Klaus Döge)
 You can imagine what it meant for the com-
poser when, after an exciting and highly produc-
tive start, the real New World of America offered 
him an idyll during his four-month summer vaca-
tion in 1893, which reminded him of his rural 
home in Vysoká: Spillville in the state of Iowa, 
2000 km from New York, with about 350 inhabit-
ants, who spoke mainly Czech. There were Czech 
schools and Czech services and every morning 
Dvořák played the organ ... It was here that he 
wrote his “American String Quartet” op. 96. His 
Sonatina op. 100, which is every bit as American 
as the quartet, followed in November in New York.
 In America he had found a style which trans-
formed what had been the local colour of his 
homeland, perceived abroad as exotic, into 
something incontrovertibly supranational. 
Pentatonic scales (sections of five-note scales), 
minor scales without the fourth and seventh 
degrees of the scale, lowered leading-notes, 
strong syncopation, especially in the form of the 
Scotch snap: unsophisticated mannerisms that 
are common from Ireland to Japan, from Alaska 
to Tierra del Fuego, but that from now on would 
sound “American”.

*   *   *

Nowadays, when we consider ethnological influ-
ences on western music, the benchmark, both in 
terms of compositional and of scientific under-
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Dvořák’s Bravest New World

We can’t say for sure exactly what feelings or 
even melodies made an impression on the 
famous Czech composer when he arrived in 
New York on September 26, 1892. His last big 
project at home had taken him on a farewell 
tour of several towns in Bohemia and Moravia. 
He arranged the eighth Slavonic Dance for vio-
loncello and piano for the concert tour, as well 
as the piece Silent Woods (Klid) (from the piano 
cycle “From the Bohemian Forest” op. 68). He 
also composed a new piece for the same pairing, 
the Rondo in G minor op. 94. It was this piece 
that he orchestrated in America for a similarly 
colourful orchestral programme, which he con-
ducted at the Czech Day in Chicago.
 On his arrival in New York, he had not yet con-
ceived of his greatest symphonic masterpiece 
the “New World Symphony.” It was to become so 
popular that today one shies away from apply-
ing Gustav Mahler’s critical comment that for the 
composer, a symphony should mean “creating a 
world using every means at your disposal.” One 
thinks of the “worldliness” of the modern novel, 
which apparently inspired the author Hans-
Klaus Jungheinrich to write his fascinating book 
“Der Musikroman.” Curiously enough, in this 
book he associates the Czech composer with the 
German-Italian Hans Werner Henze: “Certainly 
Antonín Dvořák’s eloquent symphonic narra-
tive cannot be compared to the emergence of 
an alert, sensitive and intellectual modernist 

(or later postmodernist?) like Henze.” And Jung-
heinrich continues elsewhere: “The Ninth is, of 
course, the most colourful and varied work, with 
its fusion of American Indian and original Bohe-
mian inflection and the compelling contrast 
between exotic charm and an insatiable long-
ing for home. With his ‘multi-ethnic’ approach, 
Dvořák is also a forbear of Henze in this respect.” 
Why does the word “original” appear at this 
point? Wasn’t this Czech or Bohemian compo-
nent just one of many colours? Its use though, 
had a reciprocal effect on the public. They were 
at home in the world of the Austro-German 
mainstream and, alongside Brahms and Wagner, 
what they liked above all were certain “folkloric” 
characteristics, albeit exercised with a certain 
degree of condescension. It was, well, “original”. 
Dvořák’s Czech biographer highlights another 
thing that reminds us more clearly of Mahler:
 “The impressions that influenced Dvořák early 
on in his stay in America, and during the genesis 
of the New World Symphony in New York, are dis-
played most immediately and vividly in this sym-
phony. The breathtaking hustle and bustle of the 
cosmopolitan city on the Hudson River found its 
unmitigated and direct expression in this work. 
Dvořák resided here for a relatively long time 
and had to deal with its seething masses each 
day, whether he liked it or not. Crowds of people 
falling over each another at the moorings and the 
trading places in the harbour came in waves and 
floods with the departing ships as well as ships 
returning home from overseas. Dvořák observed 
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Audio System Requirements

1. How many loudspeakers do I need ?
In order to enjoy the acoustic f inesse of this 
SACD to the full you need a system with more 
than two speakers. The most common are sur-
round systems in 5.1 standard: five speakers + 
one bass speaker. TACET SACDs were designed 
for this formation. For artistic reasons, not all 
channels are occupied all the time: for example, 
the special bass channel is this time unused. 
You do not need to make any alterations, 
however.

2. How must I position the speakers ?
In an imaginary circle with you the listener 
seated in the centre. The more evenly spread 
the speakers are around this imaginary circle 
the better. If two speakers are too close to each 
other or too far apart, the perception of the 
instrument positions is impaired. The quality 
of the timbre and the musical enjoyment will 
however be roughly the same. 

3. Excellent: Listening in a car
Do you have a SACD player and a surround 
system in you car? Then you should take care 
to fasten your seatbelt. For in many cars the 
advantages of SACDs can really be enjoyed 
to the full. Warning: we take no responsibil-
ity for any accidents you might cause while 
listening raptly. 

Three last recommendations:
•	 Adjust	all	the	speakers	to	the	same	volume
 before playing your SACD.
•	 Try	to	avoid	filters	etc.	which	could	alter
 the sound.
•	 Do	not	set	the	volume	too	high;	be	kind
 to your ears.
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 Symphony No. 9 E minor op. 95 42:31
 “From the New World”

1 Adagio – Allegro molto 11:54
2 Largo 11:45
3 Molto vivace 7:39
4 Allegro con fuoco 11:13

5 Klid (Silent Wood) op. 68 no. 5 for violoncello and orchestra * 6:06

6 Rondo op. 94 for violoncello and orchestra *  7:31

7 Slavonic dance op. 46 no. 5 
 Allegro vivace 3:10

8 Slavonic dance op. 46 no. 6 
 Allegretto scherzando 5:51

9 Slavonic dance op. 46 no. 8 
 Presto 4:14

 Concerto Budapest
 András Keller
 
 Miklós Perényi, violoncello *
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