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Mit ,,modulation” ist hier zunachst eine verandernde Wirkung auf
das Selbst gemeint, ein Beruhigen, das womaglich auch die Wach-
heit steigert. Doch es bedeutet auch Modulation im musikalischen
Verstandnis, die hier hinfhrt auf die Offenbarung einer einfachen

Modalphrase, die gleichsam schon von Anfang an erklingen wollte.

Mason hat eine besondere Gabe, solche Phrasen, wiewohl sie nur
aus einigen wenigen Toénen gefligt sind, in seine Musik frisch und
fast magisch einzufihren, wie Geschenke aus einer anderen Welt.
Solch eine Phrase tritt, im Gegensatz dazu, in seinem eindrucks-
vollen /solarion schon friih auf. Der Werktitel spielt auf Landkarten
an, die kleine Gebiete im Detail, die geografische Umgebung
aber nur verschwommen zeigen. Das Stiick durchmisst Zonen von
Majestat und Kraft, von duBerster Zartheit und von Stille unter
blauem Himmel: Es verbeugt sich zuweilen vor Vivier, doch schreitet
es unaufhaltsam voran in der ganz auBerordentlichen Vollkom-
menheit seines musikalischen Satzes, in seiner Einmaligkeit.

In anderen Kompositionen verhilft eine besondere Instrumentie-
rung oder Anordnung auf ahnliche Weise dazu, dem Vertrauten
zu entkommen und das der Musik innewohnende Eigene zu
entdecken. In Looking for the Land that is Nowhere (2010) wabert
ungezlgelt das Theremin im und aus dem eng verflochtenen
Klangnest der Skordaturen, der umgestimmten Saiten auf den
Instrumenten von acht Streichern. Das Werk In Time Entwined/
In Space Enlaced (2008) sieht drei getrennte Instrumentaltrios vor,
jedes mit einem Schlagzeuger, und dazu sechsunddreiBig Har-
monika-Spieler, die plotzlich wie genauso viele fremdartige Vogel
erscheinen in dem Moment, da die Wechselbotschaften der
Musiker auf der Buhne ihren Hohepunkt erreichen. Und Harmo-
nikas, wie ebenso rdumlich getrennte Spielgruppen, bilden auch
wieder das Ensemble von The Years of Light, dessen Musik sich
standig glihend immer wieder neu erfindet: Musik, die langsam
pulsiert wie die sich drehende Sonne.

Paul Griffiths
Ubersetzung: Hans Walter Gabler
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Der britische Komponist Christian Mason (*1984) erhielt in den
vergangenen Jahren zahlreiche Kompositionsauftrage von nam-
haften Institutionen. Fir 2015 steht unter anderem eine zehn-
minutige Komposition fr Sinfonieorchester fir das Programm
Alla Breve bei Radio France an, die mit dem Orchestre National de
France eingespielt werden soll, ferner ein Werk fur groBBes En-
semble, das vom Klangforum Wien eingespielt und von der Tokyo
Sinfonietta aufgefthrt werden wird, sowie ein Stuck zur Auf-
fihrung durch das Ensemble intercontemporain anlésslich des 90.
Geburtstags von Pierre Boulez auf dem Lucerne Festival. AuBer-
dem erhielt Mason den Auftrag, ein Stlick fir Percussion-Ensemble
zur Er6ffnung des neuen Asian Arts Theatre im stidkoreanischen
Gwangju in der Spielzeit 2015/2016 zu komponieren; das Projekt
wird von Unsuk Chin kuratiert.

In den letzten Jahren kamen etliche seiner Werke zur Urauf-
fuhrung: Somewhere Between Us ... fur verstarktes Vokalquartett
und Paetzold-Kontrabassblockfléte am Genter LOD durch Silber-
see und Tom Beets (Dezember 2014), Reunion — eine der im Auf-
trag der Londoner Opernkompanie Opera Erratica komponierten
Opern aus der Triptych-Trilogie — am Londoner Print Room und
beim Spitalfields Festival (Juni 2014) und Unseen Seasons ftr Chor
durch den Tokyo Philharmonic Chorus im Konzertsaal von Shizuoka
(Februar 2014). Ebenfalls uraufgefiihrt wurden Isolarion — Rituals
of Resonance, das Mason im Rahmen seiner Residency beim
Lucerne Festival an der von Pierre Boulez geleiteten Festivalaka-
demie komponierte (September 2013), und das fir das Tangle-
wood Festival of Contemporary Music unter Pierre-Laurent Aimards
kinstlerischer Leitung komponierte The Years of Light fur zwei
Sopranstimmen und Ensemble (August 2013).
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Im Laufe der Jahre sind Masons Kompositionen von renommierten
Musikern und Ensembles wie Midori, Jean-Guihen Queyras, Carolin
Widmann, Gergely Madaras, Elgar Howarth, Francois-Xavier Roth,
Baldur Bronnimann, James MacMillan, Pavel Kotla, Stilian Kirov,
dem Ligeti-Quartet, dem Elysian Quartet, der London Sinfonietta,
der Britten Sinfonia, dem London Symphony Orchestra und dem
BBC Philharmonic aufgefiihrt worden.

Christian Mason ist Composer-in-Residence am renommierten
Eton College. Dariiber hinaus arbeitet er als Kompositionsassistent
mit Sir Harrison Birtwistle zusammen und assistiert als Kompositions-
tutor beim Panufnik Young Composers Project des London
Symphony Orchestra.

Mason promovierte 2012 am Londoner King’s College bei
George Benjamin und erhielt im Anschluss daran die 2012er
Mendelssohn Scholarship, mit deren Hilfe er bei Frank Denyer wei-
terstudierte. Zuvor studierte er Musik an der Universitat von
York und Komposition bei Sinan Savaskan, Nicola LeFanu, Thomas
Simaku und Julian Anderson. AuBerdem nahm er an Sommer-
kursen wie den Stockhausen-Kursen in Kurten, der Dartington
Summer School, Voix Nouvelles von Royaumont, Centre Acanthes,
Festival d’Aix-en-Provence und den Darmstadter Ferienkursen
teil und war 2008 Resident Composer beim japanischen Takefu
International Festival.

Er ist Grindungsmitglied und kinstlerischer Co-Leiter des
Octandre Ensembles, das mit regelméaBigen Auftritten in ganz
GroBbritannien zeitgendssische Musik fordert.

Skizze zu Learning Self-Modulation




38

Ernst von Siemens Musikpreis 2015
Christoph Eschenbach

Helmut Schmidt, Bundeskanzler a. D.
Uber Christoph Eschenbach
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Ein Essay anldsslich der Verleihung des
Ernst von Siemens Musikpreises an Christoph Eschenbach
am 31. Mai 2015 im Herkulessaal in Mdnchen

Musik ist eine Form des Ausdrucks, die von den Menschen in der
ganzen Welt verstanden wird. Und beinahe in der ganzen Welt
lieben die Menschen die europaische Musik. Die Musik Europas
bildet ein groBes einmaliges Kontinuum, sie bedarf nicht des
komplizierten, national differenzierenden Mediums der Sprache.
Sie ermoglicht es deshalb den Musizierenden und ihren Zuhorern,
gegebene und gelebte Konflikte nicht auszutragen.

Schon sehr frih, in der Schule wurde meine Liebe zur Musik
gefordert. Wahrscheinlich habe ich deshalb im Laufe meines
Lebens als Politiker und Privatmann immer groBes Interesse daran
gehabt, Personlichkeiten der internationalen Musikgemeinde zu
begegnen. Viele haben bei mir einen bleibenden Eindruck hinter-
lassen. Erwahnen mochte ich Herbert von Karajan, ein genialer
Kinstler und gleichzeitig guter Zuhérer, mit dem man Uber Gott
und die Welt reden konnte. Oder Leonard Bernstein, der sowohl
Musiker als auch Musikerzieher war. Oder Yehudi Menuhin, der
Musiker und gleichzeitig moralische Instanz war. Oder den vor
Vitalitat strotzenden Kurt Masur, ein wunderbarer Kapellmeister
und eine sehr groBe, auch politische Personlichkeit. Oder den
wunderbaren Dirigenten Daniel Barenboim, der Musiker aus sich

Musik ist eine Form des Ausdrucks, die von den Menschen in der
ganzen Welt verstanden wird.
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Wohin auch immer ich in der Welt reiste,
ich stieB auf den Namen Christoph Eschenbach, ...

feindlich gegentber stehenden Volkergruppen zusammenfihrt und
sie gemeinsam musizieren lasst. Oder Kent Nagano, der 2016
nach Hamburg kommt. Die Liste lieBe sich fortsetzen.

In diese Reihe international geschatzter Musiker und Dirigenten
gehort selbstverstandlich Christoph Eschenbach. Er besitzt einen
erstklassigen Ruf als Pianist und ist gleichzeitig weltweit als erst-
klassiger Dirigent bekannt und anerkannt. Wohin auch immer ich
in der Welt reiste, ich stie3 auf den Namen Christoph Eschenbach,
weil die Menschen in seinen Konzerten waren und sich begeistert
erinnerten. Eschenbach wirkt Gber die deutschen und europaischen
Grenzen hinaus. Ich selbst habe viele bewegende Konzerte, als
Pianist von seinen Handen und als Dirigent unter seiner Stabfih-
rung, gehdrt. Ich werde nie vergessen, dass Loki und ich bei
einem der Konzerte des Schleswig-Holstein Musikfestivals in Libeck
in der Marienkirche oder im Dom durch Christoph Eschenbachs
Auftritt mit dem Orchester zum ersten Mal Gustav Mahler ver-
standen und schatzen gelernt haben. Daflr bin ich ihm bis
heute dankbar.

Christoph Eschenbach wurde 1940 in Breslau geboren. Er ver-
lor in ganz jungen Jahren seine Eltern und seine GroBmutter und
wurde, traumatisiert und deshalb sprachlos, von einer Cousine der
Mutter adoptiert, die wie die Eltern Musikerin war. Bei ihr horte er
wieder die ihm von Geburt an vertraute Musik, sie lie ihn Klavier-
spielen lernen. So fand er seine Sprache wieder. Eschenbach for-
mulierte es so: , lhr Haus war wie eine Neugeburt. Sie unterrichtete
Klavier. Ich horte sie abends, wenn sie fur sich spielte. Ich horte,
horte, horte. Wahrscheinlich war das auch ein Mittel der Genesung.”

... Ich horte, horte, horte. Wahrscheinlich war das auch ein Mittel der Genesung.”

Der Klavierunterricht hatte nicht nur heilende Wirkung, der Pro-
tagonist war Uberaus talentiert und gewann bereits als Zehn-
jahriger seinen ersten Preis in einem Wettbewerb flr junge Pianisten
in Hamburg. Nach dem Abitur 1959 schloss er sein Musikstudium
1963 mit Auszeichnung ab. Bald wurde er zu einem der gefrag-
testen Pianisten und spielte regelmaBig in Salzburg, wo er mit
Herbert von Karajan zusammenarbeitete. 1969 gab er sein Debut
in den USA beim Cleveland Orchestra unter Szell. Er liebte die
Musik der deutschen Romantiker, aber auch Mozart, Beethoven,
Chopin, Barték. Eschenbach sagte einmal, Vladimir Horowitz
sei sein groBes Idol. Es muss ihn deshalb sehr gefreut haben, dass
selbst sein Vorbild dem Pianisten Eschenbach Bewunderung zollte.
Er wurde einer der gefragtesten Pianisten seiner Generation.
Nach Uberaus erfolgreichen Jahren als Pianist begann er, sich
Anfang der 70er Jahre auf das Dirigieren zu konzentrieren. Be-
reits ab 1967 hatte er sich von George Szell nebenbei im Dirigieren
unterrichten lassen. Auf die Frage, warum er seine Solistenkarriere
als Pianist aufgegeben habe, antwortete er einmal: ,Ich finde das
Kommunizieren mit mir selbst — allein mit einem Werk — nicht
interessant. Ich bin doch kein Alleinunterhalter. Das ist vorbei.”
Sein DebUt als Dirigent gab Eschenbach 1972 mit Musik von
Anton Bruckner und wurde schnell erfolgreich. Als Gastdirigent
leitet er bis heute unzahlige Orchester. Nennen mdéchte ich die
Berliner Philharmoniker, die Londoner Symphoniker, das Orchestre
National de France, die Sinfonieorchester von Boston, Chicago,
Pittsburgh, San Francisco, Toronto und Montreal, das Cleveland
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... das Orchester als Partner begreifen ...

Orchestra, das Philadelphia Orchestra und die Wiener Philhar-
moniker. 2013 schrieb die FAZ: ,Es ware einfacher, unter den
groBen Orchestern der Welt diejenigen aufzufthren, die Christoph
Eschenbach noch nicht dirigiert hat.”

Nach dem ersten Chefdirigat in Ludwigshafen zog es ihn als
kinstlerischen und musikalischen Leiter des Tonhalle-Orchesters
nach Zirich. AnschlieBend leitete er als Chefdirigent von 1988 bis
1999 in Houston/Texas das Houston Symphony Orchestra, das er
in dieser Zeit zu einem der fihrenden Orchester entwickelte. Zu
meiner Freude traf ich ihn wahrend einer meiner Vortragsreisen
in Texas in einem Hotel und genoss den Austausch mit dem Freund
aus Deutschland.

1998/1999 Ubernahm Eschenbach die Aufgabe des Chefdiri-
genten beim NDR-Sinfonieorchester in Hamburg, ab 2000 wurde
er fir mehrere Jahre musikalischer Leiter des Orchestre de Paris,
wo er seine erste komplette Produktion von Wagners Ring der
Nibelungen leitete. 2003 folgten finf Jahre als Musikdirektor des
Philadelphia Orchestra. 2010/2011 Ubernahm Eschenbach die

kinstlerische Leitung des National Symphony Orchestra Washington.

Nicht unerwahnt lassen méchte ich, dass Eschenbach immer noch
gelegentlich Liederabende als Pianist gibt.

Eschenbach bezeichnet sich selbst als gnadenlosen Perfektio-
nisten. Er gehdrt zur ersten Generation von Dirigenten, die sich
nicht als Diktatoren am Pult benehmen, sondern das Orchester als
Partner begreifen. Das ist in Eschenbachs Augen einer der Griinde,
warum die Orchester so viel besser geworden sind als friher. Einen
anderen Grund, warum die von ihm geleiteten Orchester so
hervorragend musizieren, nannte die Frankfurter Rundschau 1997:

+Eschenbachs Dirigat war an Prasenz nicht zu Ubertreffen. Ohne
die Musiker zu gangeln, wachte er Uber jede Einzelheit des
Geschehens.”

In den 60er Jahren des vergangenen Jahrhunderts war ich re-
gelmaBig Gast im Hause des Hamburger Freundes und spateren
Bundesbankprasidenten Karl Klasen, der mit seiner Frau ein offenes
Haus fUhrte. Oftmals traten an diesen Abenden Gaste aus dem
Musik- und Theaterleben auf. Einmal spielte ein Klavierduo fur die
Gaste, die Studienfreunde und Pianisten Justus Frantz und
Christoph Eschenbach. An diesem Abend begann die nunmehr be-
reits Jahrzehnte andauernde Freundschaft zu Christoph Eschenbach.

Anfang 1981, ich war noch Regierungschef, baten mich Justus
Frantz und Christoph Eschenbach, gemeinsam mit ihnen fur
eine Plattenaufnahme zu musizieren. Zunachst spielten wir Mozarts
Tripelkonzert ein. Mozart hatte das F-Dur-Konzert fur drei Klaviere
und Orchester KV 242 fur zwei Pianisten und einen jugendlichen
Klavierspieler geschrieben. Ich war zwar nicht mehr jugendlich
von Alter, aber durchaus von meinen eingeschrankten musika-
lischen Mdglichkeiten am Klavier. Am meisten hat mich damals
das Tempo Uberrascht, mit dem Eschenbach vom Fliigel aus diri-
gierte. Ich war seinem Tempo technisch nur mit gréBter Mahe
gewachsen. Trotz dieser Herausforderung hat das gemeinsame
Musizieren Spal3 gemacht, auch, weil uns das London Symphony
Orchestra begleitet hat. Naturlich hatten wir in Hamburg bereits
ein paar Stunden gelbt, bevor es in die Studios an der Abbey
Road ging. Vier Jahre spater, 1985, trafen wir uns abermals,
Gerhard Opitz kam hinzu und wir spielten Johann Sebastian Bachs
Konzert fUr vier Klaviere ein.
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In den achtziger Jahren begann ich, regelmaBig Arbeitsurlaube im
Winter einzuplanen. Da Frantz und Eschenbach damals auf Gran
Canaria das ,Casa de los Musicos” besal3en, in dem sich sowohl
ein Schreibtisch als auch ein Fliigel befanden, war dieses der ideale
Urlaubsort fur mich. Das Haus lag abseits des Strandtrubels, war
spanisch reduziert eingerichtet und ermdglichte es mir so, mich
auf das Wesentliche zu konzentrieren. In diesem Haus schrieb ich
viele Blcher, und es fanden sich meist auch interessante Ge-
sprachspartner ein.

In der ersten Halfte der achtziger Jahre entstand dort das
Konzept fur ein Musikfestival in Schleswig-Holstein. In Lubeck
wurde 1985 das ,,Schleswig-Holstein Musikfestival” ins Leben
gerufen. Frantz als Hauptinitiator war es gelungen, seinen Freund
Eschenbach als Kurator, Musiker und Lehrer zu gewinnen. Im
Grundungskuratorium saB ich gemeinsam mit Eschenbach neben
vielen anderen, anlasslich der Grindungsveranstaltung 1985
spielten beide Mozart und Saint-Saéns — und ich hielt einen Vortrag.
Am ersten Festival 1986 wirkte Eschenbach bereits als Dirigent
mit. AuBerdem grindete er das Jugendorchester des SHMF, weil
er sich Zeit seines Lebens als Mentor flr junge Musiker sah. Jahre
spater, von 1999 bis 2002, Gbernahm Eschenbach als kinstlerischer
Leiter gemeinsam mit Rolf Beck die Verantwortung fr das Festival.

... ich habe jede Begegnung als Gewinn betrachtet, ...

Christoph Eschenbachs und mein Lebensweg haben sich Uber viele
Jahrzehnte immer wieder gekreuzt. Und ich kann sagen, ich
habe jede Begegnung als Gewinn betrachtet, weil ich sowohl den
Musiker als auch den Menschen immer sehr geschatzt habe. Er
ist ein gebildeter Mann, mit dem man Uber eine Vielzahl von
Themen sprechen kann. Naturlich auch Gber Musik. Uns verbindet
zum Beispiel die Liebe zu Bach. Er selbst sagt Uber sich, er beginne
den Tag am liebsten mit einem Stlck von Bach, wenn ein Klavier
vorhanden ist. Sonst denke er sich das Stick — das finde ich sehr
sympathisch und kann es gut nachempfinden.

Christoph Eschenbach ist fr mich ein herausragender Musiker,
ob als Pianist oder als Dirigent. Aber er ist auch eine groBe Per-
sonlichkeit, ein Star ganz ohne Alllren, ein Mann der leisen Tone,
ein stiller Star — und doch ganz groB. Was fur eine Lebensleistung
in den ersten 75 Jahren. Glucklicherweise haben wir die Chance,
noch viele wunderbare Konzerte von ihm zu héren.

Ad multos annos, Christoph!

45



Die Ernst von Siemens Musikstiftung verleiht

Christoph Eschenbach

den

Ernst von Siemens Musikpreis

Die Musik erweckte ihn aus der stummen Lahmung der Schreckens-
jahre von Krieg und Flucht. Wer diese Erfahrung mit sich tragt, dem
bleibt Klang ein Lebenselixier — eine Offenbarung fir sich und andere.
Christoph Eschenbach, ein zutiefst Lernender zeitlebens, hat sich
frih auf den Weg gemacht. Der bald weltberiihmte Pianist musizierte
als Solist, aber auch als Kammermusiker und Liedbegleiter mit den
GroBen seiner Zunft. Und doch hat er sich auf einen weiteren Weg, auf
eine Lebensbildungsreise begeben und sich mit ganzer Passion dem
Dirigieren gewidmet. Auf seinen Stationen rund um den Erdball hat er
unterschiedliche Orchester gepragt; er engagierte sich leidenschaftlich
flr zeitgenossische Musik und hat in seinen Interpretationen einen per-
sonlichen Tonfall voll klanglicher Intensitat ausgeformt. Von seinen
beiden Lehrern George Szell und Herbert von Karajan intensiv gefor-
dert, untersttzt er seit langem selbst als Mentor junge, hoffnungs-
volle Musiker. Christoph Eschenbachs Wirken schopft aus einem Grund-
vertrauen in die Kommunikationsfahigkeit und Kraft der Musik.

Stiftungsrat und Kuratorium
Mdinchen, den 31. Mai 2015
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Béla Bartok
Konzert fur Orchester (1943)

Das unwahrscheinliche Meisterwerk

Das Konzert fr Orchester ist Bela Bartoks wohl mit Abstand po-
puldrste Komposition. Dass es dazu werden konnte, ja dass es
Uberhaupt geschrieben wurde, schien allerdings zunachst wenig
wahrscheinlich — gerade auch fur diejenigen, die das Werk be-
stellt hatten. Denn der Kompositionsauftrag, den der Dirigent und
Mazen Serge Koussevitzky, durch gemeinsame Freunde dazu
angeregt, Bartok im Friihjahr 1943 erteilte, war vor allem als Vor-
wand zur Unterstltzung des mittellosen und unheilbar kranken
Komponisten gedacht. Mit einer Vollendung des Werkes rechnete
niemand, am wenigsten Bartok selbst, und so bedurfte es erst
des Zuredens von Koussevitzky am Krankenbett, ehe er akzeptierte.
Eine kurzfristige Besserung seiner Gesundheit lieB dann aber die
Komposition rasch voranschreiten, so dass die Partitur schon Anfang
Oktober, nach nicht einmal zwei Monaten, abgeschlossen werden
konnte. Die Urauffihrung, unter der Leitung des Auftraggebers,
fand ein gutes Jahr spater statt und wurde zu einem ebenso ein-
mutigen wie triumphalen Erfolg.

Das Konzert fiir Orchester folgt der Idee eines Konzertierens in
Anlehnung an vorklassische Modelle wie das Concerto grosso.
Seine dramaturgische Anlage entspricht damit nicht dem antago-
nistischen Modell von Solist und Kollektiv, sondern eher einem
Mit- und Gegeneinander unterschiedlicher Gruppen, die sich vor-
Ubergehend aus dem Orchesterverband l6sen — Akteuren ver-
gleichbar, die aus einem Ensemble heraus an die Rampe treten, um
ihren Part beizutragen. Besonders die Binnensatze bekommen
so einen latent szenischen Charakter, allen voran der vierte, das
bertihmte Intermezzo interrotto. Aber auch der zweite Satz,
Giuoco delle coppie, erweckt mit seinen reihum hervortretenden
Instrumentenpaaren eher den Eindruck eines gemessenen Bih-
nengeschehens. Der urspriinglich vorgesehene Titel, Presentando
le coppie (Vorfuhren der Paare) trifft da die musikalische Intention
in mancher Hinsicht besser.

Bartdk selbst deutete in einer Programmnotiz zur Uraufflihrung
den Gesamtverlauf des Werkes als Ubergang von dem Ernst und
der Strenge des ersten Satzes zur , Lebensbejahung” des Finales.
Das entspricht dem klassischen sinfonischen Topos des , per aspera
ad astra”, der die Orchestermusik seit Beethoven pragt. Bartok
mag dabei an seine private Situation gedacht haben; fir uns heu-
tige Horer spiegelt die Ausgelassenheit des Finales aber ebenso
gut unsere Freude darUber, dass hier dem Komponisten gegen alle
Wahrscheinlichkeit noch ein Meisterwerk gelungen ist.

Markus Béggemann
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Christoph Eschenbach wurde am 20. Februar 1940 in Breslau
(Wroclaw, Polen) geboren. Seine Mutter starb bei der Geburt, der
Vater Heribert Ringmann nur wenige Jahre spéter in einem Straf-
bataillon an der Kriegsfront. Zuvor war der Musikwissenschaftler,
von der Universitat Breslau verwiesen und in die Provinz verbannt
worden. Nach dem Krieg erkrankt Eschenbach in einem Waisen-
haus in Mecklenburg an Typhus. Die Adoption durch Wallydore
Eschenbach, eine Cousine der leiblichen Mutter, empfindet Eschen-
bach als ,Rettung”. Die Sangerin und Pianistin gibt dem Gber
Leid und Krankheit verstummten Kind nicht nur die Sprache zurtick,
als sie den Jungen fragt, ob er selbst Musik machen wolle und

er nach einjahrigem Schweigen ,ja” antwortet. Sie schenkt dem
Leben Eschenbachs ,einen tiefen Sinn und seelischen Frieden”.

Im Frihling 1951 beginnt Christoph Eschenbach sein Klavier-
studium bei Eliza Hansen in Hamburg, 1955 wird er in die Musik-
hochschule Kéln, Klavierklasse von Hans-Otto Schmidt-Neuhaus,
aufgenommen. Nach dem Abitur 1959 beginnt er ein Dirigier-
studium bei Wilhelm Briickner-Riggeberg in Hamburg. 1962 ge-
winnt er den ARD-Musikwettbewerb in Minchen, bald darauf
schlieBt er seinen ersten Schallplattenvertrag als Pianist mit der
Deutschen Grammophon Gesellschaft ab. Weitere Preise und
zahlreiche Einspielungen folgen. 1967 wird George Szell Eschen-
bachs Lehrer.

Von George Szell und Herbert von Karajan geférdert, war
Christoph Eschenbach Chefdirigent und kinstlerischer Leiter des
Tonhalle-Orchesters Zurich von 1982 bis 1986, musikalischer
Direktor der Houston Symphony von 1988 bis 1999, musikalischer
Direktor des Ravinia Festivals von 1994 bis 2003 und kinstlerischer
Leiter des Schleswig-Holstein Musikfestivals von 1999 bis 2002.
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Christoph Eschenbach ist Ritter der Légion d'Honneur, Offizier
des franzosischen Nationalverdienstordens, Commandeur des
Ordre des Arts et des Lettres, Trager des deutschen Bundesver-
dienstkreuzes und Gewinner des Leonard Bernstein Preises.

Christoph Eschenbach ist bis zum heutigen Tag hoch geschatz-
ter Gastdirigent der groBen Orchester und Opernhauser der
Welt. Er versieht seit September 2010 die doppelte Leitung des
John F. Kennedy Center for the Performing Arts sowie des
National Symphony Orchestra in Washington D.C.

Zu den Hohepunkten der Spielzeiten 2014 und 2015 gehéren
Einladungen von Seiten amerikanischer Orchester wie des Chi-
cago Symphony, des Los Angeles Philharmonic, des Philadelphia
Orchestra und des Boston Symphony Orchestra. In Europa
steht Eschenbach am Pult des Leipziger Gewandhausorchesters,
der Mlnchner Philharmoniker, der Staatskapelle Dresden (an-
lasslich der Salzburger Osterfestspiele) sowie des Deutschen Sym-
phonie-Orchesters Berlin. Neben den Bamberger Symphonikern,
dem Orchestre National de France, dem National Spanish Orchestra
und dem Orchestra dell’Accademia Nationale di Santa Cecilia in
Rom, leitet Eschenbach auch das NDR Sinfonieorchester in Ham-
burg und das Orchestre de Paris.

Im Opernrepertoire dirigiert Eschenbach die Zauberfléte und
Idomeneo an der Wiener Staatsoper und setzt mit Don Giovanni
den Da-Ponte-Zyklus fort, den er in der letzten Spielzeit bei den
Salzburger Festspielen begonnen hat.

Mit den Wiener Philharmonikern, dem London Philharmonic
Orchestra und dem Gustav Mahler Jugendorchester war bzw. geht
er in dieser Spielzeit auf Europatournee und ist — wie jedes Jahr
seit 1999 — Gast des Schleswig-Holstein Musikfestivals. Besonders
zu erwahnen ist schlieBlich, dass Eschenbach dem Shanghai
Symphony Orchestra beim Neujahrskonzert in Shanghai sowie den
Wiener Philharmonikern beim beriihmten Sommernachtskonzert
Schénbrunn vorstand.

Die Weitergabe seiner groBen kunstlerischen Erfahrung liegt
Christoph Eschenbach besonders am Herzen; er hélt regelmaBig
Meisterkurse ab und leitet Orchesterakademien wie die des
Schleswig-Holstein Musikfestivals, die Kronberg Academy und
die Manhattan School of Music.
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Als Pianist arbeitet Christoph Eschenbach seit vielen Jahren mit dem
Bariton Matthias Goerne zusammen. Das Duo hat seit 2009 die
Liederzyklen Franz Schuberts — Die Schéne Mdillerin, Die Winter-
reise und Schwanengesang — fir Harmonia Mundi eingespielt
und daflr groBen Beifall bekommen. Bei den Salzburger Festspielen
im Sommer 2010 kamen die Zyklen an drei Abenden zur Auf-
fUhrung. Damals spielte Eschenbach auch Schuberts monumentale
B-Dur-Klaviersonate D 960 und dirigierte zwei Konzerte mit den
Wiener Philharmonikern. Die Liederzyklen Schuberts wurden da-
nach in der Spielzeit 2011/2012 in der Pariser Salle Pleyel auf-
geflihrt sowie beim Wiener Musikverein im darauf folgenden Jahr.
2014 und 2015 setzt das Duo seine Zusammenarbeit fort mit
Recitals im Symphony Center, Chicago, im Kennedy Center und in
der Carnegie Hall sowie in Baden-Baden und Hamburg.

Seit Uber funf Jahrzehnten hat Christoph Eschenbach eine be-
eindruckende Anzahl von Musikwerken eingespielt, sowohl als
Dirigent wie auch als Pianist. Seine Diskografie reicht von Werken
J. S. Bachs bis zu zeitgendssischer Musik und spiegelt ein Enga-
gement wider, das nicht allein die kanonischen Werke der Musik-
geschichte betrifft, sondern ebenso die Musik des ausgehenden
20. und beginnenden 21. Jahrhunderts. In den letzten funf Jahren
hat Ondine sechzehn CDs mit dem Orchestre de Paris und dem
Philadelphia Orchestra unter Eschenbachs Leitung herausgebracht,
von denen einige besondere Ehrungen erfahren haben. Seine
aktuelle Hindemith-Einspielung mit Midori und dem NDR Sinfonie-
orchester gewann 2014 den Grammy Award in der Kategorie
Best Classical Compendium.
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Laudator

Peter Ruzicka

Neben seiner instrumentalen und theoretischen Ausbildung am
Hamburger Konservatorium studierte der 1948 geborene Peter
Ruzicka Rechts- und Musikwissenschaften und promovierte mit
einer interdisziplindren Dissertation. Fir seine Kompositionen er-
hielt er zahlreiche Preise und Auszeichnungen (u. a. Unesco-Preis
.International Rostrum of Composers”, Paris; Louis Spohr Musik-
preis). Peter Ruzickas Werke wurden von international fiihrenden
Orchestern und Ensembles aufgefuhrt.

Seine Oper Celan erlebte 2001 ihre Urauffihrung an der Staats-
oper Dresden. Ruzickas Musiktheater Hélderlin wurde 2008 an
der Staatsoper Unter den Linden Berlin uraufgefihrt.

Seit 1990 ist Peter Ruzicka Professor an der Hochschule fur
Musik und Theater Hamburg. Der Komponist ist Mitglied der
Bayerischen Akademie der Schénen Kinste und der Freien Aka-
demie der Kiinste Hamburg. Seit 2000 ist Peter Ruzicka Kura-
toriumsmitglied der Ernst von Siemens Musikstiftung.

Von 1979 bis 1987 wirkte Peter Ruzicka als Intendant des Radio-
Symphonie-Orchesters Berlin, von 1988 bis 1997 als Intendant der
Staatsoper Hamburg und der Hamburger Philharmoniker. 1996
Ubernahm er als Nachfolger Hans Werner Henzes die kinstlerische
Leitung der Minchener Biennale, die er bis 2014 innehatte.

Von 2001 bis 2006 Ubernahm Ruzicka als Intendant die kinst-
lerische Leitung der Salzburger Festspiele. 2015 Ubernimmt er als
geschaftsfiihrender Intendant die Osterfestspiele Salzburg.

Als Dirigent leitete Peter Ruzicka zahlreiche Orchester und
Ensembles im In- und Ausland. Mit dem Deutschen Symphonie-
Orchester Berlin spielte er CD-Produktionen mit Werken Mabhlers,
Schrekers und Petterssons ein, mit dem NDR-Sinfonieorchester
entstand ein CD-Zyklus mit 12 Orchesterwerken von Hans Werner
Henze.
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Bamberger Symphoniker — Bayerische Staatsphilharmonie

Die Bamberger Symphoniker und Christoph Eschenbach — dies ist
eine Geschichte, die vor fast 50 Jahren, im Oktober 1965 ihren
Anfang nahm. Damals konzertierte Christoph Eschenbach als Pianist
erstmals mit dem Orchester, sein Einstand als Dirigent folgte 1977.
Seitdem leitete er das Orchester in zahlreichen Konzerten in Bam-
berg, aber auch auf Tourneen u. a. in Frankreich, USA, Stidame-
rika und Japan, so dass er im April 2014 sein 150. Konzert am Pult
der Bamberger Symphoniker feiern konnte — Zeichen einer Wert-
schatzung fur ein Orchester, das seit jeher eine Ausnahmestellung
in der Musikwelt genieBt.

Die Umstande ihrer Grindung machen die Bamberger Sym-
phoniker zu einem Spiegel deutscher und europaischer Geschichte.
1946 trafen ehemalige Mitglieder des Deutschen Philharmo-
nischen Orchesters Prag auf Musikerkollegen, die ebenfalls aus ihrer
Heimat hatten fliehen mussen. In Bamberg grindeten sie das
.Bamberger TonkUnstlerorchester”, spater umbenannt in Bamberger
Symphoniker. Ausgehend von dem Prager Orchester lassen sich
so Traditionslinien bis ins 19. und 18. Jahrhundert ziehen. Tief ver-
wurzelt in ihrer Heimatstadt, der UNESCO-Welterbestadt Bam-
berg, sind die Bamberger Symphoniker, die 2003 in den Rang einer
Bayerischen Staatsphilharmonie erhoben wurden, gleichzeitig
eines der reisefreudigsten Symphonieorchester Deutschlands. Re-
gelmaBig treten sie in den bedeutendsten Konzertsalen weltweit
auf, gastieren bei den renommiertesten Musikfestivals und bereisen
den Globus auf internationalen Tourneen. Mittlerweile haben

sie an die 7.000 Konzerte in Uber funfhundert Stadten und sechzig
Landern weltweit gegeben. Seit Januar 2000 tragt Jonathan Nott
als Chefdirigent die kunstlerische Verantwortung fur das Orchester.
Unter ihm haben sich die Bamberger Symphoniker auf verschie-
densten Repertoire-Feldern profiliert, zuletzt rickte vor allem die
Musik Gustav Mahlers in den Fokus des Orchesters. Langst gilt
die Bayerische Staatsphilharmonie als eines der fiihrenden Mahler-
Orchester weltweit, ausgezeichnet u. a. mit dem MIDEM Classical
Award, dem Internationalen Schallplattenpreis ,Toblacher Kompo-
nierhduschen” oder dem ECHO Klassik.
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Besetzung

Erste Violine

Peter Rosenberg, 1. Konzertmeister
Bart Vandenbogaerde, 1. Konzertmeister
Harald Strauss-Orlovsky, 2. Konzertmeister
Aki Sunahara, 2. Konzertmeisterin
Mayra Budagjan, 2. Konzertmeisterin
Brigitte Gerlinghaus, Vorspielerin
Andreas Lucke

Boguslaw Lewandowski

Alfred Gschwind

Birgit Hablitzel

Sabine Lier

Thomas Jahnel

Michael Hamann

Dagmar Puttkammer

Sandra Marttunen

Berthold Opower

May-Britt Trunk

Angela Stangorra

Michael Sturzinger

N.N.

Zweite Violine

Raul Teo Arias, Stimmfiihrer
Melina Kim-Guez, Stimmfihrerin
Geworg Budagjan, Stimmfihrer
Milo3 Petrovic, Vorspieler
Christian Dibbern

Jochen Hehl

Julie Wandres-Zeyer

Marek Pychal

Dorothee Klatt

Barbara Wittenberg

Hansjorg Kramer

Quinten de Roos

Michaela Reichel Silva

Vladislav Popyalkovsky

Julia Fortuna
Boris-Alexander Jusa
N.N.

Viola

Lois Landsverk, Solo

N.N., Solo

Branko Kabadaic, stv. Solo
Katharina Cdrlis, Vorspielerin
Raphael Lambacher
Martin Timphus
Mechthild Schlaud

Zazie Lewandowski
Christof Kuen

Wolfgang Rings

Christine Jahnel

Yumi Nishimura

Wolfram Hauser

N.N.

Violoncello

Matthias Ranft, Solo

Ulrich Witteler, Solo

Indrek Leivategija, stv. Solo
Nikola Jovanovi¢, Vorspieler
Achim Melzer

Markus Mayers

Eduard Resatsch

Katja Kuen

Verena Obermayer

Lucie de Roos

Tobias Tauber

Marius Urba

Kontrabass
Stefan Adelmann, Solo
Georg Kekeisen, Solo

Orcun Mumcuoglu, stv. Solo
Christian Hellwich, Vorspieler
Luuk Godwaldt

Matyas Németh

Tim Wunram

Jakub Fortuna

Jan-Hendrik Rosenkranz

Flote

Ulrich Biersack, Solo
Daniela Koch, Solo
André Salm

Ursula Haeggblom

Oboe

Barbara Bode, Solo
Ivan Podyomov, Solo
Yumi Kurihara

Zs6fia Magyar

Klarinette

Gunther Forstmaier, Solo
Christoph Muller, Solo
Michael Storath
Christian Linz

Fagott

Alexei Tkachuk, Solo
Pierre Martens, Solo
Monika Strasda-Ehrlich
Ulrich Kircheis

Horn

Christoph EB, Solo
Maria Teiwes, Solo
Elisabeth Kulenkampff

Reinhold Moller
William Tuttle
Wolfgang Braun
Hasko Kroger

Trompete

Lutz Randow, Solo
Markus Mester, Solo
Thomas Forstner

Till Fabian Weser
Johannes Trunk

Posaune

Johann Voithofer, Solo
Angelos Kritikos, Solo
Stefan Lighausen
Christoph Weber
Volker Hensiek

Tuba
Heiko Triebener

Pauke
Robert Cdrlis, Solo
Holger Brust, Solo

Schlagzeug

Jens Herz, Solo
Johann Michael Winkler

Jonathan Nott, Chefdirigent

Herbert Blomstedt, Ehrendirigent
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CD-Reihe der Ernst von Siemens Musikstiftung

Die Ernst von Siemens Musikstiftung zeichnet nicht nur renom-
mierte Komponisten, Interpreten oder Musikwissenschaftler, die
fur das internationale Musikleben Hervorragendes geleistet haben,
mit dem Ernst von Siemens Musikpreis aus. Seit 1990 vergibt sie
auBerdem jahrlich drei Preise an junge Komponisten, um deren
vielversprechendes Talent zu férdern. Zu den bisherigen Preis-
tragern aus Uber zwanzig Landern gehéren inzwischen so be-
kannte Namen wie Beat Furrer, Enno Poppe, Olga Neuwirth,
Jorg Widmann und Mark Andre.

Seit 2011 stellt die Ernst von Siemens Musikstiftung in Zu-
sammenarbeit mit herausragenden Ensembles und Solisten der
zeitgenossischen Musik sowie mit den 6ffentlich-rechtlichen Rund-
funkanstalten das Schaffen dieser aufstrebenden Komponisten-
generation in einer CD-Reihe beim Wiener Label col legno vor.

Oft besteht fur die Komponisten in diesem Rahmen erstmals
die Moglichkeit, auch Werke in groBerer Besetzung auf Tontrager
zu prasentieren. Jede CD versteht sich als individuelles Portrat eines
Preistragers, dessen kinstlerisches Selbstverstandnis dem inter-
nationalen Publikum durch einfihrende Kommentare, Analysen
und Hintergrundinformationen nahegebracht wird.

Nach und nach soll sich mit der CD-Reihe der Ernst von Siemens
Musikstiftung ein breit angelegtes Panorama der zeitgends-
sischen Ernsten Musik entfalten, das aktuelle Tendenzen aufspurt
und dokumentiert.

www.evs-musikstiftung.ch und www.col-legno.com

2012, 2013 und 2014 erschienen bereits:

am
el

Steven Daverson Heéctor Parra Hans Thomalla Luke Bedford

Zeynep Gedizlioglu  Ulrich A. Kreppein David Philip Hefti Marko Nikodijevic

|

Samy Moussa Brigitta Muntendorf  Luis Codera Puzo Simone Movio

Die Portrat-CDs der diesjahrigen Preistrager — Mark Barden, Birke J.
Bertelsmeier, Christian Mason — erscheinen im Herbst 2015.
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Stiftungsrat und Kuratorium
der Ernst von Siemens Musikstiftung

Der Stiftungsrat tragt die Verantwortung fur die Ernst von Siemens
Musikstiftung. Ihm sitzt derzeit Michael Krlger, Prasident der
Bayerischen Akademie der Schdnen Kinste, vor. Weitere Mitglieder
sind Bettina von Siemens, Hubert Achermann, Rudolf W. Hug,
Elisabeth Oltramare-Schreiber, Herbert Scheidt und Ferdinand von
Siemens.

Fur die Auswahl der Preistrager sowie der Férderprojekte
zeichnet das derzeit achtkopfige Kuratorium der Stiftung ver-
antwortlich. Ihm gehéren 2015 Thomas Angyan als Vorsitzender
sowie Hermann Danuser, Winrich Hopp, Isabel Mundry, Wolfgang
Rihm, Peter Ruzicka, llona Schmiel und Nikos Tsouchlos an.

Presentation of the Ernst von Siemens Music Prize 65

to Christoph Eschenbach

and presentation of the 2015 Composers’ Prizes
to Mark Barden, Birke J. Bertelsmeier and
Christian Mason

Herkulessaal Munich | May 31st, 2015 | 7 pm
Ernst von Siemens Music Foundation
Bavarian Academy of Fine Arts
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Program

Word of Welcome

Michael Kriiger

Chairman of the Board of Supervisors of the Ernst von Siemens Music Foundation
and President of the Bavarian Academy of Fine Arts

Composers’ Prizes

Mark Barden
Portrait Film

Monoliths I-111 (2014/2015)
Premiere of the Orchestra Version

Birke J. Bertelsmeier
Portrait Film

Zimzum (2015) World Premiere

Award Presentation
Thomas von Angyan
Chairman of the Board of Trustees of the Ernst von Siemens Music Foundation

Christian Mason
Portrait Film

Clear Night (2007/2008)

Interval (15 min) 67

Ernst von Siemens Music Prize

Laudatory Speech in Honor of Christoph Eschenbach
Peter Ruzicka
Member of the Board of Trustees of the Ernst von Siemens Music Foundation

Presentation of the Ernst von Siemens Music Prize
to Christoph Eschenbach
Michael Kruger

Concerto for Orchestra (1943)

Béla Bartok

Performed by the Bamberg Symphony
under the Baton of Christoph Eschenbach

Portrait Films by Johannes List

Followed by a Reception at the Invitation of the
Ernst von Siemens Music Foundation



68

Mark Barden

Monoliths (2014/2015)
Premiere of the Orchestra Version

Ostensibly the piece could hardly be simpler. Indeed, at first blush,
one might think its approach to be almost naive. Yet precisely
this seeming clarity — implied by the very title monoliths — is contin-
ually undermined by the fine level of detail revealed by examining
the seeming static at an microscopic level, with surgical precision.
These monoliths are not the smooth, glassy, modernist surfaces
of 2001: A Space Odyssey. They are, instead, just as the name sug-
gests, massive, primeval stone-like objects, gently hinting at the
overwhelming force of the nineteenth-century sublime, while un-
dercutting that by the realisation that these immense standing
stones have been magnified such that their brittle, fragile, highly
textured surfaces become palpable.

The piece is dedicated to James Tenney, and the influence of
his direct, literally singular approach is clear. The piece is blunt:
each of the five monoliths lasts precisely two minutes; each con-
tains one textural type, sustained across its duration. In the first,
performers bow metal music stands, as cleanly as possible, devel-
oping an almost overwhelming mass of multiphonic sound.
This approach continues in the second monolith, but this time it
is Styrofoam which is bowed, beginning after forty seconds of
a recording of crickets, a recording which returns alongside the
Styrofoam bowing for the final forty seconds of the piece. This
recording of crickets acts as a metaphorical and conceptual frame
for the piece as a whole, forming a sound which is so consistent
it might be regarded as unchanging in effect, but where the fine
detail — fine detail the listener is given not quite enough time
to adjust to and attend to — is in constant flux.

The third monolith is restricted to an extremely quiet, myopic
pitch range with the instruments of the ensemble — the precise
instrumentation left undetermined — performing a complex, re-

peated legato pulse, at a slower tempo, the higher the pitch.
This intersects and interferes with fluctuating sine waves, which
mark out — though unevenly, beating — the boundaries of the
narrow pitch space, such that the literally metastatic textures of
the first two monoliths become, here, transformed into a texture
which expresses metastasis as metaphor too: if the first two mo-
noliths had literally metastatic textures at their hearts, in the
third, the listener encounters a representation of metastasis too.

Martin lddon

Beating Bounds, the Limits of Failure:
the Music of Mark Barden

Mark Barden'’s work represents a staging of the failures that occur
just before and just beyond the limits of what the body can hear
and what it can enact, but where the failure itself is always palpa-
ble. The sounds of this music are, by turns, dense, visceral, and
febrile; the tangibility of the performer’s loss of precise physical
control is mirrored in the listening experience. The listener senses,
just barely, a loss of themselves in this moment of shared vulner-
ability.

The aesthetics of failure are hardly unknown territory for con-
temporary music. Much of the music of the so-called New Com-
plexity relies intimately on a literally un-reproducible sonic surface,
as measured against the virtual music betokened by a score.
Indeed, much of the pleasure of the encounter with such musics
is derived from seeing a virtuosic performer one knows, with
surety, is operating some way beyond the limits of the possible,
struggling to reproduce faithfully impossible demands. Yet, if this
is a sort of alienating failure — and in particular a failure where the
human subject figured on the musical stage is necessarily isolated,
turned inwards, even if (perhaps) heroically — the sorts of failure,
and its limits, in Mark Barden’s music are quite different.

69



70

First, their concern is not with heroic self-transcendence, not with
the singular modernist subject at all, but rather with ‘us’, with
failures that ‘we’, in listening to and sensing this music, are directly
engaged with a tearing of vision (2012) contains an essentially
static, unchanging solo piano line throughout, consistently explor-
ing the same material in the same way, but presented within an
increasingly dense orchestral texture. In this context, the changing
orchestral density causes the listener to hear the piano line
changing, even if that listener is also rationally aware that this is
not the case. In Chamber (2006-07), the overall soundworld is
dominated by the sound of voices singing just beyond the top of
their range. Even in this context, it is a recognisable sound. In-
deed, it is a recognisable experience, not least from the moment
of discovering that one has begun to sing some popular tune —

or 'Happy Birthday’ for that matter— just slightly too high, a dis-
covery normally made when it is rather too late to correct the
error. Similarly, at the opening of Die Haut Anderer (2008), the
pianist is directed to depress keys only with a single finger on
each hand, beginning silently and gradually moving towards sound-
ing notes. Even at a regular, more or less languid pace, anyone
who has ever touched a keyboard remembers tangibly those first
moments — for some people the only contact with a piano they
may ever have — when depressing keys produces no sound or mere-
ly some sound and when the sheer immensity of the keyboard is
overwhelming. These gestures are ones recognisable, sympathetic;
it is possible to share in them. Yet these gestures are chosen be-
cause their particular fragilities are, too, graceful, lush, sometimes
luxuriant.

Second, they are concerned with the limit itself, with the
boundary conditions of failure. They ask not, in fact, what happens
at the limit, nor what the limit is, but explore the limit of limits.

If failure represents a limit, what are the limits of failure? Barden’s
music recalls, in metaphorical guise, a sort of beating of the
bounds, recalling the practice, before maps had become common-
place, of a community walking together, on foot, around the

very edges of a territory. The physicality of this question — how far
can a limit go? — was, then, highlighted by the physical beating of
boundary markers with bundles of birch or willow or, sometimes,
the bumping of the heads of the boys of the parish on those
same stone markers. Now, such great stones appear, hardly sur-
prisingly, in Barden’s Five Monoliths (2014). Perception is central
here, as in the fourth monolith where, beneath the ensemble, a
bass drum sounds out a heartbeat, at intervals precisely on the
edge of the point, almost always between 7 and 8 seconds, where
it becomes difficult to assess relative durations, the fluctuation
between what might be pulse and what rhythm sensed rather than
strictly perceived by the listener. It should be hardly surprising
that, in the third monolith, two sine waves mark out the boundaries
of the pitch material the ensemble performs, but fluctuate
microtonally, producing irregular beatings. The same beats — which
is to say, the close proximity of events one to another— appear on
the temporal level in flesh|veil where instrumental duos are asked
to perform in near unison, mimicking the effects of delayed audi-
tory feedback, where a user hears an echo of their speaking voice
a fraction of a second after they have spoken. At some delays,
the process can help those with stutters; at others — round about
175-200 milliseconds — mental stress is provoked, leading in
some cases to induced muteness. On a more everyday level, just
this delayed auditory feedback is a commonplace for anyone
using a cellphone or VolP service: again, the listener recognises, if
here dimly, that they too have experienced just this near mute-
ness. Such moments in the score are impossible to perform in a
literal adherence to the score not because of the hyper-virtuosic
demands of the notation, but instead because of the implicit de-
mands and needs of others. This shared failure, the vulnerability
held in common between performer, listeners, and, to be sure,
composers too — and the responsibility which comes with it-is
staged, represented, made tangible under precisely the boundary
conditions Barden consistently explores.
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Born in Cleveland, Ohio, in 1980, Mark Barden’s work as a com-
poser is concerned with physical and perceptual thresholds, en-
compassing both concert music and live spatial installations. The
sounds of this music are, by turns, dense, visceral, and febrile;
the tangibility of the performer’s loss of precise physical control is
mirrored in the listening experience.

Barden studied composition with Lewis Nielson and piano with
Monique Duphil at the Oberlin Conservatory of Music, and com-
position with Mathias Spahlinger and J6rg Widmann at the Freiburg
Hochschule fur Musik, following an extensive period of private
study with Rebecca Saunders in Berlin. He is currently completing
a PhD in composition at Goldsmiths, University of London, inves-
tigating the role of physical experience in the performance and
audition of live sound.

He has received commissions from, amongst others, Ensemble
Intercontemporain, Ensemble Recherche and the Freiburg Baroque
Orchestra, the Witten Festival for New Chamber Music, the
Donaueschinger Musiktage, the Darmstadt New Music Courses,
the Akademie der Kiinste Berlin, and Radio France. He has re-
ceived numerous awards for his work, including the Thomas J.
Watson Fellowship, the Oscar and Vera Ritter Foundation Fellow-
ship, the Stipendienpreis of the Darmstadt New Music Courses,
and an Aufenthaltstipendium at the Akademie der Klnste Berlin.
He won the international composition competition ‘concertare’
in 2010. His music has been performed in Europe, North America,
and Israel by Collegium Novum Zurich, Ensemble Nikel, hand
werk, ELISION, Ensemble Mosaik, KNM Berlin, Wet Ink, ekmeles,
Zafraan Ensemble, the Mivos Quartet, and others. Current pro-
jects include new works for Klangforum Wien, Ensemble Mosaik,
the No Borders Orchestra, Ensemble Interface, and the 2015
Donaueschingen Festival. He lives and works as a freelance com-
poser in Berlin.

Birke J. Bertelsmeier

Zimzum (2015)
World Premiere

Birke J. Bertelsmeier sees her compositional work as the creation
and manipulation of potential & kinetic energies. Zimzum, for
orchestra, is a musical depiction of that suspenseful moment be-
fore something new comes into being.

to stump a listener

A simple melody, well-formed and self-contained, is to be played
“with utter calm and exquisite tone” — and yet something seems
to be amiss. An ensemble for new music — but it plays standing
up, like an early music group. A simple, incessantly repeated
rhythmic model — but its regularity always threatens to lose its
balance. Confounding moments such as these are ubiquitous in
music of Birke J. Bertelsmeier; indeed, she positively seeks them
out: they reveal the composer's fascination with controlled im-
perfection and calculated approximation. Thus in zu-neigend for
solo trumpet, written as a test piece for the 2015 Felix Mendels-
sohn Bartholdy Conservatory competition, she calls upon the player
to transpose alternatively up or down a half step. What would

in any other circumstances constitute a catastrophe here becomes
precisely the compositional objective of an otherwise simple me-
lody. And in folklich (2012), a piece that not only alludes to folk
music in its title, the musicians are up on their feet, so that they
can bring across their soloistic presence and the musical energy of
the piece to the listeners. The fact that they also happen to use
their feet to bring forth noises specified in the score is a further
source of bemusement.
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Cheerful subversion (“contentedly” is a frequent performance
instruction in her scores!), a predilection for character and cha-
racterization, and a sense of double entendre which can already
be read into the titles of the pieces — all these are hallmarks

of Birke Bertelsmeier's output. But not for their own sake: her
calculated disorientations are indeed intended to stump the
listeners, make them pay attention, and notice the unexpected.
But these are not didacticisms; rather, they are artistic decisions.
That is, they can be judged on their ability to offer opportunities
for compositional differentiation. New horizons open up precisely
there, where things seem to get derailed, where matters stop
running smoothly: mistakes, says Birke Bertelsmeier, are a different
form of freedom. Departing from a given context — be it a of a
temporal or a harmonic nature — can reveal alternative spaces and
sonic perspectives, and ultimately promises an additional soupcon
of vitality. What that might mean concretely can be seen in the
most recent works: the piano pieces Amorette | and Il, commis-
sioned by the Bavarian Academy of Fine Arts. The instrumentation
of two pianos, eight hands, suggests something percussive and
motoric, and indeed the second of these is riven with forward
momentum and kinetic energy. But when at first the second
pianist and then the others gradually depart from the common
tempo and, ,independently of the barline” (so the score indi-
cates), get slower or faster, then the mechanical innards of the
piece become ungainly, and the buoyant Amorette transforms
into a chubby kid with wings. It's certainly a witty moment, but it
also has a special kinetic quality, characterized by tempo fluctu-
ation, phrasing, and agogic rhythm passed from one player to the
next. This way of passing energy around lies, in a broader sense,

at the heart of Birke J. Bertelsmeier's creative output: the listener
is invited to partake of the energy that shines forth from her
compositions.

Markus B6ggemann
Translation: Philipp Blume

Birke J. Bertelsmeier was born in Hilden, Germany in 1981. She
received piano instruction from Barbara Szczepanska, composition
classes from David Graham and studied piano under Pavel Gililov
at Cologne’s University of Music and Dance (attaining her degree
diploma in 2005). After this she went on to study under Wolfgang
Rihm at Karlsruhe University of Music (degree diploma in 2008,
concert examination in 2011). Furthermore, she gained a Masters
in Musicology in 2009. She has received grants from the Inter-
national Ensemble Modern Academy, Akademie Musiktheater heute,
Herrenhaus Edenkoben and, in 2013, Villa Massimo in Rome.

Birke J. Bertelsmeier's comprehensive catalog of works com-
prises musical theater and film scores as well as orchestral works,
chamber music and solo pieces. She has received numerous prizes
for her compositions — for instance the Karlsruhe Composition
Prize, the award from the Yvar Mikhashoff Trust for New Music New
York and, in 2012, the Schneider-Schott Music Prize. She has
received composition commissions from such bodies as Festival
Heidelberger Frihling, the Munich Biennale, the Beijing Inter-
national Music Competition, the Deutsche Oper Berlin and the
Darmstadt Summer School. Her works are performed at inter-
national festivals and by renowned performers, for instance the
Arditti Quartet, Quatuor Diotima, the Ensemble Modern and by
members of the Berlin Philharmonic. In 2014 the Deutsche Oper
Berlin was host to the performance of two musical theater works —
Querelle after Jean Genet and Die Rose und die Nachtigall after
Oscar Wilde.

Birke J. Bertelsmeier taught composition at the youth seminars
of Beethovenhaus Bonn and of North Rhine-Westphalia’s music
council Musikrat NRW. As a grant recipient of the Dorothea-
Erxleben Program she also taught at Hannover University of Music
and Theater.
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Christian Mason
Clear Night (2007/2008)

Composed in the course of an association with the London Sym-
phony Orchestra, Clear Night was given a workshop performance
by the orchestra in 2007 and, following some revision, included as
the dazzling overture to a public concert the following year at the
Barbican Hall in London, Colin Davis conducting.

The piece is a vision of the multitudinous stars to be seen on
a cloudless, moonless night, and of sensations of being placed
within lustre and vastness, all conveyed in just five minutes: a mo-
ment of illumination.

An immediate brilliance brings the work into existence: cas-
cading woodwinds and tuned metal percussion (glockenspiel,
crotales, celesta) with downward glissandos in upper strings and
harp, over a continuing glow held by brass with violas and cellos.
The seven-note chord of the latter group, and the related scales
on which the woodwinds and percussion descend, establish not
only the music’s luminescence but also its basic materials, of modal
constellations within a fully chromatic context.

As the starfall slows, melodies emerge, their notes sometimes
given a sense of emergence by wide vibrato. There are also stabs
of light from harp and celesta with bowed cymbals and string
harmonics. Trumpets inject a heightening summons, answered by
a counterpoint of modal melodies on high woodwinds and
trumpets against horns and bassoons. Everything comes to a focus
on D sharp, the starting point for a melody announced by
trumpet and clarinets with resonant percussion, giving a modal
feel to segments of the chromatic scale.

Then comes a new cascade, a new phase of genesis and dis-
solution, and a new onward prompt from a deep C sharp, on
harp and double basses. Jagged melody follows from trumpets
and marimba, and growth towards a point of suspension, at
which, as if outside time, gleaming tones on bowed crotales recall

the modalized chromatic melody from before. Motion is resumed
once again, with gathering intensity, to a last cascade and a
fizzing close.

As in several other works, the composer found a creative talis-
man in lines by David Gascoyne, in this case from his Tenebrae
(Poems 1937-1942):

It is the endless night, whose every star

Is in the spirit like the snow of dawn,

Whose meteors are the brilliance of summer,
And whose wind and rain

Are all the halcyon freshness of the valley rivers,
Where the swans,

White, white in the light of dream,

Still dip their heads.

Clear night!

Paul Griffiths

The Music of Christian Mason

Light, of course. Radiance. It comes from — it comes in — Christian
Mason'’s music in the same way it comes from and in that of other
composers, going back through Gérard Grisey to Guillaume Dufay
and the anonymous authors of plainchant (to cite some plausible
kinships), by virtue of how the sound is at one with resonance. This
is so even when Mason — like his nearest musical connections,
who include Scelsi, Radulescu and Stockhausen as well as Grisey —
is dealing with complex, clangorous resonances: the sounds

of bells, as it might be, or of wind blowing through a frost-covered
tree. Such luminous congruity may derive, in Mason's case, from

an awareness of spectral music, but the stimulus may equally have
been a matter more of acoustic fact and personal experience.
"When you play the violin’, he has remarked, ‘the open E-string
seems to ring in the ear.’
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One might observe how this same treble E rings through Mason’s
output. It is there near the start, for it initiates one of his earliest
compositions, the piano piece ...just as the sun is always...(2006),
and, more than that, instigates the work’s bright harmonies and
clear melodic shapes, a seed crystal almost constantly present or
implied, until at the end it gains transposition up an octave,
into further light. The sound of the open E-string is important in
Mason’s first violin piece, When Joy Became Mixed With Grief
(2007), and in his most recent, Learning Self-Modulation (2011).
Its pitch also provides a focus in the orchestral Isolarion (2012—
2013) and shines almost continuously from the warm centre of
The Years of Light (2013), for a large ensemble including two
female singers. These titles alone may indicate two important
Mason traits. One, of course, is the metaphor of light (‘solar’
residing within ‘Isolarion”) — more than a metaphor, it may seem,
to anyone witnessing the cascading star points of his orchestral
piece Clear Night (2007-2008) or the gleam of his Noctilucence
(2009), for eight players. The other is his confidence in engaging
with emotion — yet never with the musical language, that of major-
minor tonality, through which emotion was registered in the
past. Resonant consonance, effulgent in Mason’s music, has es-
caped the viewpoint of the triad.

The result is an expressive force of a particular kind, where
emotions exist as pure states, with joyful melancholy, or melancholy
joy, a recurrent type, along with the ecstasy, wonderment and
exultation that belong to the sonorities of light. Such powerful
immediacy the music achieves not only through its non-triadic
harmonic routes but also through its nature as ritual.

This is much less a matter of form than of stance. Mason does
not sculpt his music in distinct blocks, in the manner of Messiaen;
even where works are divided into movements, the thrust is on-
going. That thrust certainly carries us, as listeners, in its thrall,
and yet it seems to exist in another order, beyond the human. We
gaze in awe, to take up an analogy suggested by Clear Night,

at the multitudinous stars, and we gain from them, beyond the
experience of beauty, a different measure of space and time.
But we cannot think they were made for us.

Of course, the analogy is not exact: Mason’s music quite
definitely was made for us, and it delights the ear with its sounds
and its transformations of sounds. At the same time, though, it
evokes conditions and dimensions through which we pass, as we
might pass though a ceremony. Ceremonies command time,
make it hover, edge forward, rush or, occasionally, dance, as for
example in the passage before the ominous close of Noctilucence.
Ceremonies, too, guard their silences.

Several of Mason'’s titles relate to ritual, to the transcendence
a ritual will imply, or to the altered state a ritual can induce. One
example, where we hear and see a ritual being enacted at once
by and upon the musicians, is Learning Self-Modulation, whose
six movements go from syncopated excitement to a serene, strange
and mesmerizing finale, where the violinist adds to her quivering
solo (on a retuned instrument she has taken from behind the piano)
a chanted vocalise, accompanied by the pianist on Japanese bowl
gongs.

‘Modulation’ here has the sense of an effect on the self, a
calming that is perhaps also an increase in alertness. But there
is also modulation in a musical sense, towards the revelation of
a simple modal phrase that seems to have been waiting from
the beginning. Mason has a way with such phrases, which, though
made of only a few notes, enter his music as magically fresh,
as gifts from another world.

Such a phrase arrives, contrariwise, early in his imposing
Isolarion, whose title alludes to maps that show small areas in detail
while remaining hazy about the larger geography. Passing
through zones of majestic force, extreme delicacy and blue-sky
calm, the piece nods to Vivier at times but maintains its own
inexorable progress, its own extraordinary sophistication of scoring,
its own being.
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In other works a quite particular instrumentation or layout will
help the music similarly abscond from the familiar and discover
within itself an immanence. Looking for the Land that is Nowhere
(2010) features the untamed sound of the theremin whirling
within and out from a close-knit nest woven by eight scordatura
strings. In Time Entwined/In Space Enlaced (2008) has three
separated instrumental trios, each including a percussionist, plus
thirty-six players on harmonicas, suddenly appearing like so
many unknown birds when the platform musicians’ exchanged
messages come to a climax. And there are harmonicas again,

as well as spatially distributed groups, in The Years of Light, music
of constant glow in continuous reinvention, music with the
slow pulse of the rotating sun.

Paul Griffiths

British composer Christian Mason (born 1984) is enjoying a
prolific career with an array of forthcoming commissions from
prestigious institutions. In 2015, this includes a 10" composition
for symphony orchestra for the Radio-France programme, Alla
Breve, which will be recorded by the Orchestre National de
France; a work for large ensemble to be recorded by Klangforum
Wien and performed by the Tokyo Sinfonietta in Tokyo; and a
piece for Pierre Boulez's 90th birthday to be performed by the
Ensemble Intercontemporain at the Lucerne Festival. Christian
has also been commissioned to write a work for percussion en-
semble for the opening of the new Asian Arts Theatre in
Gwangju, Korea in the 2015/2016 season: a project curated by
Unsuk Chin.

Recent years also saw the premieres of Somewhere Between
Us ... for amplified vocal quartet and Paetzold contrabass recorder
at LOD, Ghent by Silbersee and Tom Beets, in December 2014;
Reunion, one of the three operas forming Triptych for the London-

based opera company, Opera Erratica, presented in London at The
Print Room and Spitalfields Festival in June 2014; Unseen Seasons
for choir, performed by Tokyo Philharmonic Chorus at the Shizuoka
Concert Hall in February 2014; Isolarion: Rituals of Resonance,
composed as part of his residency at the Lucerne Festival Academy
under the guidance of Pierre Boulez in September 2013; and
The Years of Light, for two sopranos and ensemble, for the Tangle-
wood Festival of Contemporary Music (Artistic Director: Pierre-
Laurent Aimard) in August 2013.

Over the years, Christian’s music has been performed by
prestigious musicians and ensembles such as Midori, Jean-Guihen
Queyras, Carolin Widmann, Gergely Mardaras, Elgar Howarth,
Francois-Xavier Roth, Baldur Bronnimann, James MacMillan, Pavel
Kotla, Stilian Kirov, Ligeti Quartet, Elysian Quartet, London
Sinfonietta, Britten Sinfonia, London Symphony Orchestra, and BBC
Philharmonic. Christian Mason is the “Composer in Residence”
at the prestigious Eton College. He also works as Composition
Assistant to Sir Harrison Birtwistle, and Composition Support
Tutor for the LSO Panufnik Young Composers Project.

Christian completed a Ph.D at King's College London with
George Benjamin in 2012, following which he was awarded
the 2012 Mendelssohn Scholarship to study with Frank Denyer. He
previously read music at the University of York and has studied
composition with Sinan Savaskan, Nicola LeFanu, Thomas Simaku
and Julian Anderson. He has also participated in summer courses
such as the Stockhausen Courses, Dartington, Royaumont Voix
Nouvelles, Acanthes, Festival d'Aix en Provence and Darmstadt, as
well as being a resident composer at Takefu International Festival,
Japan in 2008.

He is a founding Artistic Director of the Octandre Ensembile,
which promotes contemporary music with regular performances
across the UK. In 2012 the ensemble received a grant from 'Dia-
phonique’ to host the first Anglo-French Composers’ Forum at
LSO St Luke’s, London.
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Ernst von Siemens Music Prize 2015
Christoph Eschenbach

Helmut Schmidt, Bundeskanzler a. D.
On Christoph Eschenbach

An Essay marking the Award of the Ernst von Siemens Music Prize
to Christoph Eschenbach on May 31, 2015 at Munich’s Herkulessaal

Music is a form of expression that people all over the world under-
stand. And almost everywhere in the world people love European
music. The music of Europe constitutes a single one-of-a-kind
continuum, it doesn't require the complex, nationally determined
medium of language. For this reason, it enables musicians and
listeners alike to forget the conflicts of their inheritance and of
their day-to-day lives.

My love for music was encouraged early on, when | was in
school. It is probably for this reason that I, in the course of my
career as a politician and a private individual, valued the opportu-
nity to encounter members of the international music community.
Many left a lasting impression on me. I'd like to mention Herbert
von Karajan, a brilliant artist with whom one could discuss God
and the world. Or Leonard Bernstein, who was a music educator
as much as he was a musician. Or Yehudi Menuhin, who was
both a musician and a model of morals. Or the incredibly vital Kurt
Masur, a wonderful Kapellmeister as well as an imposing figure,
also in the political sphere. Or the wonderful conductor Daniel
Barenboim, who brings musicians from conflicting societies to-
gether and gives them a forum to make music together. Or Kent
Nagano, who will be coming to Hamburg in 2016. The list could
go on and on.

Among these ranks of internationally acclaimed musicians and
conductors I'd certainly also count Christoph Eschenbach. He has

a first-class reputation as a pianist and is simultaneously celebrated
and acknowledged as a first-class conductor. Wherever | travel in
the world | run across the name Christoph Eschenbach, because
people have been in his concerts and remember them with great
enthusiasm. Eschenbach is active beyond the borders of Germany
as well as Europe. | myself have heard many very moving concerts,
from his hands as a pianist or from his baton as a conductor. | will
never forget how Loki and I, during a concert at the Schleswig-
Holstein Music Festival in Libeck's Marienkirche or the Cathedral,
had our first meaningful insight about the music of Mahler thanks
to Christoph Eschenbach and his orchestra. To this day | am grate-
ful to him for that experience.

Christoph Eschenbach was born in Breslau in 1940. He lost his
parents and his grandmother whilst very young, an experience
that traumatised him and rendered him mute. He was adopted by
a cousin of his mother, who like his parents was a musician. In
her home he once again became acquainted with the music he'd
been familiar with as a child. She let him learn the piano, and
through this he found his voice again. Eschenbach put it the fol-
lowing way: ,,Her home was like a rebirth. She taught piano. |
heard her in the evening when she played just for herself. | listened,
listened, listened. That was probably also a healing agent for me.”
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The piano lessons brought more than just healing. The protagonist
revealed an immense talent and already attained his first prize

at the age of ten at a competition for young pianists in Hamburg.

After completing high school in 1959 he also completed his music
studies in 1963, with distinction. Soon he was one of the most
sought-after pianists and played regularly in Salzburg, where he
collaborated with Herbert von Karajan. In 1969 he gave his

American debut with the Cleveland Orchestra under Georeg Szell.

He loved the music of the German romantics, but also of Mozart,
Beethoven, Chopin, Bartok. Eschenbach once said that Vladimir
Horowitz was his greatest role model. He must have been all the
more pleased, then, when this idol of his also bestowed words of
praise upon the pianist Eschenbach. He became one of the most
sought-after pianists of his generation.

After a tremendously successful career as a pianist he began,
in the early 1970's, to concentrate more and more on conducting.
As early as 1967 he was getting conducting lessons from Georg
Szell on the side. When asked why he had given up his solo
career as a pianist, he once replied: | find this act of communi-
cating with myself — alone with the work — uninteresting. I'm
not a one-man band. That chapter is over.”

Eschenbach gave his debut in 1972 with music of Anton
Bruckner, and quickly found success. As a guest conductor he is
active to this day with countless orchestras. Among others I'll
mention the Berlin Philharmonic, the London Symphony Orchestra,
the Symphony Orchestras of Boston, Chicago, Pittsburgh, San
Francisco, Toronto, Montreal; as well as the Cleveland Orchestra,
the Philadelphia Orchestra, and the Vienna Philharmonic. In 2013
the Frankfurter Allgemeine wrote: ,It would be easier to list the
great orchestras of the world that Christoph Eschenbach has
NOT yet conducted.”

After the first chief conductor position in Ludwigshafen he was re-
cruited to become the artistic and musical director of the Tonhalle
Orchestra in Zurich. Thereupon he went to Houston, Texas, to act
as chief conductor of the Houston Symphony Orchestra from
1988 to 1999, which during that time became one of the world's
finest orchestras. | had the great pleasure of bumping into him
during one of my lecture tours in a Texas hotel, and enjoyed the
pleasure of spending time with this friend of mine from Germany.

In 1998/1999 Eschenbach took over as chief conductor of the
North German Radio Symphony Orchestra (NDR) in Hamburg,
and from 2000 he was the musical director of the Orchestre de
Paris for several years. Here, he led his first complete production
of Wagner's Ring of the Nibelungen. In 2003 there followed five
years as music director of the Philadelphia Orchestra. In 2010/
2011 Eschenbach took over the artistic directorship of the National
Symphony Orchestra in Washington. | also don't want to fail to
mention that Eschenbach still occasionally makes appearances as
an accompanist in song recitals.

Eschenbach describes himself as a merciless perfectionist. He
belongs to the first generation of conductors who no longer
regarded themselves as dictators at the podium, but rather ap-
proached the Orchestra as an equal partner. In Eschenbach's
eyes this is one of the reasons that orchestras have become so
much better over the years. Another reason why orchestras
perform so well under his baton was identified by the Frankfurter
Rundschau in 1997: , Eschenbach's conducting showed an in-
comparable degree of presence. Without micro-managing the mu-
sicians, he closely monitored every facet of the performance.”

In the 1960's | was a regular guest in the home of a Hamburg
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friend and the later president of the Federal Bank Karl Klasen, who
together with his wife maintained an open home. Frequently,
guests from the music or theater world made an appearance here
as well. One time a piano duo performed for the assembled guests;
it was the two colleague-pianists Justus Frantz and Christoph
Eschenbach. It was on this evening that a friendship with Christoph
Eschenbach began which has now spanned several decades.

Early in 1981, when | was still chancellor, Justus Frantz and
Christoph Eschenbach invited me to record an album with them.
We began with Mozart's Concerto for Three Pianos. Mozart had
written the F major Concerto for Three Pianos and Orchestra,
KV 242, for two pianists and one young piano player. | may not
have been young, but certainly my skills at the keyboard were
appropriately limited. What most caught me off-guard was the
tempo which Eschenbach chose to conduct from his piano. | was
technically only able to hold myself to his tempo with great effort,
but despite these challenges | had great fun with the collective
music making, especially as our accompaniment was provided by
the London Symphony Orchestra. Naturally we practiced for
several hours in Hamburg before stepping into the studios at Abbey
Road. Four years later, in 1985, we met up again, Gerhard Opitz
joined us, and we recorded Johann Sebastian Bach's Concerto for
Four Pianos.

In the 1980's | began to plan regular working vacations in the
wintertime. By then Frantz and Eschenbach were managing the
Casa de los Musicoson Gran Canaria, in which there was not only
a writing desk but also a grand piano. This became the ideal
vacation destination for me. The house was some distance away
from the hubbub of the beach, had sparse furnishings in the
Spanish style, and thus made it possible for me to focus on what
was relevant. In this house | wrote many books, and was also
blessed with visits from many interesting interlocutors.

In the first half of the 1980's the idea of a music festival for
Schleswig-Holstein was conceived at that house. In 1985 in
Lubeck the Schleswig Holstein Music Festivalwas inaugurated.
Frantz as the founding father succeeded in recruiting his friend
Eschenbach as a curator, performer, and teacher. On the advisory
board, | sat with Eschenbach and many others, and for the in-
augural event the two of them played Mozart and Saint-Saéns —
and | gave a lecture. As early as the first festival Eschenbach was
already active as a conductor. He also founded the youth orchestra
of the SHMF, for all his life he saw the mentorship of young
musicians as a part of his calling. Years later, from 1999 to 2002,
Eschenbach took over the artistic directorship of the festival,
and co-managed it with Rolf Beck.

Christoph Eschenbach and | crossed paths over the decades
many times. And | can say that every one of these encounters was
to my advantage, for | always cherished the man as well as the
musician. He is an educated man, with whom one can discuss nu-
merous subjects including music, of course. We are united, for
example, in our love of Bach. He claims that he enjoys beginning
each day with a piece by Bach, insofar as a piano is available.
Otherwise he just imagines the piece — | find this very endearing
and can understand it very well.

For me Christoph Eschenbach is a superb musician, both as a
pianist and as a conductor. But he is also a wonderful person, a
star who never puts on airs, a soft-spoken man, an unassuming
jewel — and still a man of greatness. What a remarkable achieve-
ment in the first 75 years. We are lucky to be able to look forward
to many more concerts from him.

Ad multos annos, Christoph!

Translation: Philipp Blume
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The Ernst von Siemens Music Foundation awards

the Ernst von Siemens Music Prize
to

Christoph Eschenbach

Music awoke him from a state of deep despair and silence born
of the horrors of war and upheaval. One who bears such an
experience perceives sound as a life elixir — a revelation for himself
and for others. Christoph Eschenbach, having devoted his whole
life to scholarship, started on his path at an early age. The soon
world-famous pianist concertized as soloist, but also as chamber
musician and song accompanist with the true greats of his profes-
sion. And yet he took a longer path still, a journey of life discovery,
by pouring his entire passion into conducting. In all the stages of
his worldwide expedition he left his mark on so many orchestras;
he gave his full energies to the music of his contemporaries, and
imbued his interpretations with a personal touch of sonic intensity.
Enthusiastically supported by his two teachers George Szell and
Herbert von Karajan, he too has helped, in his turn, the careers of
many young, aspiring musicians. Christoph Eschenbach’s contri-
butions speak of a deep-seated confidence in the communicative
potential and power of music.

The Board of Supervisors and the Board of Trustees,
Munich, 31 May 2015

Béla Bartdk
Concerto for Orchestra (1943)

The Concerto for Orchestra is by far Bela Bartok's most popular
composition. That this could come to pass, that the work could
even exist, seemed anything but certain at the time, however —
including for those who had requested it. For the commission,
issued to Barték in the spring of 1943 by the conductor and im-
presario Serge Koussevitzky at the urging of mutual friends, was
intended as a ploy to support the composer, who was penniless
and presumed fatally ill. No one counted on the work being
completed, least of all Bartok himself, so it required considerable
persuasion from Koussevitzky at the sickbed, before he accepted.
An unexpected improvement in his health, however, permitted the
composition to progress so quickly that the score was already
finished by the beginning of October, less than two months later.
The premiere, conducted by the commissioner, took place a full
year later, and was a unanimous and triumphant success.

The Concerto for Orchestra follows the model of concertizing
suggested by the pre-classical model of the concerto grosso.
The dramatic layout thus doesn't correspond to the antagonistic
model of soloist vs. collective, but rather the interactions and
contrasts of different subgroups who temporarily part ways with
the united orchestra — much like actors, who step forth from the
ensemble into the limelight in order to deliver their part. Especially
the inner movements are thus imbued with a certain latent scenic
character, especially the 4th one, the famous Intermezzo interrotto.
But also the second movement, Giuoco delle coppie, with its
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series of featured instrumental pairs, suggests a well-ordered scenic
vignette. The originally planned title, , Presentando le coppie”
(Presentation of the pairs) in many ways evokes the musical in-
tention more closely.

Bartdk himself indicated in the program note of the premiere,
that the work can be regarded as a transition from the serious-
ness and rigor of the first movement to the ,life-affirming” Finale.
This runs parallel to the classical symphonic theme of , per aspera
ad astra”, which has influenced orchestral music since the time of
Beethoven. Bartok may well have been thinking of his own per-
sonal situation at the time; for listeners of today, the unencumbered
quality of the finale could also reflect our joy over the fact that
the composer was able to produce such a masterpiece, against all
odds.

Markus B6ggemann
Translation: Philipp Blume

Christoph Eschenbach was born on February 20th, 1940, in
Breslau (Wroclaw, Poland). His mother died in childbirth, and his
father was killed only a few years later in a penal battalion on the
front. Just beforehand the musicologist, Heribert Ringmann,
had been dismissed from the University of Breslau and banned to
the provinces. After the war Eschenbach fell ill with typhus in an
orphanage in Mecklenburg. He regards his adoption by Wallydore
Eschenbach, a cousin of his biological mother, as a , lifesaver”.

A singer and pianist, she restored far more than just the child's
voice, which had been rendered mute by suffering and illness,
when she asked him whether he too would like to make music,
and he replied, after a year of silence, with ,yes”. She bestowed
upon Eschenbach's life ,a deep sense of meaning and spiritual
peace.”

In the spring of 1951, Christoph Eschenbach begins studying
piano with Eliza Hansen in Hamburg before joining the piano
studio of Hans-Otto Schmidt-Neuhaus at the conservatory in Colo-
gne. After completing secondary school he starts a course in
conducting with Wilhelm Briickner-Riiggeberg in Hamburg. In 1962
he wins the ARD music competition and soon thereafter secures
his first record deal as a pianist with the Deutsche Grammophon
label. Other prizes and numerous recordings follow. In 1967,
George Szell becomes Eschenbach's teacher.
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Supported by George Szell and Herbert von Karajan, Christoph
Eschenbach becomes the Chief Conductor and Artistic Director of
the Tonhalle Orchestra in Zurich (1982-1986), Music Director of
the Houston Symphony (1988-1999), Music Director of the Ravinia
Festival (1994-2003), and Artistic Director of the Schleswig-
Holstein Music Festival (1999-2002). Christoph Eschenbach is a
Knight of the Légion d'Honneur, an Officer of the French National
Service Order, Commandeur des Ordre des Arts et des Lettres, a
holder of the German Federal Cross of Merit and recipient of the
Leonard Bernstein Prize.

Christoph Eschenbach continues to be a highly prized conductor
at the orchestras and opera houses of the world. Since September
2010, he holds the double role of Director of the John F. Kennedy
Center for the Performing Arts as well as the National Symphony
Orchestra in Washington D.C.

Highlights of the 2014-2015 season include invitations from
American orchestras such as the Chicago Symphony, the Los
Angeles Philharmonic, the Philadelphia Orchestra, and the Boston
Symphony Orchestra. In Europe Eschenbach will take the podium
of the Leipzig Gewandhaus Orchestra, the Munich Philharmonic,
the Staatskapelle Dresden (on the occasion of the Salzburg Easter
Festival), as well as the German Symphony Orchestra Berlin. Along
with the Bamberg Symphony, the Orchestre National de France,
the National Spanish Orchestra and the Orchestra dell’Accademia
Nationale di Santa Cecilia in Rome, Eschenbach will once again

conduct two orchestras whom he extensively served as a musical
director (from 1998 to 2004 and 2000 to 2010, respectively):
the Northwest German Symphony Orchestra in Hamburg and the
Orchestre de Paris.

Turning to the opera repertoire, Eschenbach conducts The
Magic Flute, and Idomeneo at the Vienna State Opera, and
rounds out the da Ponte cycle — which was begun last season at
the Salzburg Festival — with Don Giovanni.

With the Vienna Philharmonic, the London Philharmonic, and
the Gustav Mahler Youth Orchestra he was or will be on a Euro-
pean tour during this season, and will once again, like every year
since 1999, be a guest of the Schleswig-Holstein Music Festival.
Lastly, it should be mentioned that Eschenbach led the Shanghai
Symphony Orchestra in a New Year's Eve Concert in Shanghai
as well as the Vienna Philharmonic at their famous Summer's Eve
Concert in Schénbrunn.

A priority close to Christoph Eschenbach's heart is passing on
his artistic experience to younger generations; he regularly pre-
sents master classes and leads orchestral academies, such as those
of the Schleswig-Holstein Music Festival, the Kronberg Academy,
the Manhattan School of Music, etc.

At the piano, Christoph Eschenbach will continue a fruitful
collaboration with the baritone Matthias Goerne. The duo has
been recording the song cycles of Franz Schubert — Die Schéne
Miillerin, Die Winterreise und Schwanengesang — for Harmonia
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Mundi since 2009, earning great acclaim from critics. At the Salz-
burger Festspiele in Summer, 2010, the cycles were performed on
three separate evenings. The same program included Eschenbach's
performance of Schubert's monumental Sonata in B-flat major
and two appearances with the Vienna Philharmonic. The Schubert
song cycles were then performed in the 2011/12 season in Salle
Pleyel, Paris, as well as at the Wiener Musikverein in the following
year. In 2014 and 2015 the duo continues its collaboration with
recitals at Symphony Center, Chicago, the Kennedy Center, and
Carnegie Hall, as well as in Baden Baden and Hamburg.

For over a half century Christoph Eschenbach has recorded an
impressive number of musical works, both as conductor and as
pianist. His discography reaches from the works of J. S. Bach to
contemporary music, and it reflects a dedication not only to the
works of the canon, but also the music of the late 20th and early
21st centuries. Eschenbach's recordings with the Orchestre de
Paris appeared on Ondine and Deutsche Grammophon labels, as
well as additional recordings with the London Symphony (Sony/
BMG), the Vienna Philharmonic (Decca), the North German Radio
Symphony Orchestra (BMG/Sony & Warner) and the Houston
Symphony (Koch), to name a few. In the last five years Ondine has
released sixteen highly acclaimed CD's with the Orchestre de
Paris and the Philadelphia Orchestra under Eschenbach's direction,
several of which have received special honors: Disc of the Month
from BBC Magazine, Gramophone’s Editors Choice, the Prize of

German Record Critics, or the MIDEM Classical Award 2009 in
the category Contemporary Music (for a CD with works by Kaija
Saariaho, performed by the Orchestre de Paris and the soprano
Karita Mattila). His recent Hindemith recording with Midori and
the North German Radio Symphony Orchestra won the 2014
Grammy Award in the category Best Classical Compendium.
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