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Dear readers,
__________ The current issue
contains the ﬁnal part of our series
dedicated to the music in Bohemia during
the reign of Rudolf II, as well as the ﬁrst
part of the series focusing on far more
recent, and far more gloomy, history:
the musicologist Viktor Pantůček has
immersed himself in the turbid and bizarre
waters of the culture during the Stalinist
epoch, whereby, under the banner and
yoke of the socialist realism principles
the cheerful arts were to administer
the ﬁnal victory of some and the ﬁnal
nail in the coﬃn of others. It has been
frequently stated that totalitarian regimes
manifest themselves in an all too predictable
manner, be they communist, fascist or
religious dictatorships. So it is perhaps
appropriate to recall these manifestations
by giving the example of the elimination
of free culture by the communists, even
though, in the light of the current events,
it may appear that we should rather fear
the totalitarian tendencies on the part
of the far-right and religious fanatics.
I wish you pleasant reading of the more
uplifting parts of the present issue, pleasant
listening to the new CD from the Composer
Portraits series – this time dedicated to
music by Ivo Medek – and a wonderful
summer.
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czech music | interview

by Miroslav Pudlák

WHY THE FLUTE DOESN’T HAVE
TO SOUND BORING
AN INTERVIEW WITH THE FLAUTIST
CLARA NOVÁKOVÁ

Clara Nováková is a ﬂautist highly respected in our country.
Few Czech instrumentalists have gained an international renown
as great as she has. It would seem, however, that she was
somewhat predetermined for an international career from her
early years, as after emigrating from Czechoslovakia in 1968
her family frequently moved around Europe, so Clara was able
to receive musical training in various places and absorb at
the same time various European languages.
Her family background – her father was a composer and her mother a pianist – and
her natural talent facilitated her attaining a high musical standard from a tender age,
as well as her winning several international competitions. Following her studies at
the Hochschule für Musik in Stuttgart and the Conservatoire National Supérieur
in Paris, Clara became solo ﬂautist of the Ensemble Orchestral de Paris. In addition,
she performed as a soloist at major concert halls and festivals throughout the world,
and played within various chamber ensembles (Kammer Ensemble de Paris, Trio
Salomé, Trio Nobis, Ensemble Arcema, Quatuor Ulysse, Smash Ensemble, Trio
Prisma, Prague Modern). Clara Nováková is also committed to contemporary music
and has closely collaborated with several composers. A number of works, starting
with the ﬂute opuses of her father Jan Novák, have been dedicated directly to her.
She has made recordings for radio and television all over Europe. Her CD featuring
Camille Saint-Saëns’s Odelette and Romance for ﬂute and orchestra has received
France’s Diapason d’Or, while her album of 20th-century Czech music has earned
the top rating from the Czech magazine Harmonie. Furthermore, Clara Nováková
is an enthusiastic educator, leading master classes in France, the Czech Republic,
Spain, Columbia, Mexico, South Korea, Japan and Taiwan. Since 2013, she has
been teaching at the Soochow University in Suzhou, China.
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Let us start with the story of your emigration. How did you find yourself abroad?
My family, that is, my father, the composer Jan Novák, my mother, the pianist
Eliška Nováková, and my sister Dora, left Czechoslovakia in August 1968, as plenty
of other people did. My mother, sister and I travelled to Vienna, where we joined
our father, who at the time had been on tour in Italy with the Kühn choir and had
decided not to return home. My mother was then engaged in Aarhus, Denmark,
where she worked as a pianist at the Royal Academy of Music. We had been living
in Denmark for a year when my father won a composers’ competition in Rovereto,
travelled there to collect the prize and came back totally enthused by the place.
He had become so fond of Italy that we immediately moved there. After seven
years in Italy, we moved again, this time to Germany, where later on my father
died and where my mother and sister, a pianist too, still live today. Following my
studies in Stuttgart, I enrolled at the Paris Conservatoire, then received a job in an
orchestra and stayed in the city for a long time.
So you received your initial musical training while your family was frequently moving
from place to place. Where did you get your most substantial musical education at
the time?
It is diﬃcult to say. I received the rudiments of my musical training at home, that
is, absolutely independently of the country we were living in. As a child, I used to
fall asleep amidst the thunder of the piano; sometimes I even slept under it. My
parents took turns in accompanying me when I played the ﬂute, and with my sister
I have been playing as a duo ever since. I began learning the ﬂute in Italy; my ﬁrst
teacher played the ﬂute, the clarinet and a few other instruments, and led a choir
in his village somewhere up in the Alps. I think that of all his pupils I have been
the one who has gone the furthest, at least when it comes to the geographic position.
Then in Germany I received a solid training privately from Mr. Ondráček, a Czech
émigré in Ulm, and subsequently at the Hochschule in Stuttgart. In Paris, they only
polished that which I already knew. As my teacher told me straightaway at my ﬁrst
lesson: I don’t know whether you will really learn anything, but you can stay.
What so captivated you about the flute that you chose it as your instrument?
As a child, I went to a concert at which a certain Mr. Galway was playing, and
I really liked it. At the time, I made a point of wanting to play the ﬂute. Now I am
happy about having made that decision, particularly when seeing, for instance,
a double-bass player trudging along with his bulky instrument. Even though for
some time I thought my choice had been wrong – the ﬂute only has a little bit more
than three octaves, always the same sound, it cannot produce more voices and is
kind of limited in expression. But then I discovered contemporary music and its
opening to a new sound and expression for the ﬂute, and that not even classical
music has to be at all boring once you have ventured into a somehow more risky but
more interesting palette of colours. Besides that, it is fascinating to work with your
own breath, and actually also thrilling for the audience. Breathing is what we have
in common, right?
The pieces for the flute by your father Jan Novák have been included in the flautists’
concert repertoires with increasing frequency. Yet few of the musicians know that he
wrote them for you. What was their history, and what is your relationship to these
compositions?
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Many of them were de facto birthday or Christmas presents. I admit that when
I was still a child, I would often fail to appreciate them, as, naturally, I would have
been happier to receive for Christmas something like that nice little toy revolver
or a cowboy hat at least. My father, however, assumed that one day I might have
a greater regard for them. Especially later on, when I was already at the Hochschule,
he also “consulted” me, or asked about various possible and easy-to-perform eﬀects,
primarily when it comes to Sonata da Chiesa II with organ, or the Sonata Super “Hoson
Zes”, whereby we were seeking together a “translation” from the original violin
part– my father was writing it at the same time for both of the instruments: a violin
version for the violinist Jiří Trnka in Lausanne and a ﬂute version for me. I myself
premiered all the pieces composed when I already was a ﬂautist, and I have also
recorded the majority of them. These works have enjoyed great popularity among
the audience and also among my colleagues. Besides Hoson Zes, all the versions
of Choreae Vernales, with guitar, piano or orchestra (we will perform it with an
orchestra in November 2016 in Tampico in Mexico), the Sonata da Chiesa has been
played many times. The Sonata Tribus with violin and piano will soon be recorded by
the ﬂautist Hana Brožová, while Marsyas for piccolo and piano has been recorded
by Jean-Louis Beaumadier in France. The list would be long indeed. There are also
compositions ideal in educational terms; the Sonatina for Flute and Piano, for instance,
is intended for children, yet it is rhythmically quite demanding.
My father also wrote pieces for the ﬂute before I was born, such as the Song for Števa,
or Boys’ Games, both of them for piccolo and piano, and the Magic Songs, for ﬂute,
voice and tambourine.
You launched your career in France, where you were a soloist of the Ensemble Orchestral
de Paris. Why did you decide to leave Paris and suddenly move to Spain?
I was in the Ensemble Orchestral de Paris for 18 years, which is a long time, and
I lived in France for 21 years in total, and that is the longest I have ever lived in one
place. I had settled all the inter-human conﬂicts within the orchestra, I was playing
in several contemporary music ensembles, I had a few students, two children, a car,
a partner, a cat. I was living a quiet, satisﬁed life – all well and good, but simply
boring. One day, my partner and I just decided on a change of scene. I admit that
I chose Spain above all for climate reasons, and also because I knew too little about
the country. In a nutshell, it could be summed up as follows: “I am sick of being
here!” “Well, and where would you like to be?” “I don’t know; maybe Spain?” “Fine,
let’s go!” And I must confess that after we had moved, without having any job and
security, simply without any plans, for a year or so I lived in a state of absolute
inebriation, arriving at the knowledge that freedom and independence is the utmost
luxury.
You cherish contemporary music. What experience and collaboration were the most
intriguing for you in this respect?
I believe that the ﬂute repertoire simply can’t do without contemporary music.
We ﬂautists do not have any Brahms pieces, very few Beethoven, and even
Mozart’s ﬂute quartets are not as good as his string quartets. And, barring two Bach
works and a Telemann, music for solo ﬂute only starts with Debussy. Contemporary
music has liberated the ﬂute from boredom, which is determined by its relatively
narrow range and always equally wonderful tone, and, depending on the performer,
more or less distinct dynamics. I suspect that listening to the beautiful sound
of the ﬂute for two hours on end can get pretty dull… Of course, it is totally
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diﬀerent when a bold musician plays. I have heard a ﬂute sound that I could
probably listen to without end until I fainted, but such occasions have been few and
far between. I deﬁnitely owe a lot to Pierre-Yves Artaud, who taught me chamber
music at the Paris Conservatoire and who, naturally, from the very beginning
directed me towards contemporary music, propelled me to Darmstadt, and opened
my eyes and, above all, ears…
Then there is, of course, contemporary chamber music – I have been really lucky
indeed to have worked with excellent colleagues in ensembles such as Arcema,
Quatuor Ulysse and Trio Salomé in Paris, Prague Modern in Prague, Plural
Ensemble in Madrid and Smash in Salamanca. With the latter, I performed,
among other things, a splendid version of Schönberg’s Pierrot Lunaire with Japanese
Bunraku puppets – regrettably, the show was so costly that it was only given three
times.
Another lovely experience was the recording of a CD dedicated to Scelsi’s music.
The clarinettist Carol Robinson invited me to work on this project of hers, together
with the oboist Cathy Milliken, for the New York label Mode, the CD titled
“Giacinto Scelsi: Music for High Winds”. Carol and I were preparing it for a year,
meeting up once a week or so. She helped me to enter into Scelsi’s universe, she
acquainted me with the people who had met him, I read his poetry… and when we
ﬁnally entered the studio, we recorded the Ko Lho for ﬂute and clarinet in one take.
I also enjoyed working with IRCAM, even though now and then I found
their approach overly scholastic, technical, technological. Then I participated
in the creation of the pedalophone, whose next generation is called Sampo – it is
an electronic “extension” for any instrument, which opens up new horizons
for the performer. Blending instruments with electronics or computers is truly
fascinating, especially when it comes to the instruments that are most akin to breath
or voice. After all, I already liked the combination of the ﬂute and organ.
You have also been an educator – first you taught at master classes, now you hold
a professorial post in China. What is your experience with the young generation
of flautists in Europe and Asia?
Just like everywhere else, there are a good many ﬂautists in Asia. I remember
when I played at a ﬂute festival in Japan. An hour prior to the start, I saw crowds
streaming in the direction of the concert hall – 99% of them were young girls with
an instrument case over their shoulders. A truly depressing sight. Undoubtedly,
many capable, extremely gifted persons can be found amidst such a throng. Yet
the danger of vast numbers rests in copying one another, with uniformity prevailing
over individuality. I strive to persuade my students, both in China and elsewhere,
that the point is not to play as quickly and loudly as possible, but to try to express
something. And I keep telling students all over the world: You must really love
music, otherwise don’t do it! A lot of work, little money – unless you love it, just
throw in the towel.
Unfortunately, students beyond Europe do have one great disadvantage. Before
I started to live and work in China, I did not fully realise how strong the relation
of western music with western culture is in the global sense. Just try to explain to
young, inexperienced people the diﬀerence between Couperin and Bach, when
they have never set foot in a Baroque church, when they do not know who Louis
XIV was, when they have never seen a play by Moliére, and may not even have
been at a theatre, when they have no idea what the Passion Play is, or even Easter
for that matter, and so on and so forth… Yet I also realised how little we haughty
Europeans know about a country as huge and culturally rich as China, apart from
a few unnecessary prejudices... But that would be a diﬀerent chapter.
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czech music | focus

by Lukáš M. Vytlačil

FROM VELVARY,
BOHEMIA,
TO THE COURT
IN VIENNA

Leopold Koželuh
mezzotint by William Ridley,
1797

The life
of the imperial Kapellmeister

Leopold Koželuh
and a new complete edition
of his keyboard sonatas

The second half of the 18th century
saw an unprecedented boom of Czech
music. Its breeding ground was
Classicism, which together with folk
melodies gave rise to an enormous
amount of superlative musicians.
As it was difﬁcult to ﬁnd good jobs
in their native land, many of them
left to seek their fortune elsewhere.
The situation at the time is to a certain
extent reﬂected in the term “Czech
musical emigration”. And we would be
hard pressed indeed to name a music
centre in Europe which, at least for
a short time, did not employ a musician
hailing from Bohemia or Moravia, with
Czech composers and instrumentalists
having served across the continent,
from London to St. Petersburg. Many
of them, however, did not move to distant lands, settling
instead in one of the countries reigned over by the House
of Habsburg. One such was Leopold Koželuh, who attained
in Vienna the highest position available for a musician at
the imperial court and ranked among the most respected
musical ﬁgures of the time.
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The early years
Koželuh was born on 26 June 1747 into the family
of Bartoloměj Antonín Koželuh in Velvary, near
Slaný, Central Bohemia. The small royal town was
located on a major trade route, leading from Prague
to Saxony and Upper Lusatia. Baptised as Jan
Antonín, from 1773 at the latest he used the name
Leopold, so as to distinguish himself from his elder
cousin Jan Evangelista Antonín Koželuh (1738–1814),
who was also a musician. He obtained his initial
musical training from Antonín Kubík in Velvary, and
subsequently attended a grammar school in Prague.
At the time, the Czech metropolis was a provincial
city within a multinational state, yet, particularly
owing to the Czech gentry, it enjoyed a thriving
cultural life. The standard of some of the Prague
church choirs was extraordinary while, at the same
time, the glory of late-Baroque aristocrat orchestras
was still ﬂickering. Bohemia had absorbed inﬂuences
from the Austrian lands and Italy, southern
Germany, as well as from neighbouring Protestant
Saxony and Silesia, which since the Seven Years’
War had belonged to Prussia, and the Prague
audiences could also see the performances given
by Italian opera companies, which operated
in the city in the 18th century. The young Koželuh
must have been enthralled by the Prague music
scene, and even though after graduating from
the grammar school he went on to study law at
a university, his aﬃnity to music did not cease. He
found two excellent teachers. The ﬁrst of them was
the aforementioned Jan Evangelista, his cousin, who
taught him the rudiments of the art of counterpoint
and composition of vocal works. The second was
one of Prague’s most distinguished musical ﬁgures,
the pianist, teacher and composer František Xaver
Dušek (1731–1799), who gave Leopold piano and
instrumental composition lessons. Both of his
teachers were active participants in cultural events.
Dušek and his wife, the excellent soprano Joseﬁna,
in particular, were friends with numerous musicians,
who, at a later juncture, also included Wolfgang
Amadeus Mozart (1756–1791). Jan Evangelista was
a respected musician too, and later on assumed
the post of Kapellmeister at Saint Vitus Cathedral
in Prague, the most signiﬁcant position a musician
could attain in Bohemia at the time.
Between 1771 and 1778, Koželuh’s ballets and
pantomimes were performed in Prague, and,
following their success, Koželuh decided to
terminate his studies of law and launch a career
as a professional musician. In 1778, he travelled to
Vienna, which would become his second home.

The cover of the fourth volume of Leopold Koželuh’s keyboard sonatas

A sought-after musician in Vienna
The Austrian Empire’s seat was one of the largest
cities in Europe, pulsating with a rich cultural
life. Artists were attracted to Vienna, seeking
opportunities not only given by the royal court, but
also a host of aristocrats, diplomats and clergy, whom
they viewed as potential generous patrons. Within
a very short time, Koželuh gained the reputation
of an outstanding pianist and composer, and he
was also sought after as a highly competent teacher.
Without question, he became one of the most noted
Czech musicians in Vienna. He drew attention to
himself with a cantata marking the death of Empress
Maria Theresa (1780), and his pupils included
Marie Louise, the daughter of the future Emperor
Franz II. Koželuh was doing so well that, in 1781,
he even turned down the post of court organist
in Salzburg, which was oﬀered to him by Archbishop
Hieronymus von Colloredo (1732–1812) following
Wolfgang Amadeus Mozart’s departure.
In 1784, he began issuing his own works and
in the next year founded his own music publishing
house, which, under the name Musikalisches Magazin,
was later on headed by his brother Antonín Tomáš
Koželuh (1752–1805). Leopold succeeded in adroitly
making use of the growing popularity of his pieces
and established business contacts with major
publishing houses throughout Europe (very well
documented is, for instance, his collaboration with
English publishers). Noteworthy too is that at
the same time he joined a Masonic lodge, at which
he associated with the crème de la crème of Viennese
society.
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The Prague Gate in Koželuh’s native town of Velvary,
on a coloured postcard

The Imperial City of Vienna

To mark the coronation of Emperor Leopold
II as King of Bohemia on 6 September 1791,
the Czech estates commissioned music from
the monarchy’s ﬁnest composers. The coronation
opera was written by Wolfgang Amadeus Mozart,
whose music was immensely popular in Prague,
while the festive cantata was created by Leopold
Koželuh, the most acclaimed Czech musician
in Vienna. The success of the cantata’s performance
earned Koželuh respect among the top court circles:
When the Emperor and Mozart died, the new
monarch, Franz II, oﬀered, despite a grudge on
the part of the court Kapellmeister Antonio Salieri
(1750–1825), the vacated posts of Kammer Kapellmeister
and Hofmusik Compositor to Koželuh. The high esteem
Koželuh enjoyed can be documented by the fact that
his annual salary was set at double that of Mozart’s.
Naturally, the new position he had acquired at
the court in Vienna further increased his prestige.
Koželuh made numerous arrangements of Scottish
songs, which in 1798 were published in London
under the title Original Scottish Airs, and, a few years
later, of Irish songs too. They became so popular
that he was asked to arrange Welsh songs, which
he undertook in tandem with Joseph Haydn (1732–
1809), and the outcome of their work was issued
in 1808. A decade later, on 7 May 1818, Koželuh died.
The glory of the family name, however, did not cease
and continued to be spread by his daughter Kateřina
(1785–1858), married name: Cibbini, who too lived
in Vienna and was a distinguished pianist and
keyboard music composer of the ﬁrst half of the 19th
century.
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An esteemed composer, forgotten music
During his lifetime, Leopold Koželuh’s music
was much favoured and highly praised. Even
with the critical distance of time, its qualities are
indisputable, although his pieces are scarcely
performed on concert stages nowadays. By no means
can he be deemed a composer who has deservedly
fallen into oblivion, and those who venture to go
beyond the tried-and-tested, common repertoire,
will discover fascinating works of the Czech
Classicist giant. Charles Burney brieﬂy characterised
Koželuh’s music as follows: “His style is more easy
than that of Emanuel Bach, Haydn or Mozart; it is
natural, graceful, ﬂowing, without imitating any
great model, as almost all his contemporaries have
done. His modulation is natural and pleasing, and
what critics of the old school would allow to be
warrantable. His rhythm is well phrased, his accents
well placed, and harmony pure.” Over the course
of time, however, Koželuh’s music began to be
overlooked, which resulted from the changing
style, as well as the simpliﬁed view of a number
of musicologists, who disregarded the ample legacy
of Classicism and almost exclusively focused on
the three major composers of that period: Haydn,
Mozart and Beethoven.
A proliﬁc composer, Koželuh mainly created
secular pieces, whose number is very high. As for
sacred music, merely known are his seven masses,
the oratorios Moisè in Egitto and La Giuditta, and a few
small-scale works. In his creation, he drew upon
three fundamental styles, which blended in time and
bear witness to his great invention. The majority

of his vocal pieces, particularly the songs and ariettas
dating from the 1780s, are written in the Viennese
Baroque galant style. His symphonies and
concertos, on the other hand, are fully anchored
in the traditional Viennese Classicism. The greatest
degree of Koželuh’s innovation is manifested in his
numerous keyboard sonatas and chamber works,
the bulk of which he wrote in the 1780s and 1790s and
whose lyricism and expressivity anticipated the later
idiom of Romanticism, which would be evolved
by Franz Schubert and Carl Maria von Weber, for
instance, and in some cases, the impassioned style,
typical of Ludwig van Beethoven.
This stylistic shift is also very perceptible
in Koželuh’s songs, which, particularly
the later ones, are indeed markedly reminiscent
of Schubert’s pieces. They are set to German,
Italian and French texts, while Koželuh’s ﬂexibility
when working with the language and literature is
also evidenced by his aforementioned extremely
successful arrangements of Scottish, Irish and
Welsh airs. Remarkable too are Koželuh’s keyboard
capriccios, which, owing to their possessing ample
harmony, colourfulness and singular sonic invention,
may be considered lyrical piano pieces, typical
of the ﬁrst Romantic composers at the beginning
of the 19th century.
Revived keyboard sonatas
As has been mentioned, Leopold Koželuh was
an excellent pianist, and he paid great attention
to music for keyboards. The autumn of 2015 saw
the completion of an extraordinary project that may
well serve as a new impulse for the modern-time
reception of Koželuh’s works. Within the Bärenreiter

Urtext series, the publisher Editio Bärenreiter Praha
has brought forth a four-volume complete edition
of Koželuh’s sonatas for keyboards. The title bears
the surname “Koželuch”, a variant the composer was
referred to in his time and how he also signed himself.
Musicians and researchers have thus been
provided with the very ﬁrst, and, what is more,
a critical, edition of any complete set of Leopold
Koželuh’s pieces. It is the fruit of the work of one
of the most competent editors of recent times,
a top-notch specialist in historically informed
performance, the pianist, conductor and musicologist
Christopher Hogwood. His keen interest in Czech
classical music is generally known, and precious few
ﬁgures of such calibre have carried out pioneering
work in this ﬁeld with such great engagement and
enthusiasm. Regrettably, Mr. Hogwood did not live
to see the fruit of his labours fully materialised, as he
died approximately one year before the ﬁnal volume
was published, on 24 September 2014.
The edition’s publishing was preceded by extensive
exploration of the sources, as some of the sonatas
were available in several prints or manuscripts.
Remarkable too is that for a long time it was not
clear how many of these pieces Koželuh actually
wrote. Nevertheless, owing to the research carried
out, the number of known keyboard sonatas, all
of them compiled in the edition, has been set at
50. The volumes are divided chronologically into
Sonatas 1–12 (Volume 1, BA 9511), 13–24 (Volume
2, BA 9512), 25–37 (Volume 3, BA 9513) and
38–50 (Volume 4, BA 9514). Each volume starts
with a foreword in English, Czech and German.
In addition to the historical facts and background,
and contemporary opinions of Koželuh and his

The old building
of Vienna’s Burgtheater
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The interior of the Burgtheater in Leopold Koželuh’s time

works, Hogwood provides very useful information
relating to the performance of the ornaments and
some of the articulation aspects, which may facilitate
musicians in the correct rendering of the pieces. For
the sake of better illustration, the model examples
that are analysed in the text are also presented
in the form of music extracts. In the preface,
the editor evidently brought to bear his profound
experience of musical practice and research alike.
The sonatas are represented in a very lucid notation.
The editor’s notes are marked with standard
symbols (dashed slurs, square brackets) and,
where appropriate, also expounded in the critical
commentaries. Perhaps the only rather unclear
thing is the use of parentheses with the staccatos
in bar 55 in the slow movement of the Cantabile
of Sonata No. 1 (Volume 1, page 9). It would seem
that the brackets should have been square, or
it may reﬂect one of the initially considered options
for marking the articulation, which is mentioned
in a single one of the several sources, as can be
judged on the basis of the information provided
in the footnotes. I have not, however, found this
model elsewhere, and in such cases Hogwood only
made do with the respective note in the critical
account, which is undoubtedly a better solution, also
with regard to the more lucid notation provided for
the performer, whose attention is not unnecessarily
ﬂooded with an overly great amount of notes
directly in the score. And it is also the one and only
place where I have found a notation symbol for
staccato. All the other editor’s notes are made by
means of wedges (“die Keile”), which in the period
materials were written with a vertical stroke above
a note. Modern-time transcriptions of the sonatas
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are accompanied by examples from the original
music prints and manuscripts, which were used
during the edition’s preparation. The facsimiles
do not only serve as an aesthetic supplement, they
also aﬀord the opportunity to see the form of these
materials, which, owing to the detailed legends are
well identiﬁable and even feature the editor’s speciﬁc
notes relating to the edition.
Each volume concludes with critical notes pertaining
to the respective sonatas (merely in English),
commenting on the corrections and the diﬀerences
between the individual sources. At the beginning,
there is a list of the respective sources, furnished
with a large bold letter, which in the following
notes represents and identiﬁes the speciﬁc print
or manuscript. On the other hand, the critical
commentary does not contain notes pertaining to
the articulation, which were added by the editor
in the music notation. Yet they are absolutely clear
within the musical context, and hence do not give
rise to questions that would require speciﬁc notes.
Christopher Hogwood’s four-volume complete
edition of Leopold Koželuh’s keyboard sonatas
is a vital and high-quality contribution to new
knowledge and reception of the oeuvre of one
of the major Czech composers of Viennese
Classicism. The edition is deﬁnitely worthy
of being paid attention to by musicologists and
performers alike, which in turn may stimulate
further research into and editing work on its other
parts. Koželuh’s compositions are gems that have
only remained known to a narrow circle of devoted
scholars. His songs in particular, no less notable than
the keyboard sonatas, certainly deserve the attention
and care that would open to them the door to being
re-included in the vocal repertoire.
Literature:
Fikrle, Rudolf: Jan Ev. Ant. Koželuh. Život, dílo
a osobnost svatovítského kapelníka, Prague, 1946
Hogwood, Christopher: Preface to: Koželuch,
Leopold: Complete Sonatas for Keyboard, Volumes
I–IV, Prague, 2011–2015
Koželuh Leopold [a dictionary entry],
Československý hudební slovník osob a institucí,
Volume I, Prague, 1963, p. 729
Mikuláš, Jiří: Koželuh, Leopold [a dictionary entry],
Die Musik in Geschichte und Gegenwart, Band 10,
Kassel, Weimar 2003, pp. 588–594
Poštolka, Milan: Koželuh, Leopold [a dictionary
entry], The New Grove Dictionary of Music and
Musicians, Volume 13, 2001, pp. 852–853
Poštolka, Milan: Leopold Koželuh, život a dílo,
Prague, 1964
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by Lenka Dohnalová

CULTIVATION
OF SENSITIVE EARS
IN THE VERY

YOUNGEST

An ever-growing number of specialists have been
arriving at the conclusion that in order to make
the “far-famed Czech musicality” sustainable it is
necessary to start educating children at a tender age
in a form whose conception is capable of enhancing
motivation, which is the precondition for their
being interested in further self-development, as well
as remembering that which they have learned.
Children’s spontaneous interest in any type of music
can be used as the ignition, while the training should
pass over not just knowledge but also practical
skills, satisfactorily manageable for the children
and mastered by the teachers themselves. The class
work should be linked up to in a manner that makes
sense for the pupils and gives them a certain feeling
of joy and animation, otherwise the individual
stimuli, albeit well implemented, can sink amid
the information noise, to which all of us are
exposed. Over the past few years, this has assumed
extraordinary signiﬁcance.
The Czech Republic has a good, ﬁnancially
accessible branched system of Primary Art Schools
(totalling approximately 500), with music education
also being part of the tuition at the primary and
secondary schools, yet the degree of creativity and
model variability is, with the exception of scarce
cases (including the Diﬀerent Hearing project)1, often

insuﬃcient, as is the cohesion of the individual
activities.
This experience also gave rise to the idea of the Czech
Ear project, which was launched with the pilot
edition within the Year of Czech Music 2014 (www.
yearofczechmusic.cz). Another source of inspiration
for the project was, as the seminars held by
the Czech Music Council (for instance, We Play with
Music, We Play with Sounds) have revealed, that
only some of the music teachers are able to identify
the sources of various, even simple, sounds, their
qualities, or, without assistance, to make sounds on
various objects on the basis of elementary knowledge
of acoustics. I do not understand this ability
as a marginal skill, supplementing academic musical
training. I rather deem it to be its anthropological
foundation.
Such a deﬁcit rests within the wider context and
is caused by the preference given to the visual
in the current culture, notwithstanding that taking
one’s bearings amid sounds or the ability to
distinguish the emotional background to intonation
of speech plays a vital role in our lives. We can hear
sounds prior to being born, they provide us with
360-degree orientation in space, warn us of danger
from a distance greater than the vision reaches,
while the intonation expressed by human speech

1
Inspired by the British-German Response and Austria’s Klangnetze, the project was launched
jointly by Palacký University in Olomouc and the Janáček Academy of Music and Performing Arts
in Brno in 2001 (by the composers and educators Vít Zouhar and Ivo Medek). It aims to develop
musicality by means of improvisation, playing with the sounds of common everyday items.
For more information, see: slysetjinak.upol.cz
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has a direct lifelong impact on our psychophysical
condition and mood, and enhances our emotional
and social intelligence. Accordingly, it makes sense to
return to a more systematic and, concurrently, playful
form of developing the ability of children (and adults
too) to listen, even though (and precisely because)
advertising and media agents keep highlighting that
the contemporary listener is only able to maintain
audio attention for a very short time. And, of course,
another motivation is the endeavour to cultivate
a new audience for more challenging musical
utterances.
The Czech Ear project, which is now in its third year,
is based on a comprehensive approach. The ﬁrst
step entails cultivation of the ability to listen to
the sounds around us; the second aims to attain
the capacity to classify them by their character;
the third evolves the skill of recording and editing
the sounds; the fourth step leads the children,
guided by a tutor, to create a short composition
(as my colleague, the composer Juraj Ďuriš says,
a “bonsai”). The results are then presented at
the international sonic art Musica nova competition
(www.musicanova.seah.cz). This integrated
procedure serves to maintain motivation and rapidly
improve the performance.
The compositions may make use of natural
sounds collected in the ﬁeld, as well as existing
samples and audio libraries. Nonetheless,
without completing the ﬁrst step, i.e. acquiring
the ability to perceive real sounds in a musical
manner and process them, creativity is not
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engendered in the pupils as openly and rapidly
as desired.
The project is primarily focused on children aged
between approximately 10 and 18, non-professionals
and primary and secondary school pupils.
Accordingly, it does not concentrate on primary
art school and conservatory students. It is based
on the knowledge that the taste of the youngest
children and pupils is largely formed by the sound
of contemporary pop music and ﬁlm music, which
they mainly know from YouTube, yet the regular
tuition at schools does not take this phenomenon
into account. Schools are equipped with computers,
but they lack the linking-up special hardware and
software, as well as the so much needed know-how
of the teachers. In my opinion, it is necessary to pass
from satisfactory computer equipment at schools
and appropriation of the basic software to work
with specialist applications, which provide this type
of investment with a more profound sense, while, on
the other hand, it is entertaining and beneﬁcial for
the children. When the project was being conceived,
“creative partnership” appeared to be a suitable
model of implementation. The role of artistic
partner was assumed by the Institute for Modern
Music, which concurrently launched the Modern
Technology and Music educational project for
children aimed at computer-supported music
creation (presided over by the musician Jaroslav
Raušer). Another natural partner has become
the international Musica Nova sonic art competition,
whose conception includes seeking of talented

composers and new audiences alike. Following
through certain skills to a public presentation,
surpassing the common framework of a “concert
for parents”, is one of the eﬀective tools serving to
motivate the pupils, as I have learned in another pilot
scheme for working with children (the dance, artistic–
educational Špalíček project (spalicek.eu)).
Launched in 2014, the Czech Ear project is not
conﬁned to the outcomes of the courses organised
by the Institute for Modern Music, which
in that year established a partnership with one
of Prague’s primary schools (Kořenského, Prague
5), to which it supplied some of the classroom
equipment. Other schools enrolled in the ﬁrst
edition, yet their achievements were not
as conﬁrmative. In principle, the project is open and
can be joined both by individuals and groups, and
in the future it will also be accessible to adults.
The course the project has taken to date has
revealed that the quality of the outputs is closely
linked to the proﬁle of the teachers, in the sense
that they themselves should be artistically gifted.
The model based on the creative partnership
between schools and artists has proved to be suitable
as, for the most part, it is not suﬃcient to rely on
the knowledge of ordinary graduates of education
faculties, who constitute the majority of music
educators at primary and secondary schools. Interest
in close collaboration in cultivating pedagogues
within the project has been shown by the Society
for Music Education in the Czech Republic.
Accordingly, in addition to publishing the appeal,
one of the forms of winning participants over
is direct presentations at schools, during which
the artists must prove their educational skills.

The interest in the functioning of studio technology
and music software has been keen and spontaneous
indeed. When it comes to the project’s practical
aspect, it is important to adhere to the proposed
recommended methodological guidelines. The initial
phase of attentive listening, in particular, can
break the stereotypes in children’s perception and
the habits on the part of the school teachers, whose
support is of vital signiﬁcance. The children have
participated in sonic strolls, within which, under
the guidance of their tutor, they have focused on
ambient sounds and their sources. Many of them
have for the very ﬁrst time come to perceive
the diversity and musical qualities of the “ordinary”
sounds and speech. Yet, so as to achieve a ﬁrm
anchoring of the eﬀect, it is advisable that the sonic
strolls, which today are being held by a number
of subjects (e.g. the Berg Orchestra), be linked up to
further steps.
The average age of the ﬁrst group in the classes held
by the partner – the Institute for Modern Music
– in 2014, was 10—11 years, with only two children
having been primary art school pupils and none
of the younger participants possessing experience
with sound editing. Hence, the children ﬁrst acquired
this skill, then made simple recordings, created sonic
loops and actual eﬀects. Most of them conﬁrmed that
they had found working with music software more
intriguing than playing their favourite computer
games. In 2014, the international jury at the Musica
Nova competition conferred awards on four audio
collages created by the pupils Joseﬁna Zachová,
Oliver Brown, Adam Uhrin and Jakub Sixta. That
year, interest in attending the training and joining
the Czech Ear project was expressed by other pupils
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from the town of Týnec nad Sázavou, some of whom
received prizes at the competition’s next edition.
In 2015, the courses were joined by children from
Prague 3 and 5, Týnec nad Sázavou and Liberec,
while some pupils worked on a distance-learning
basis. The results of their pursuits, assisted by
the tutors, were again evaluated by the Musica
Nova jury. The Czech Ear jury was presided
over by Peter Nelson, from the University
of Edinburgh. The competitors were divided into
two groups: children up to 14 and over 14 years
of age. The prize-winners in the ﬁrst group were
the 12-year-old Oliver Brown (from Prague, who
won for the second time), Matěj Kotulán (from
Týnec nad Sázavou), and Daniel Volf (from
Prague). The prizes in the second group went to
the 15-year-old Marek Suchan and the 16-year-old
Roman Horváth (both from Týnec nad Sázavou).2
Similarly to the previous year, the compositions
were presented, together with the Musica Nova
competition results, at a concert of prize-winners
held at the Alfred ve dvoře theatre in Prague,
which is highly motivational for the pupils, as their
works were performed along with pieces created by
the world’s leading sonic-art musicians.
The actual focus of the compositions is not
prescribed, it solely depends on the pupils’ choice,
with one of the goals being to bridge over the abyss
between popular and so-called art music. The project
participants are being conduced to comprehend
that creativity does not only draw upon imitation
and modiﬁcation of that which is popular, but
also on seeking new sonic sources, which give
rise to discovering new forms of expression, or at
least a marked revival of the deep-rooted patterns.
Of signiﬁcance too is for them to arrive at an
understanding of how a short form originates,
of how previously invisible poetry can be disclosed
in everyday life.
The Czech Ear project is continuing in 2016, with
support from the Arts Institute, the Czech Music
Council and OSA (the Copyright Protection
Association for Music Rights). As for the next year,
we have managed to ﬁnd a foreign collaborator
who pursues similar activities (Prof. Peter Stolery,
the University of Aberdeen), even though we are still
striving to obtain suﬃcient ﬁnance.
A pleasant surprise for both the tutors and the jury
is that the children and teenagers have proved to
be able within a very short time (30 hours or so) to
acquire the necessary technical skills and arrive at
2
The results and streaming audio:
ucho.sitespeciﬁcart.cz/projekt.2014
musicanova.seah.cz/cds/CeskeUcho2015/index.htm
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creative outputs. They take genuine delight in their
work’s evaluation, and they also look forward to
gaining experience abroad.
In formal terms, the courses entail the so much
proclaimed and required combination of cultivating
creative/artistic and technological skills, blending
logical work with enhancing sensorial attention and
emotional and social intelligence. In conclusion,
the project provides the necessary assessment and
social recognition by means of a public presentation
and international exchange. These are the beneﬁts
brought by projects of the Czech Ear variety.
It is also necessary, however, that the work be
reﬂected in social respect towards the eﬀorts
of the teachers, as well as in the setting up
of the current system of ﬁnancial support at
the national and international levels in such
a manner that this beneﬁcial activity need not be
enwrapped with other projects, which would in turn
serve to “attract” the necessary ﬁnance.
(For more information,
contact lenka.dohnalova@artsinstitute.cz)
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by Viktor Pantůček

SOCIALIST REALISM IN CZECHOSLOVAKIA?
PART 1
“It is difﬁcult to ignore how wide-spread is the belief that the really unsolved
and unsolvable problems can be solved by talking them over…”
Theodor W. Adorno

The term “socialist realism” aimed to
deﬁne the basic conceptual direction of art that
served to further the goals of socialism. Stated
as its main traits were communist values, art
the people could identify with, and a realistic
manner of depiction. The key requirement
was the communicativeness of art. Another
major principle was that a work of art should
reﬂect, in a speciﬁc manner, reality in its entire
historical-evolutionary social perspective, in line
with the materialist development of the social
order, that is, presenting the idea that the entire
humankind was moving towards the ﬁnal, ideal,
visionary communism. Furthermore, socialist
realism commanded that there be a dialectical
unity between the content and the form. A work,
socialist in terms of its content, should not merely
reﬂect the social outlook of the socialist man, it was
also expected to abet in the coming true of this
perspective by means of its comprehensible form,
as well as the whole spectrum of its functional
authority. The contribution of art to the process
of social transformation was deemed to prove its
desired verity. Promotion of the established system
of communist rule and assenting to its ideology
was the fundamental attribute of socialist realism.
The dogma of socialist realism was most vehemently
enforced in political terms and applied in art during
the time of the Stalinist dictatorship. The present
study seeks to pinpoint the discrepancy between
the oﬃcial communist artistic doctrine and its
fulﬁlment, or non-fulﬁlment, both when it comes
to the distribution among the musicians and
the society as a whole (as an analysis of the system
and organisation of musical life) and to the level

of ideology and aesthetics (the actual transmutation
of the artistic language) during the Stalinist era
(1948–1953). The text will exclusively aim to describe
the Czech milieu, and we will attempt to give an
account of the Czechoslovak (Czech) speciﬁcities
of the phenomenon of socialist realism.
For the most part, Czech music historiography
has approached socialist realism as a tool
of totalitarian dictatorship, as the idea that
everything must conform to the political centre. Yet
this methodological point of view does not make
it possible to explain a number of spontaneous
manifestations of individuals and groups, nor
the gradual transformation of the deﬁnition
of socialist realism itself. Revisionist or modernist
tendencies, which primarily aimed at a return to
comprehending society as an active protagonist
of the Stalinist dictatorship, allow for, to put
it simply, acknowledging the fact that the utopia
of the communist future did indeed play an
important role, helping one to live through acute
insuﬃciency owing to the belief in the chimera
of future wealth, which would be beneﬁcial for
everyone. This, however, undermines the very
concept of dictatorship. Consequently, the approach
to socialist realism may be based on understanding
it as a dominant discourse, which was co-created
and retroactively altered even by such groups
of protagonists as, in our case, composers and
performing musicians by embracing it, often
as the projection of their own strategies, interests
and ways of thinking. Stalinism and, accordingly,
its artistic projection, socialist realism, too did
not only lean on the state machinery, but also on
delicate mechanisms of power at the everyday level.
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To the Republic – six choruses for three children’s
voices by Miroslav Barvík (cover)

In addition to other factors, this power drew upon
a speciﬁc vocabulary, its adoption in everyday,
professional and artistic life, the appropriation
of “speaking Bolshevik”, as this very appropriation
held the system of controlling each other and
the constantly enforced conformity together.
Consequently, nebulous ideological platitudes
acquired diﬀerent content in diﬀerent connections.
The application of a speciﬁc language became a vital
means facilitating the fulﬁlment of the socialist
(communist) ideology. The enthroned phraseology
became part of the dominant discourse throughout
the period and in all the localities under Soviet
inﬂuence. The term “socialist realism” itself too grew
into an ideological platitude, whose actual content
was, with a varying degree of intensity, discussed up
until the revolution in 1989.
The term “socialist realism” began appearing
in the Czechoslovak press and periodicals in 1934,
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in relation to the First All-Union Congress of Soviet
Writers, held in Moscow from 19 August to 1
September 1934. Within the convention, Andrey
Alexandrovich Zhdanov, Maxim Gorky, Karl
Berngardovich Radek and Nikolay Ivanovich
Bukharin formulated the pivotal ideological
preconditions for artists, who were obliged to act
as the vanguard participating in meeting the set
plans, stressed the uniﬁcation of the methodological,
creative and organisational aspects of cultural work,
with the one and only possible future being a classless
society under the control of the communist party, and
hence optimism and strict obedience to the leaders
was required. Furthermore, the speakers highlighted,
for the sake of collectivism, the necessity to eliminate
the scope for individual creativity, and pointed out
that the main task of, and the sole method to be
applied in art was to make the Leninist-Stalinist
theory of depicting reality come to fruition.

When transposed into the cultural space
of Czechoslovakia, however, the clear-cut
heteroglossia linked with the absence of a model
text and historical causality opened up dangerous,
as well as tempting, possibilities for personal tactics
and interpretations. A heated debate got under way
primarily in relation to the issues of approaching
individual freedom and the consequent formalisation
of the resultant work of art. The advocates
of Surrealism, primarily Karel Teige and Vítězslav
Nezval, perceived such an optimistic vision
in a rather avant-garde manner, whereas the Marxists,
represented by Bedřich Václavek and Arnošt
Kolman, were markedly drawn towards the future
directive conception. The term “socialist realism”
did not occur overly frequently in Czechoslovak
music magazines, yet, mainly in 1936 and 1937, they
did publish plenty of texts calling for music to
be intelligible, close to the people, and engaged,
in light of the pan-European polemics pertaining to
the crisis of contemporary music, which had drifted
away from ordinary audiences. The discussion about
music’s functional submission, which many a time
led to directive formulations stressing that composers
had to conform to the taste of the majority, was also
the subject of a number of articles written by Czech
composers and theorists, published in the monthly
Tempo and dedicated to radio broadcast.
The consumerist apprehension of culture thus
opened up the space for spontaneous acceptance
of the vision of the optimistic, comprehensible and
people’s “socialist realism” by the general public and
professionals alike.
Texts glorifying the music and musical culture
of the Soviet Union and its leader, Stalin
– in addition to an unscrupulous critique
of quarter-tone music, atonality and “elitist
modernism” – together with demonstratively and
manipulatively formulated opinions stressing
the necessity of accommodating to popular taste
– led a number of artists to apply theses and trot
out platitudes akin to the directive formulations
of Zhdanovism. Prior to the outbreak of World War
II, however, the term socialist realism, until that
time primarily used in reference to literature and
the visual arts, had virtually ceased to be used
in Czechoslovakia. A new wave of interest, this time
also markedly linked with music, only occurred
upon the announcement in 1947 of the so-called
two-year plan of the National Front (a conglomerate
of Czechoslovak leftist political parties, established
in 1945, in which the Communists had the dominant
inﬂuence). Yet even in this period, one already
characterised by far more curtailed political
freedom, the two-year “building-up” plan did
allow for considerably diﬀering interpretations

of the future direction of the cultural policy and
the comprehension of artistic creation as such.
Paradoxically, the very same phrases could serve
both the supporters of the Communist Party,
hopeful for artistic progression, and the adversaries
from among the political opposition. The term
socialist realism with regard to music would only
acquire a deﬁnitive formulation on 10 February 1948,
within the resolution of the Central Committee
of the All-Union Communist Party (Bolsheviks)
on Vano Muradeli’s opera The Great Friendship,
drawn up by A. A. Zhdanov. The “Zhdanov
Doctrine” served as the basis for the directives
issued by the ideological centre, yet it only became
a functioning ideology upon its being reﬂected
in music and theory. At ﬁrst, merely the music critics
responded, exerting pressure on creators, only then
did the respective “musicological” books begin
appearing. Subsequently, the Zhdanov Doctrine
was most thoroughly applied in Viktor Markovich
Gorodinsky’s pamphlet The Music of Spiritual Poverty
and in Grigory Mikhailovich Shneyerson’s Music
Serving Reaction, both of which were published
in Czech translations in the early 1950s. A relentless
and vulgar castigation, bringing to bear
argumentation borrowed from Zhdanov’s decree
(hollow jazz, hollow bourgeois and imperialist
culture, decadent and emasculated aesthetes,
the troubadour of ﬁlthy vulgarity Huxley, the arch
reactionary and obscurant Stravinsky, the active
servant of obscurant Catholicism Messiaen, and
the like) aimed to create space for advocating
a stylistic traditionalism, an attachment to naively
and ad hoc updated patterns of the 19th-century
musical idiom, giving preference to monumental and
“communicatory” genres (the cantata, programme
music, opera, ballet, mass song), highlighting
the functionality, even servitude to the socialist
ideology, calculated employment of the genre
stereotypes of the workers’, mass and folk song, and
the traditional types of dance music.
In post-war Czechoslovakia, an internationally
reﬂected role in formulating the doctrine of socialist
realism was played by the Proclamation of the 2nd
International Congress of Composers and
Music Critics, adopted in May 1948, also known
as the Prague Manifesto (see CMQ 2007/2), which
above all called for renouncing the tendencies
of “extreme subjectivism”, as that was seen
as the only way to attain that “music becomes
an expression of the new great and progressive
ideas and feelings of the wide mass of people, and
everything that is progressive at the present time”.
The Proclamation’s international nature (with one
of the requirements being internationalism itself)
drew upon the Marxist concept of the ultimate
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victory of the proletariat, the social class who would
dismantle capitalism and demolish imperialism, and,
by means of a global revolution, attain a classless
society, one based on self-government of the people
(socialism, communism). This notion, however,
was from the very beginning unhinged by bold
nationalism, with the leading role in the development
of society, culture and art being assigned – ﬁrst
by Vladimir Ilyich Lenin and subsequently, and
most signiﬁcantly, by Josip Vissarionovich Stalin
– to the Soviet Union, namely, the All-Union
Communist Party. The strategy of the international
socialist realism, bearing on national grounds, was
transformed into the Czechoslovak musical culture
particularly through Antonín Sychra’s text The party
music critic – the co-creator of the new music, and Miroslav
Barvík’s essay Composers go with the people.
What, then, was socialist realism? Was
it a totalitarian doctrine, a modernistic experiment,
or was it an ideology encompassing a largely
participative dimension, as it not only demarcated
the limits for people (banned, commanded), but also
aﬀorded new possibilities (enabled, capacitated)?
Or was it a mere tool of propaganda? And what
was it from the viewpoint of art, and even from
the viewpoint of aesthetics?
It would seem that a more circumstantial scrutiny
outlines various conceptions, and various phases
of conception, of the term, which makes it possible
to regard socialist realism as a style, as a method,
or as a mandatory organisation of art during
the Stalinist era. In its time, socialist realism was
not understood outright as a denomination of style
(the idea of systemic formation of style itself is
actually nonsensical, as the style comes into being
retroactively, and canonical and model works
are only constructed with a time distance), yet
the actual endeavour to create a norm, to design
a style is inherent to dictatorships. The notion
of a command economy, based on ﬁve-year
plans, regulating the industrial production and
the resulting consumption, was also analogically
applied to art. The framework ﬁve-year creative
plan, announced in Czechoslovakia in 1948, served
to conﬁrm the systemic political endeavours to
build up a universal artistic style. Nonetheless, its
real form was rather implied by ambiguous phrases,
which de facto did not necessarily have to have
anything in common with music, while the plan
mainly deﬁned that which was not socialist realism
(the proclaimed deﬁciency of the previous styles,
bourgeois culture) and those who did not pursue
socialist realism (the modernists, the formalists,
the individualists, the cosmopolitans, etc.).
Within the period context of the Czechoslovak Socialist Republic, markedly present was the pragmatic

approach in the form of a comfortable vegetating
in the status quo, founded on the national conception of artistic production and convinced of the clear
gravitation of national music towards a characteristic
national style, the one and only ideal of the future
culture. Czech musicologists have always paid
extraordinary attention to formulating the idea
of the national style. From the second half of the 19th
century, debates had been conducted as to whose
“Czechness”, that of Bedřich Smetana or Antonín
Dvořák, and their followers and epigones, was better. After 1918, in the wake of the establishment
of the Czechoslovak Republic, Leoš Janáček’s regionalism was played oﬀ against the “oﬃcial”
composers, connected with the National Theatre
in Prague. For some, Alois Hába’s quarter-tone music was too German, too naturalistic, while others
deemed it overly leftist and avant-garde, and agreement was not reached as to whether it suﬃciently fell
within the “Czechness” context. Vladimír Helfert,
who was the only musicologist in Czechoslovakia
to pose, in 1938, the question of periodising the history of music, thus referred to the conception based
on the evolution of “musical thinking and musical
imagination”, yet actually advocated the contemporary avant-garde, convinced that it would establish
itself as the style of the future. The style-forming
idea of the “socialist realism” conception thus fell
on fertile, pre-prepared ground. Causal constructions of the history of music on the basis of canonical works also served as the starting point for
the retroactively structured engaged history of music
in the 1950s. In his 1951 proposal pertaining to the periodisation of the history of music for the purpose
of teaching it at conservatories, Miroslav Barvík no
longer construed socialist realism as merely an artistic style, considering it to be an actual way of life too.
This was connected with the essential thesis of historical materialism, pertaining to the development
of the social order: capitalism will be followed by socialism, which in turn will give way to communism.
Accordingly, socialist realism was to become the only
possible way of life of the future communist society.
The certainty of the perfection to come allowed for
the inspiring, as well as requiring, of optimism, conﬁrming the infallibility of the Communist Party and
the resultant exigency of supporting the party and
straightforward populism. The absence of model
compositions then gave rise to an unprecedented
potential for “naming” the enemies – who is not with
us (including those simply unaware of it) is against
us – and the scope for propaganda. Totalitarian
marketing excluded in advance any, even potential,
competition.
From the contemporary point of view, however, we
can deem such comprehensive attempts at building
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up a style to have been an unprecedented societal,
social and artistic experiment. Between 1949 and
1951, ﬂedgling composers radically spurned the past,
particularly the music created between the two wars.
They perceived socialist realism as an experiment
allowing for establishing an ideal culture within
an ideal society. As regards the past, they merely
tolerated the style that would permit them to meet
the requirement for comprehensibility, aﬃnity
to the people and party spirit. The tendencies
towards the active, wilful conceiving of a style
in Czechoslovak music was manifested the most
robustly in the endeavour for creating a new type
of song – the form of a pseudo-sophisticated
folk song, hit or popular song, to socialist or
country-building themes. At the end of the 1940s
and in the early 1950s, this objective was dealt with at
numerous training courses, which were intended not
only for young composers and other musicians, but
also for band-masters of jazz orchestras and popular
ensembles, who had been active back in the interwar
period. These seminars focused on ideological issues
(the signiﬁcance of the Great October Socialist
Revolution, the position of the Communist Party
of Czechoslovakia, the leading role played by
the USSR), as well as matters of style, including,
for instance, the application of syncopation,
harmonisation, orchestration, and the like.
Nevertheless, upon the launch of the political
show trials at the end of 1951, whose main goal
was to seek the enemy within, this progressive
(understood in terms of ideology, not composition)
line of socialist creation ended – no longer
seeking the “speciﬁcally Czech way to socialism”,
but consistent Sovietisation. After the fashion
of the Soviet Union, radical expressions
of revolutionary ideas started to be branded
as deviant (leftist deviant), both when it comes to
politics and art. The musical culture exclusively
aimed at the entirely safe (pseudo-)historicism.
If, at this juncture, we are to approach socialist
realism as a creative method (“how to compose”),
phrases and ideological platitudes were more
frequently present than genuine instructions.
The endeavours for formulating a “compositional
manual” only appeared retroactively –
in Czechoslovakia after 1956. Such guidelines were
presented by, among others, Jaroslav Jiránek, who
accommodated for the Czech milieu the Soviet
composer and musicologist Boris Vladimirovich
Asafyev’s concept of the intonation theory,
which he, however, pragmatically engrafted on
semiotics deformed by Marxist thinking. In reality,
the compositional method of socialist realism was
never applied to actual music creation, yet solely
to criticism, or “self-criticism”. At the most general

level, it is evidently only possible to construe
socialist realism as a term that characterised
and limited artistic creation during the era
of Stalinism, overlapping into the entire period
of Czechoslovakia’s submission to the Soviet
Union’s inﬂuence.

Socialist realism as a strategy
The Communist coup on 25 February 1948 brought
to the Czechoslovak society a radical transformation,
which to a signiﬁcant degree was also reﬂected in its
culture and art. Art was assigned the role of an
ideological instrument, serving to nurture a new,
socialist, human, living in the utopia of a classless
society under the banner of Stalin’s Soviet Union.
With the aim to remodel the existing political, social,
cultural and artistic organisations, so-called action
committees were founded within these organisations.
They took the form of working groups made up
of selected and vetted, ideologically reliable persons,
most of them active members of the Communist
Party of Czechoslovakia. Upon the appeal
of the then Prime Minister, Klement Gottwald,
the country’s future ﬁrst workers’ president,
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published on 20 February 1948, the National
Front action committees sprang up in the majority
of workplaces throughout Czechoslovakia.
The central action committee was directly controlled
by the central bureau of the Communist Party,
while other action committees were managed by
the regional and district committees, which too were
overseen by the Communists. Consequently, on
the one hand, the leaders of the Communist Party
could present the February coup as a logical outcome
of the political and economic development that had
commenced after the end of World War II, as it at
least maintained the false continuity of the National
Front (which was a pertinent argument against
the possible opponents), while on the other hand,
and most importantly, they established an eﬃcient
structure for power distribution. The gearing lever
of the system aimed at controlling culture was to
become a voluntary organisation, associating Czech
and Slovak composers, musicologists and critics,
as well as music performers themselves.
On 22 February 1946, the Syndicate of Czech
Composers was founded in Prague, an organisation
that took part in the First International Congress
of Composers and Music Critics, held within
the ﬁrst edition of the Prague Spring festival,
in 1947. On 15 October 1948, the Syndicate began
publishing the magazine Hudební rozhledy
(Musical Outlooks), which virtually up until
1989 served as a platform for the oﬃcial cultural
policy relating to the sphere of music. The Second
International Congress of Composers and Music
Critics, held in Prague from 20 to 29 May 1948,
elected the steering committee of the International
Society of Progressive Composers and Musicologists,
which actually manifested the organisation’s being
directly inﬂuenced by the new political situation.
The application of the ideological guidelines
adopted at the Second Congress was dealt with
at the First Working Congress of Composers and
Musicologists of Czechoslovakia, which took place
from 26 to 28 October 1948 in Prague and at which
the previously separately acting syndicates of Czech
and Slovak composers got together. The sessions
culminated at the joint meeting of the two syndicates,
in December 1948 in Prague, whose participants
announced a framework ﬁve-year creative plan.
Prior to the February 1948 coup, the most powerful
organisation associating professional musicians
in Moravia was the Club of Moravian Composers.
On 26 March 1948, its chairman, Osvald Chlubna,
received a letter from the Central Action Committee
of the National Front, emphatically recommending
that the Club of Moravian Composers merge with
the Syndicate. On 15 February 1949, the Club
of Moravian Composers was deleted from the register

of societies. Similar was the fate of the majority
of other music societies.
Prior to February 1948, the Syndicate of Czech
Composers was a professional society (as was
the Syndicate of Slovak Composers), which mainly
pursued supporting, organisational and cultural
activities. Yet following the Communist take-over,
it too named an action committee, whose members
were the major ﬁgures of the post-February
development of Czech culture. Similarly to
the action committees of a number of other culture
organisations, the action committee of the Syndicate
demonstratively endorsed the proclamation
“Forward, not a step back” (calling on the action
committees within the National Front to disclose
each and every manifestation of reaction and
opposition, and engage in the building of socialism),
published in the daily press on 25 February 1948,
and took up the path to the creation of socialism and
implementation of socialist realism. In April 1948,
the Congress of Socialist Culture was convened,
with its major purpose being “to unite all right-minded
creative forces within culture around the Communist Party, with
the aim to pursue a joint task – to build socialism in our country”.
The period between 1949 and 1953 was deﬁned
in terms of seeking out and expelling enemies
(until 1951, primarily those without). When it comes
to music in particular, it concerned a rejection
of cosmopolitanism, formalism, naturalism,
pessimism, and other manifestations of the “decadent
bourgeois and imperialistic culture”. The year 1951
marked the beginning of pinpointing the enemies
within, whose attributes were “leftist deviations”,
such as “Trotskyism”, as well as, speciﬁcally for
the Czech environment, “Slánskyism” (Rudolf
Slánský was a Czechoslovak communist politician,
a long-standing member and General Secretary
of the Central Committee of the Communist
Party of Czechoslovakia, who was sentenced to
death at a show trial and executed on 3 December
1952). This terminology was proﬁciently made use
of for the purposes of defamation and subsequent
elimination of inconvenient persons.
It was the action committees themselves who
became a tool of the ﬁrst wave of purges, or, to
use the contemporary parlance, “the separation
of the wheat from the chaﬀ”, which at the Syndicate
of Czech Composers evinced itself in the form
of permanent or temporary disaﬃliation of its
members. This resulted in the edging out
of the respective persons from cultural life, which
many a time meant cutting them oﬀ from the main
or the only source of income. One of the Brno-based
musicians, Vilém Petrželka, was dismissed
from the Syndicate for 20 months. Beﬁtting
functionaries served, or were supposed to serve,
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as objects or subjects for enforcing the Communist
Party’s ideological conception. In this connection,
it should be pointed out that the single vision, faith
and the one and only goal the Communist Party
strove to attain was communism, an unlimited
“people’s democracy”. In April 1948, it was still
envisaged that the Syndicate of Czech Composers
would become the only, the supreme, organisation
associating music creators, which would thus
protect the interests of all regional artistic groups
in all respects. The word “syndicate”, however,
overly evoked the era of the ﬁrst Czechoslovak
Republic; hence, the organisation was renamed
and transformed into the Union of Czechoslovak
Composers, in line with the Union of Soviet
Composers. The transformation commenced at
the beginning of 1949, and was rounded oﬀ at
the Union’s constitutive meeting on 14 and 15 May
1949 in Prague, when the two separate Czech and
Slovak syndicates, as well as a number of other
societies, were abolished for good and were
swallowed by a monstrous, monopolist organisation.
The supreme authority of the Union of Czechoslovak
Composers was the general congress, which was
scheduled to convene once in three years and be
attended by all the members (not candidates for
membership). The congress elected the members
of the Union’s central committee and auditing
commission. The central committee was made
up of a chairperson, 30 members and nine
substitutes, with one third of them being from
Slovakia. The central committee elected from
among themselves the presidium, which consisted
of the chair, the ﬁrst deputy chair, who had to be
the chair of the Union of Slovak Composers, and
the second deputy chair, elected from the ranks
of the Czech members and another 9 members,
of whom at least three had to be from Slovakia.
Subsequently, the presidium elected from among
its members a bureau, made up of three or four
members, whose task was to assist the chair
in managing the Union’s everyday work. In 1949,
branches of the Union of Czechoslovak Composers
were permitted to be established in the regions that
possessed at least 20 members of the Union, yet
from the very beginning it was counted with a lower
number of branches that should represent several
regions. One by one, branches came into being that
covered the administrative units made up of several
regions (Brno, Ostrava, Košice, etc.). “Regional
representatives” were appointed for the regions that
did not have their own branches. In addition to its
own structure, the Union also administered a network
of “music patronages”, which in 1949 were deﬁnitively
distributed into individual districts (district towns).
On the one hand, the “music patronages” were

to “ascertain that which the people need from
their art and accommodate their creations to these
expectations”, on the other hand, following every
visit to the assigned district, they had to present
a detailed report to the respective Union branch.
The Union’s thoroughly elaborate organisational
structure served as one of the main tools for
propagation of the Communist ideology and power.
The Union of Czechoslovak Composers thus became
the driving force for implementing the oﬃcial Stalinist
culture policy in the sphere of music. A centralised
and strictly hierarchal organisation, its executive
bodies were similar to those of the Communist Party
itself, in essence directly subordinate to the individual
party authorities. The Union drew up framework
plans for composers and musicologists, took decisions
as to which new works would be performed, attended
to the ideological purity of concert programmes, and
made sure that the musical life in the country was
in compliance with the overall political conception
of the Communist Party of Czechoslovakia.
Furthermore, the Union collaborated with music
schools, organised political and specialist training for
its members, provided translations of Soviet articles,
published the music monthly Hudební rozhledy,
and mediated (and controlled) the co-operation
between its member organisations and other subjects.
It materially secured its members and membership
candidates by means of granting scholarships, paid
the costs for the copying of music scores, suggested
new compositions to be included in the programmes
of radio stations, orchestras, ensembles and other
music institutions, issued music materials, held
music competitions, and commissioned music to
mark a variety of anniversaries and celebrations.
The Union also held its own concerts. From 1948 to
1954, it organised public “club evenings”, which were
afterwards replaced by “music Wednesdays”, featuring
contemporary Czech, Slovak and international
works. Moreover, it held regional and national
“festivals of composers”, and concerts also formed
a part of the Union’s opulent plenary sessions.
Alongside the Prague Spring International Music
Festival of Progressive Artists, they were the most
grandiose music events in Czechoslovakia. Yet
the Union’s major task was to “unite all progressive
elements in music”. Membership of the Union was
proclaimed as “voluntary”, but it was in actual fact
a strictly select organisation, with the top ranks
being exclusively assigned to politically reliable
persons. Hence, the main tribunes of the socialist
realism ideology were in eﬀect the members
of the headquarters in Prague, mostly members
of the presidium of the Union of Czechoslovak
Composers, or even the members of the Central
Committee of the Communist Party: the music
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historian, critic and political commissioner Zdeněk
Nejedlý, the music theoretician and aesthetician
Antonín Sychra, the musicologist, critic and educator
Jaroslav Jiránek, the journalist and editor-in-chief
of the magazine Hudební rozhledy Bohumil Karásek,
the composer, writer and Union functionary Miroslav
Barvík, the musicologist Ivan Vojtěch, as well
as the composers Josef Stanislav, Václav Dobiáš, Jan
Seidl, Jaroslav Tomášek, and others.
The members of the Union of Czechoslovak
Composers were obliged to actively participate
in its activities. Most of them held posts on creative
committees, in one of the working sections or
collectives, or were engaged in the operation
of the so-called clubs. The Union members had to
present plans, mainly in connection with all kinds
of anniversaries, in which they pledged to create
a speciﬁc work or works. They had to submit their
creations to reading and assessment, accept criticism
and expose themselves to “self-criticism”, and were
constantly invited to take an active part in debates.
In return, they received salaries for some of their
functions, were remunerated for commissioned or
accepted works (without their necessarily having to
be published or performed), and they were provided
with conditions that served to facilitate their work.

The members of the artistic associations also received
a number of beneﬁts beyond the organisation
itself. Last but not least, the members of the Union
enjoyed social prestige.
Yet the Union of Czechoslovak Composers was
not just a tool serving to distribute the central
totalitarian power, it also constituted a milieu
in which the phenomenon of self-ideologisation,
even “self-Sovietisation”, thrived at the individual
level. A signiﬁcant role was thus not only played
by the pressure from above, but also one’s own
decisions, taken with regard to various reasons.
Consequently, in the case of some of the music
creators in Czechoslovakia we can observe
swings (totally incomprehensible when viewed
retrospectively) both when it comes to ideology
and, most markedly, composition. A prime
example in many respects is the transformation
of the work of Václav Dobiáš, a gifted pupil of Alois
Hába, initially a proponent of quarter-tone music
and the progressive avant-garde, who would
ultimately become the creator of the ﬂagship
musical piece of socialist realism, the cantata Build
Your Country, Strengthen Peace, and go on to assume
the chairmanship of the Union of Czechoslovak
Composers.
To be continued in the next issue
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In the spring, there is no contemporary music festival in the Czech Republic that would present new
works on a signiﬁcant scale. Consequently, audiences have to make do with individual music events
within festivals and concert seasons of those Czech orchestras and ensembles which focus primarily
on the standard Classicist-Romantic repertoire. Upon closer inspection, it is, however, evident that
compared to the music dating from the 18th and 19th centuries in particular new compositions are
featured at concerts rather sporadically and within compromised programmes. Large orchestras
especially tend to avoid performing innovatory and experimental pieces, clearly giving preference to
recent works that have the potential to easily and rapidly address those listeners who have yet to get
used to the language of modern music. This can be attained by selecting pieces whose idiom is ﬁrmly
entrenched in the style of the past centuries (Miloš Bok’s Apocalypse on the Slopes of Kamenice,
premiered by the Czech Philharmonic), or works straddling the border between art and non-art music
(Jiří Pavlica’s Moravian Dances, performed by the Bohuslav Martinů Philharmonic Orchestra; Emil
Vilický’s jazz-inﬂuenced Clarinet Concerto in D major, premiered at the Pardubice Music Spring; and
Pavel Fischer’s Concerto for Violin and Orchestra, according to the composer, “formed by a variety
of non-classical genres, from folk music to jazz”, premiered by the South Bohemia Philharmonic);
or at least based on an attractive extra-musical theme (Jan Kučera’s Beer Oratorio).
On the other hand, it is pleasing that new music by Czech composers has been regularly
performed at festivals abroad. The most noteworthy spring premieres included that of Conséquences
particulièrement blanches ou noires by Ondřej Adámek, who lives in France. The concerto for
airmachine, an instrument devised by the composer himself, and an ensemble of 15 players drew
attention at the Biennale Musique en Scène in Lyon. Regularly performed abroad have also been works
by Martin Smolka, with the most remarkable recent event being the premiere of his piece Lay, wail, purr,
whirr, smooth, whoop, soothe (and this also is vanity) for violin and piano at the Acht Brücken festival
in Cologne.
When it comes to performances of Czech operas abroad, especially worthy of mention is
the ﬁrst-ever staging of Dvořák’s Rusalka in South Korea. The new production, made by the South
Korean National Opera, mainly aroused attention for its solely featuring local singers, which is
extraordinary indeed given the lack of qualiﬁed opera artists in the country. Another signiﬁcant Czech
music event was the recent premiere of a new adaptation of Bohuslav Martinů’s opera Juliette at
the Staatsoper in Berlin, starring the Czech mezzo-soprano Magdalena Kožená and the globally
celebrated tenor Rolando Villazón, conducted by the legendary Daniel Barenboim.

Y------

24

PHOTO: WERNER KMEITISCH

Bohuslav Martinů: The Greek Passion. Oper Graz, Austria

More information about these and the other events listed in the summary below can be found on
our blog, which since the beginning of the year has also been available in English. Visit
blog.musica.cz/en. We will be delighted to receive your tips and comments, so feel free to contact us
by emailing his.blog@musica.cz.
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5 March, Oper Graz, Graz, Austria. Bohuslav Martinů: The Greek Passion (premiere of a new
production). Following performances: March 9, 12, 17 and 23, April 3, 10, 15 and 22. Director:
Lorenzo Fiorini, conductor: Dirk Kaftan.
9 March, Moravian Gallery, Brno. Ondřej Štochl: YIN – Nostalgia and Hope (world premiere).
Brno Contemporary Orchestra, vibraphone: Martin Opršál, conductor: Pavel Šnajdr.
9, 10 and 11 March, Dvořák Hall, Rudolﬁnum, Prague. Miloš Bok: Apocalypse on the Slopes
of Kamenice – Part I (world premiere). Soprano: Liana Sass, mezzo-soprano: Jana Hrochová, tenor:
Miloslav Pelikán, bass: Jozef Benci, Prague Philharmonic Choir, Czech Philharmonic Children’s Choir,
Czech Philharmonic, conductor: Manfred Honeck.
10 March, Zlín Congress Centre, Zlín. Jiří Pavlica: Moravian Dances (world premiere). Bohuslav
Martinů Philharmonic Orchestra, conductor: Stanislav Vavřínek.
10 March, Musée des Conﬂuences, Lyon, France. Biennale Musique en Scène. Ondřej Adámek:
Conséquences particulièrement blanches ou noires – concerto (world premiere). Ensemble
Orchestral Contemporain, airmachine: Roméo Monteiro, conductor: Daniel Kawka.
12 March, Great Hall, Alte Oper, Frankfurt am Main, Germany. Fokus Sport. Martin Smolka:
Observing the Clouds (2003). Hr-Sinfonieorchester, conductor: Cristian Macelaru.
16 March, Suk Hall, Rudolﬁnum, Prague. Jiří Hlaváč: Ebony Suite (world premiere). Five Star Clarinet
Quartet.
22 March, Church of Saint Augustine, Brno. Easter Festival of Sacred Music. Pavel Zemek Novák:
Seven Last Words (world premiere). Ensemble Opera Diversa, conductor: Gabriela Tardonová.
26 March, Klosterkirche Speinshart, Speinshart, Germany. Screen Tearing – an art installation by Patrik
Hábl marking Lent and Easter. Michal Rataj: Missa Abstracta.
29 March, Théâtre de la Croix-Rousse, Lyon, France. Hans Krása: Brundibár (premiere of a new
production). Director: Jeanne Candel, conductor: Karine Locatelli.
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1 April, Museum Chrudim, Chrudim. Pardubice Music Spring International Festival. Emil Viklický:
Clarinet Concerto in D major (world premiere). Barocco sempre giovane, clarinet: Ludmila
Peterková.
7 April, Reduta, Olomouc. Ivo Medek: Alter-Ego. Concerto for bass clarinet, piano and orchestra
(world premiere). Bass clarinet: Gareth Davis, piano: Sára Medková, Moravian Philharmonic
Orchestra, conductor: Peter Vronský.
8 April, Salon Razumovsky, Vienna, Austria. Following performances: April 10, 12 and 14. Leoš
Janáček: The Diary of One Who Disappeared (premiere of the German version, performed as
a chamber opera). Director: Steven Whiting.
9 April, Teatro Real, Madrid, Spain. Following performances: April 10, 21 and 24. Hans Krása:
Brundibár (premiere of a new production). Director: Susana Gómez, conductor: Jordi Francés.
20 April, Dvořák Hall, Rudolﬁnum, Prague. Ondřej Kukal: Piano Trio (world premiere). Smetana Trio.
20 April, Mendelssohn-Saal, Gewandhaus zu Leipzig, Leipzig, Germany. Martin Smolka: Hats
in the Sky (2004), Oh, My Admired C minor (2002), Rubato (1995). Ensemble Avantgarde.
23 April, Saarländisches Staatstheater, Saarbrücken, Germany. Following performances: April 26
and 28, May 5, 14, 20 and 25, June 5 and 17, July 3, 6 and 10. Antonín Dvořák: Rusalka (premiere
of a new production). Director: David Hermann, conductor: Christopher Ward.
24 April, Oper Frankfurt, Frankfurt am Main, Germany. Following performances: April 30, May 7, 15,
22, 25 and 26, June 12. Leoš Janáček: The Cunning Little Vixen (premiere of a new production).
Director: Ute M. Engelhardt, conductor: Johannes Debus.
28 April, Seoul Arts Center, Seoul, South Korea. Following performances: April 29 and 30, May 1.
Antonín Dvořák: Rusalka (South Korean premiere). Director: Kim Hak-min, conductor: Chung
Chi-yong.
30 April, Theater Trier, Trier, Germany. Following performances: May 3, 6, 14, 20 and 22. Leoš
Janáček: The Excursions of Mr. Brouček (premiere of a new production). Director: Jasmina
Hadziahmetovic, conductor: Victor Puhl.
30 April, Theater für Niedersachsen, Hildesheim, Germany. Following performances: May 4 and 11,
June 4, 11 and 24. Bedřich Smetana: The Bartered Bride (premiere of a new production).
Director: Guillermo Amaya, conductor: Werner Seitzer.
2 May, Martinů Hall, Prague. Concert of music by the students of the Academy of Performing Arts
in Prague. Jan Ryant Dřízal: The Tree of Life; Jan Fila: Improperia for organ, bass, strings and
percussion; Daniel Chudovský: Mohenjo-daro and Harappa; Soňa Vetchá: A Dream (world
premieres). Pilsen Philharmonic Orchestra, conductor: Petr Louženský.
5—21 May, Bridgewater Hall, Manchester, UK. ‘Nature, Life and Love’ Dvořák Festival. Hallé
Orchestra, conductor: Sir Mark Elder.
9 May, Funkhaus Wallrafplatz, Cologne, Germany. Eight Bridges: Music for Cologne. Martin Smolka:
Lay, wail, purr, whirr, smooth, whoop, soothe (and this also is vanity) (world premiere).
Violin: Carolin Widmann, piano: Nicolas Hodges.
10 May, House of Music, Pardubice. Pardubice Music Spring International Festival. Jan Kučera: Beer
Oratorio (world premiere). Soprano: Barbora Řeřichová, bass-baritone: Jaroslav Patočka, narrator:
Miloslav Mejzlík, Czech Chamber Philharmonic Orchestra Pardubice, conductor: Jan Kučera.
21 May, Prague Conservatory Concert Hall, Prague. Prague Spring International Music Festival.
Miroslav Srnka: Escape Routines (European premiere). Fama Q, clarinet: Thomas Martin,
harp: Kateřina Englichová.
25 and 26 May, Saint Anna’s Church, České Budějovice. Pavel Fischer: Concerto for Violin and
Orchestra (world premiere). Violin: Helena Jiříkovská, South Bohemia Philharmonic,
conductor: Jan Talich.
28 May, Staatsoper im Schiller Theater, Berlin, Germany. Following performances: June 2, 5, 7, 10,
14 and 18. Bohuslav Martinů: Juliette (premiere of a new production). Director: Claus Guth,
conductor: Daniel Barenboim.
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by Petr Daněk, Petra Jakoubková

Music and musical culture
in the Czech lands during the reign
of Emperor Rudolf II
Rudolﬁne Prague Composers
Christophorus Harant Baro de Polzicz
et Bedzdruzicz et in Pecka, S. C. M.
Consiliarius et Cubicularius,
lover of the art of music (1564–1621)

(continued from the previous issue)

The final part of the series of essays
devoted to the fascinating and bountiful
musical culture that thrived in Bohemia
during the reign of Emperor Rudolf II
focuses on two composers who were
not employed at the court yet played
a significant role in the musical life
of Prague and Bohemia at the end
of the 16th century. The first of them
is the cultivated and learned aristocrat
Kryštof Harant of Polžice and Bezdružice,
who brought to bear his extraordinary
musical training, atypical for one of his
social class. The second is the composer
and musician Jacobus Handl Gallus,
who spent the twilight years of his life
in Prague and had printed there the bulk
of his extensive oeuvre. The third article
deals with a collection compiled by
Rudolfine musicians and dedicated to
the noted courtier Jacob Chimarrhaeus.

Petr Daněk

“Along with Your Grace’s myriad of activities, you have not
failed to pursue the art of literature, but also the art of music,
particularly vocal and instrumental. And that you are an
extraordinary lover of the art of music is evident from your
compositions, which are much favoured, not only with the imperial
orchestra here in Prague, but also at the courts of archdukes and
princes across the empire.” This high-ﬂown statement
was written in 1606 by the printer Jonatan Bohutský
in the foreword to the new edition of the Czech
version of Georg Lauterbeck’s popular political
handbook Regentenbuch, titled Politia Historica,
o Wrchnostech a Spráwcých Swětských, Knihy Patery, so as to
praise the breadth of interests and skills possessed
by Kryštof Harant, to whom the publication was
dedicated.
Qui vult venire post me
Kryštof Harant was an immensely intriguing ﬁgure
of the Rudolﬁne era of Czech history. Renowned
for the sheer variety of activities he pursued, he was
fascinating to the public owing to his turbulent
life, as well as its dramatic end, under the axe
of the notorious Prague executioner Jan Mydlář.
Harant was exceptional among his peers in Bohemia
as a true Renaissance uomo universale. Of a knightly
origin, in 1607, upon the recommendation of Emperor
Rudolf II, he was ennobled. Born in Klenová, near
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Missa quinis vocibus, super Dolorosi martir

A portrait of Kryštof Harant, made by Aegidius Sadeler, Prague, 1608

Klatovy, as a son of the governor of the Plzeň region
and associate justice Jiří Harant of Polžice, in 1576, at
the age of 12, he was employed as a page at the court
of Archduke Ferdinand of Tyrol in Innsbruck.
The experience and knowledge he gained while
serving there undoubtedly had an essential impact
on his personality. Harant was a polyglot, an
exceptionally educated and erudite man with an
active relation to the arts, a single-minded person
possessing a great physical form.
The most noteworthy events of his life include
ﬁghting in the war between the Habsburg Monarchy
and the Ottoman Empire at the beginning
of the 1590s; the pilgrimage to the Holy Land he
made in 1598; converging with Emperor Rudolf
II in Plzeň in 1599 and serving at his court
as a chamberlain from 1601; his being ennobled six
years later; the publication of a travel book in 1608;
his being a member of the Imperial Council under
Emperor Matthias; and a varied career as a military
commissioner, imperial councillor, president
of the Bohemian Chamber and supreme commander
of the artillery of Friedrich, King of Bohemia.

Kryštof Harant is also worthy of our attention owing
to his penchant for music, as indicated in the introductory quotation of Jonatan Bohutský, which he
manifested not only in the common liking for the art,
but also as a performer and composer. Regrettably,
only a few complete pieces of Harant’s have been
preserved up to the present day. The University
Library in Wroclaw maintains a convolute of manuscripts and prints, which includes the Missa quinis
vocibus, super Dolorosi martir, with its author being
named as one Christoph: Harantis, Baro: à Polschitz. Two
Harant motets were printed: the Qui conﬁdunt in Domino, for six voices, as a supplement to his travelogue,
and Maria Kron, for ﬁve voices, included in a collection of Marian compositions, published in 1604
in Dillingen. Other works of his – the wedding motet
Dejž tobě Pán Bůh štěstí (God Bless You), to Czech
lyrics, and the Latin motets Psallite Domino in cythara,
Dies est laetitiae and Qui vult venire – have only been preserved in the version for one voice, in a manuscript
of Prague provenience, which also contains unique
pieces by other Rudolﬁne composers (Philippe
de Monte, Charles Luython) and which today is
deposited at the Czech Museum of Music. His
complete works reveal Harant as a very competent,
skilful composer, who in every respect surpassed all
his Czech peers, and they meet the high standards
of Europe’s foremost late-Renaissance music creators. Although not a professional composer, Harant,
a “knowledgeable dilettante”, wrote some of the most
valuable Czech Renaissance pieces.
Maria Kron, die Engel schon thun dich gar
herrlich preisen
How, then, did it come to pass that Harant was able
to compose? The answer to this question should
be sought in the time of his adolescence, which he
spent in Innsbruck (he was there for eight years!).
While serving as a page, like the other teenagers,
he received a universal education, encompassing
the rudiments of literature and music. At the court
at Schloss Ambras, he had the opportunity to
encounter a number of outstanding musicians,
who worked for Archduke Ferdinand II
of Tyrol’s orchestra. The Hofkapelle was headed by
Wilhelm Bruneau, the post of preceptor was held
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by Gerard van Roo, and the boys were taught by
Alexander Utendal, who was succeeded by Jacobus
Regnart. The Ambras court, however, was also
visited by other artists, among them the Rudolﬁne
composers whom Harant would later on, in his
adulthood, get to know in Prague (Franz Sale,
Philipp Lang, Bonaventura Lefebure). There is
no doubt that the Ambras palace in Innsbruck,
aﬀording plenty of inspiration, served to bring
Harant’s innate talent out to the full.
Qui conﬁdunt in Domino, sicut mons Sion
In reference to 1608, Mikuláš Dačický of Heslov,
an attentive observer of society in Bohemia prior
to the Battle of White Mountain and the author
of engrossing memoirs, noted: “Mr. Kryštof Harant
published a book printed in Czech about his travels to the Holy
Land, which he inscribed and dedicated to His Grace Emperor
Rudolf.” That year, the Prague-based printing shop
owned by the heirs of Daniel Adam of Veleslavín
issued a travelogue that captured the attention
of the general public. It was written by Kryštof
Harant, who described in it his journey to Judea and
Egypt, made in 1598.
The travel book is divided into two parts, which
give a chronological account of that which Harant
and his companion, Heřman Černín of Chudenice,
experienced on their long journey, with the places
they had visited being described at relative
length. In the spirit of Renaissance humanism,
the text contains quotations of Ancient and
contemporary ﬁgures, which served to bear witness
to the author’s extensive knowledge and culture.
The narration is illustrated by wood-engravings,
created by Jan Willenberg according to
Harant’s drawings. The ﬁrst part provides an account
of the pilgrimage from Bohemia to Jerusalem,
which Harant and Černín started “on the morning
of Thursday, the 3rd day of April” in 1598. During
the initial section of the passage, from Bohemia to
Venice, made on horseback, they visited a number
of places in Bavaria, Austria and northern Italy.
In Venice, they boarded a ship, and sailed across
the Mediterranean, stopping in Crete and Cyprus.
On 31 August, “following some diﬃculties at sea”, they
reached the Holy Land, arriving in Jerusalem on
3 September. Led by sincere piety, they visited “all
the holy places, both in the city itself and in its environs, as far
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The title page of Kryštof Harant’s travel book Journey from Bohemia
to the Holy Land, published in 1608 by Daniel Adam of Veleslavín

as Jericho and the river Jordan”. In addition to describing
the holy sites, Harant, a true Renaissance Man, also
recounts entirely “secular” episodes, many of them
revealing his aﬀection for sports. One of the trips
to the Jordan is depicted as follows: “At the time we
were there, the water was low, yet it was still deep, as, after
swimming across it six times, when I dived in the middle I could
not reach the bottom.” The ﬁrst part concludes with
the composition Qui conﬁdunt in Domino, for six voices,
written by Harant in Jerusalem “to the text of Psalm 124,
which particularly clung to my mind at the time”.
The book’s second part gives a vivid account
of the journey to Egypt and “further on, to the desolate
Arabia … to the Mount of Sinai, Oreb and Saint Catherine.”
When returning from the mountain, Harant and
Černín found themselves in a life-threatening
situation, as they were assaulted by “eight strong
fellows with Arab spears, longbows and Turkish knives”. By
some miracle, they survived, even though they were
robbed of everything, left “without a ﬁbre on my body”,
as Harant recalled in the book. They returned to
Europe on a ship, which set sail from Alexandria on
12 November, and at the end of 1598 they arrived
in Venice.

Psalite domino in cythara et voce psalmi
Harant’s travel book is furnished with ample
illustrations, two of them truly exceptional. As has
been mentioned above, at the end of the ﬁrst part,
on pages 400–405, there is a print of the motet
Qui conﬁdunt in Domino, inspired by his stay
in Jerusalem. The book’s frontispiece features
a very good portrait, a copperplate, created by
the imperial engraver Aegidius Sadeler and showing
Harant at approximately the age of 40, stylised
as a soldier with a Spanish neckband and armature.
The perimeter of the portrait bears the inscription
CHRISTOPHORVS HARANT BARO DE
POLZICZ ET BEZDRUZICZ ET IN PECKA,
S. C. M. CONSILIARIUS ET CVBICVLARIVS.
Placed under the picture is Harant’s credo,
represented by a combination of Latin words and
music in a white mensural notation: Virtus ut sol
mi-cat (Virtue shines like the sun), with an added
denomination of the portrait’s creator: S.C.M. Sculptor
AEg. Sadeler ad vivum delineavit.
Sadeler’s picture served as the model for a number
of other images of Harant: the German edition

of his travelogue, published in 1678 in Nuremberg
by Moritz Endter, under the title Der Christliche
Ulysses, contains the original’s mirror copy, conceived
by Joachim von Sandrart d. Ä., who in 1615 was
Sadeler’s pupil in Prague. In the 1770s, Jan Jiří
Balzer created a portrait of Harant for František
Martin Pelcl’s noted publication Abbildungen böhmischer
und mährischer Gelehrten und Künstler, presenting
major Czech historical ﬁgures. In the 19th century,
a singular portrait of Harant was supplied by Karel
Rybička for a re-edition of the Journey from Bohemia to
the Holy Land, prepared for printing in 1854 by Karel
Jaromír Erben.
Dies est laetitiae in ortu regali
Throughout his adult life, Harant evaluated
the stimuli he received at the time of his
adolescence, spent at the court of his art-loving
master Ferdinand II of Tyrol in Innsbruck. He was
linked with the House of Habsburg in several other
ways too. In the 1790s, just after his return from
the Holy Land, Harant won the favour of Emperor
Rudolf II and was appointed chamberlain at

Kryštof Harant's motet
Qui conﬁdunt in Domino
from his travel book.
Prague, 1608
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An autograph of Kryštof Harant’s piece
Dejž tobě Pán Bůh štěstí (God Bless You)

Jacobus Handl Gallus vocatus,
Carniolus, cantor, musicus egregius
et praestantissimus
(3 July 1550 – 18 July 1591, Prague)

his court in Prague. Following Rudolf’s death,
and the imperial seat’s relocation to Vienna, he
was assigned with occasional tasks. In 1615, on
the Emperor’s behalf, he made a trip to Spain on
a diplomatic mission, so as to hand over the Order
of the Golden Fleece, which was held by Rudolf
(he did not give a written account of this journey).
Nevertheless, in the years to come, fate would
have it that Harant would join the forces adversary
to the Habsburgs: no later than in April 1619, he
converted to Protestantism and fought on the side
of the Bohemian Estates against the Catholics.
After the uprising had been defeated, Harant was
arrested and interrogated. He was found guilty and
condemned to death. His property was conﬁscated
too.

Petr Daněk
Ad lectorem

May God bless your pious resolve
On 21 June 1621, aged 57, Kryštof Harant was
beheaded in the Old Town Square in Prague,
along with another 26 Czech noblemen who were
executed in punishment for their participation
in the anti-Habsburg insurrection. The prosecution
charged Harant with having been the supreme
artillery commander of the Estates Army and
assuming the post of president of the Bohemian
Chamber during the reign of Friedrich, King
of Bohemia. On his ﬁnal journey, he was
accompanied by an old friend of his, with whom he
had made the pilgrimage to the Holy Land: Heřman
Černín of Chudenice. As an ardent Catholic and
adherent to the Habsburg dynasty, however, Černín,
an imperial governor of Prague’s Old Town, watched
the execution from a nearby tribune.
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“In the year of Our Lord 1591, on Wednesday, the eve of the Feast
of Saint James, the music and books left after Jacobus Handl,
the former cantor at the Church of Saint John on the Bank,
were made a list of, in the presence of Jiří Handl, the brother
of Jacobus, by Tomáš Folckman, Jan Šuman and Pavel
Pihavý, the town clerk.” With this sentence commences
the record of the inventory of the books left
in the personal eﬀects of the composer, cantor and
musician Jacobus Handl Gallus, which was drawn
up shortly after his death, at the age of 41, on 18 July
1591 in Prague. The record is included in the town
chronicle, today maintained at the City of Prague
Archives. Handl spent in the capital of the Kingdom
of Bohemia the ﬁnal six years of his life, ﬁlled with
diligent and strenuous work, which in all likelihood
resulted in his total exhaustion. During his time
in Prague, Jiří Nigrin published the bulk of his
ample and remarkable oeuvre in exquisite and
typographically notable prints.
Ad authorem
Jacobus Handl also had Nigrin print his extensive
collection of motets titled Opus musicum. The fourth
volume features a wood-engraving by an anonymous
creator, capturing the composer’s authentic

semblance. The information stated next to
the portrait cites his full name: IACOBVS HANDL
GALLVS DICTVS CARNIOLVS, his age: ÆTATIS
SVÆ XL, and the year in which the picture was
made: ANNO: M.D.XC. This brief data reveals
a lot. The Latin attribute Carniolus makes it evident
that he hailed from the Duchy of Krain (Krajnska
/ Carniola), which at the time of his birth was part
of the hereditary lands belonging to the Habsburgs
and today lies in Slovenia. His age in the year
of the portrait’s creation suggests that Handl was
born in 1550. The Christian name Jacobus leads
the contemporary researcher to the assumption
that he was most probably born on 25 July, the day
dedicated to Saint James. And when it comes to
the surname Handl, also written as Händl, it was most
likely derived from the original denomination of his
family’s profession (Handel = tradesman), while
the nickname Gallus dictus (said Cockerel) indicates,
in an exaggerated manner, the nature of his voice.
Earlier, mainly Slovenian, musicologists had worked
with the hypothesis that the surname is the German
variant (a diminutive) of his family name (Petelin =
cockerel), with Gallus only being its Latin version.
Yet both interpretations are mere conjectures, which
have not been clearly backed by period sources.
Ad cantorem modulorum Handelii
Similarly undocumented is Handl’s origin,
childhood and initial general and musical training.
The foreword to the second volume of Opus
musicum contains a note claiming that he served
in Austrian and Moravian monasteries, which gave
rise to the legend that he gained his education at
the Cistercian Stična Monastery in the town of Višnja
Gora, in today’s Slovenia. Another unsubstantiated
myth pertains to his supposed subsequent
employment at the Imperial Court in Vienna. Perhaps
the ﬁrst solid evidence of Handl’s whereabouts
relates to the Benedictine Melk Monastery, on
the banks of the Danube in the Lower Austria.
The fourth book of his masses, Selectiores quaedam
missae, published in 1580, was dedicated to Johann
Rueﬀ (1520–1599), who was later on the abbot at
the Cistercian Monastery in Zwettl. In the dedication,
Handl recalls the time they spent together, a reference
that has been generally assigned to the early 1570s,
when Rueﬀ was serving as capitulary at the Melk
Monastery. Sometime in the middle of 1570s, Handl

A portrait of Jacobus Handl Gallus
copperplate, early 17th century, anonymous

moved to the Premonstrate Monastery in Zábrdovice,
near Brno, Moravia, whose abbot, Kašpar Schönauer
(d. 1589) is mentioned in 1580 in the dedication
of his third book of masses. At the end of 1579,
or the beginning of the next year, Handl arrived
in Olomouc and entered the services of Bishop
Stanislav Pavlovský (d. 1598), a noted political and
clerical ﬁgure and patron of arts. While in Olomouc,
Handl worked as Kapellmeister and, together with
the bishop’s court, also often travelled to Kroměříž,
the other episcopate, and to Silesia and Poland
as well. Handl also dedicated to his employer, to
whom he referred as “Domino... clementissimo”, his very
ﬁrst music print, the motet for seven voices Undique
ﬂammatis Olomucum sedibus arsit (Prague, 1579). No later
than 1586, he moved to Prague, where he stayed
until his death, serving as a cantor at the small
Church of Saint John on the Bank, which has not
been preserved. In the 19th century, the church
underwent various reconstructions and nothing has
remained of it but suggestions of a few walls, which
have become part of the building of the Na zábradlí
theatre. The church’s structure is most tangible on
Johann Wechter’s veduta, made in 1606 according to
Filip van den Bosch’s design. Handl’s tenure on that
site is now only commemorated by a plaque bearing
the inscription JACOBUS GALLUS CARNIOLUS
HOC LOCO CANTOR MDLXXXVI MDXC, which
in the anniversary year of his death (1991) was ﬁxed
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on house No. 209 on Anenské square in Prague’s Old
Town.
Ad musicum
It would seem that Jacobus Handl moved to
Prague for personal reasons, as the post he assumed
in the imperial seat provided him with a lower level
of material security. Besides working as a cantor and
collaborating with the local literary brotherhoods
and humanists, he oversaw the publication of his own
music at one of Prague’s most prominent printing
oﬃces, owned by Jiří Nigrin, alias Georg Nigrinus,
of Nigropont. In all likelihood, Handl’s younger
brother Jiří, who has been mentioned above,
worked at the shop. Owing to their joint eﬀorts,
Nigrin’s publishing house, which in the years to
come would also specialise in printing music (see
CMQ 2015/3), produced several notable collections
of Jacobus Handl’s compositions.

published successively, contain 16 masses for various
vocal groups. The ﬁrst part includes the Super Undique
ﬂammatis mass for seven voices, and three parody
masses for eight voices. The second encompasses
four masses for six voices, the third features
four masses for ﬁve voices, and the ﬁnal volume
presents four masses for four voices. All of them are
parody masses, based on motets, songs (including
folk songs) and chansons, created by composers
of a variety of proveniences and generations
(Christian Hollander, Philippe Verdelot, Jacobus
Clemens non Papa, Jacques de Wert, Orlando
di Lasso, Jobst Brandt, Thomas Crequillon, and
Jacobus Handl himself). Exceptional among
them are the Missa super Mixolydium, drawing upon
Handl’s own invention and only respecting
the Mixolydian mode, and the Missa canonica,
which could be performed either by four voices or
in the version for eight voices and two choirs.
Opus musicum, harmoniarum quatuor, quinque, sex, octo et
plurium vocum, quae ex sancto catholicae ecclesiae usuita sunt
dispositae
is the title of four volumes of Latin motets, containing
374 compositions for the whole year. The expansive
collection of pieces for four to 24 voices, published
at Nigrin’s printing oﬃce between 1586 and 1590,
is structured by periods of the ecclesiastic year.
With a few exceptions, it is based on the Roman
breviary: the ﬁrst three books cover the time from
Advent to the period after Pentecost, while the fourth
volume is pars de Sanctis, dedicated to the particular
saints. Besides motets, the collection also comprises
polyphonic passion plays and lamentations. The ﬁrst
book is dedicated to the Archbishop of Prague,
Martin Medek (1538–1590), the Bishop of Olomouc,
Stanislav Pavlovský, and the Bishop of Wroclaw,
Ondřej Jerin (1541–1596). The second volume is
actually dedicated to all Catholic dignitaries (abbatibvs,
praepositis, caeterisqve ecclesiasticis viris…), the third to
the members of the wealthy bourgeoisie (amplissimis
consulibus, senatoribus, patritiis, civibus mecoenatibus…),
while the fourth volume is inscribed to the abbot
of the Zábrdovice Monastery, Ambrosius of Telč (d.
1597).

Selectiores quaedam missae, pro ecclesia dei non inutilles
is a collection of polyphonic Ordinaries of the mass
for four to eight voices, which was issued at Jiří
Nigrin’s printing oﬃce in 1580. Its four volumes,

The tenor part of Jacobus Handl Gallus’s motet Te Deum for seven voices,
from the collection Opus musicum

Harmoniae morales, quibus heroica, facetiae, naturalia,
quotlibetica, tum facta ﬁctaque poetica, & c. admixta sunt
is a collection that was printed by Jiří Nigrin in 1589
and 1590. It features 53 settings for four voices
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celeberrimoque veteris Pragae senatui). The introductory
poem (Ad cantorem modulorum Handelii) was penned by
Jiří Karolides of Karlšperk, a distinguished Prague
poet and occasional composer. The collection
includes 47 madrigal-type pieces for ﬁve to eight
voices, which conceptually link up to the previous
collection, Harmoniae morales. In the foreword,
the editor, Jiří Handl, explains: “… soon after he
[Jacobus] had published some of his moralia … his friends,
cultivated men, began sending him from various places
numerous astute and witty maxims, and both serious and jocose
deliberations, asking him to set them to music in the same manner
he had the previous ones …”
Instructio ad musicos

Jacobus Handl Gallus, the motet Chimarrhae tibi io for six voices,
from the collection Odae suavissimae

of Latin texts written by a number of authors whose
works were among the pillars of humanist education
(Virgil, Ovid, Petrus Hispanus, Maximianus, etc.)
and texts compiled in a variety of the then popular
anthologies of poems or proverbs (Carmina proverbalia,
Anthologia latina, Proverbia dicteria) in the madrigal
style. In the preface, Handl explains his selection
as follows: “I have been constantly approached by friends,
asking me to devote to something entertaining now and then!
They call on me, appeal to me to descend from church lofts to
the streets, from sacred and serious songs to jocose home parties
and feasts … Instead of using the term madrigals, I call this
more cheerful musical genre moralia …, as they in part deal
with the paramount questions of virtue and morality, and are
utterly at variance with any type of obscenities.” That is why
the composer dedicated the entire collection to his
friends (Jacobus Handl suis musicaeque amicis).
Moralia ... quinque, sex et octo vocibus concinnata
was only published ﬁve years after Handl’s death
(1596), in Nuremberg by Alexander Theodoricus.
The collection’s edition was undertaken by
the composer’s brother Jiří, who dedicated it to
the Senate of Prague’s Old Town (Amplissimo

Jacobus Handl’s oeuvre is extensive, singular
and highly remarkable. The works that have been
preserved are of a variety of genres and types,
as well as styles. Handl possessed an extraordinary
melodic invention, and was highly resourceful
as regards rhythm and metre. Out of principle, he
exclusively used Latin, which he deemed the queen
of languages (Linquarum Regina). He repeatedly took
up the art of Dutch counterpoint, yet in many of his
works he embraced the modern polychoral style,
inﬂuenced by Adrian Willaert and the Venetian
tradition. Evident too is that he was very familiar
with the Italian music of the second half of the 16th
century. Handl’s was already tonal music. When
is comes to modality, he mainly brought it to bear
to enhance the melodic-harmonic peculiarities
of some of his pieces. Where appropriate, he was
also able to compose a work exemplarily chromatic
(Mirabile mysterium) in the style of Cipriano de
Rore. Handl’s pieces are extremely good to sing,
and none of them can be considered routine or
mediocre. A number of his opuses have only been
preserved in manuscripts, while the frequency
of their occurrence in Silesian, Polish, Slovak, Czech,
Hungarian and German sources is comparable
to that of Orlando di Lasso’s works. During his
lifetime, many of Handl’s pieces were subject
to interesting, and undoubtedly unauthorised,
intavolations for keyboard instruments. Plenty
of printed and manuscript sources of his works have
been preserved in Bohemia, including the complete
edition of Opus musicum, maintained at the National
Museum Library in Prague.
Summa privilegii caesareai
Handl’s biographers have often speculated about
his relationship to the Imperial Court. Although he
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issued on this occasion by the leading Prague
humanist poets centred around the University and
the School of Saint Henry: Jan Khernerus Plzeňský,
Jan Mathiolus Vodňanský and Jan Sequenides
Černovický. The print contains panegyric poems
in the form of the fashionable elegiac couplets,
lauding Jacobus Handl as an “immortal singer, whose
image should be carved in marble by Phoebus himself” (Ipse
tibi cupiat vultus da marmore Phoebus…). After his death,
Handl’s music continued to be widely performed.
Selected pieces would become part of the repertoire
of literary brotherhoods and churches even over
the next centuries, while some, such as the version
for four voices of the responsory Ecce quomodo
moritur iustus, have survived until the present day.
One of the reasons is their being clearly Catholic.
The fate of Handl’s music is thus similar to that
of Palestrina’s works.

Odae Suavissimae in Gratiam et
Honorem Admodum Reverendi ac
Illustri Domino D. Iacobi Chimarrhaei
Ruremundani S. C. M. supremi
Eleemosynarii – a Rudolﬁne collection
of panegyric motets

The front-page of the collection Odae suavissimae,
dedicated to Jacob Chimarrhaeus

Petra Jakoubková

evidently never actually served at it, there is clear
proof indicating that he was known and respected
in courtly circles. The fourth volume of the Opus
musicum collection is furnished with the imperial
privilege dating from 1588, by which the Imperial
Oﬃce prohibited further, illegal, re-printing of its
pieces, while all the three volumes of Harmoniae
morales refer to the privilege (Cum gratia et privilegio
S.C.M.). Of signiﬁcance too is that Handl’s motet
Chimarhaee, tibi io was included in the collection
Odae suavissime in gratiam D. Iacobi Chimarrhaei, which
major imperial composers and composers close to
the Imperial Court (e.g. Kryštof Harant) dedicated
to the court chaplain and inﬂuential elemosinario
Jacobi Chimarrhaei.

The collection of panegyric motets Odae Suavissimae
was conceived to express reverence for Jacob
Chimarrhaeus, the almoner (elemosinario) at
the court of Rudolf II in Prague. It contains 29
motets for six voices and ﬁve motets for ﬁve voices,
composed by 24 musicians, the majority of whom
served in the Imperial Hofkapelle or were somehow
connected with the court. The collections included
pieces by such illustrious composers as Philippe de
Monte, Charles Luython, Franz Sale, Jacob Regnart,
Camillo Zanotti, Jacobus Handl Gallus, Rudolphus
de Lasso, Hans Leo Hassler, Philippus Schoendorﬀ,
Liberale Zanchi, Lucas Zigotta, Alessandro
Orologio, Mathias de Sayve, Stefano Felis, and
others. Most of them are represented in the collection
by a single composition, some of them by two, while
Charles Luython and Philippe de Monte have three
motets featured each. The compilation was made by
Philippus Schoendorﬀ, a pupil of Chimarrhaeus.
Besides contributing two motets of his own, he also
penned the Latin dedication in the introduction.
Unfortunately, the publication has not been
preserved in its entirety. Three partbooks (altus,

In tumulum Iacobi Handelii Carnioli
Jacobus Handl was buried in the cemetery next to
the Church of Saint John on the Bank. His death is
commemorated by a sheet preserved at the library
of the Strahov Monastery in Prague (In tumulum
Iacobi Handelii Carnioli – On the death of J. H. C.),
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bassus, quintus) are maintained at a library
in Regensburg, the partbook for tenor is deposited
in Wolfenbüttel, whereas two books have been lost.
When it comes to the circumstances
of the print’s origin, there are plenty of unknowns.
The collection lacks the year of printing, as it
does the impressum, specifying the workshop at
which it was made; nor do we know why precisely
the collection was compiled. As regards the dating,
serving as a certain clue in this respect is the portrait
of Chimarrhaeus in the tenor book. The copperplate,
created by Egidius Sadeler, the engraver at
the Imperial Court in Prague, is dated 1601. Yet
the year 1601 is the date of the making of the portrait
and does not necessarily mean the year in which
the collection was printed, as the standard practice
during the Renaissance period was to enclose
in the print already existing eﬃgies. Nonetheless,
owing to the portrait’s assignation, it is possible
to determine the lower limit of the time when
the print was produced. Accordingly, the collection
could not have been printed before 1601. What
is more, the portrait also reveals that at the time
of its making Chimmarrhaeus was 59 years of age.
On the basis of this fact, the German musicologist
Klaus Niemöller has posited that the collection was
probably intended to mark Chimarrhaeus’s 60th
birthday, and hence he believes that it was printed
in 1602. Although merely a theory, as the print does
not provide any information indicating that it had
actually been made for this purpose, this explanation
appears to be plausible.
Unanswered until recently was the question of which
printing shop actually published the collection,
since none of the preserved partbooks bears
the impressum. Yet when the typographical
equipment used is analysed, the print is clearly
commensurate to the Prague workshop owned by
Jiří Nigrin of Nigropont, who used two diﬀerent
styles of typeface for printing music. The ﬁrst
of them was part of his workshop’s inventory, which
Nigrin acquired after his marriage in 1571; he himself
purchased the other for the thriving establishment
in approximately 1586. Up until his death, Nigrin
solely used the newer type for polyphonic music
prints. And the second set is identical with the types
applied in the typography of Odae Suavissimae. They
are consistent with Nigrin’s material in all musical
symbols, from accidentals, custodes to notes.
Particular attention should be paid to the fusas,
notes with ﬂags, which appear in the print in two
variants. For each fusa at a certain pitch, there are

A portrait of Jacob Chimarrhaeus at the age of 59

two types of symbols, which diﬀer from each other
in the placement of the ﬂag in the stave and its
shape, which was also typical of Jiří Nigrin’s oﬃce,
speciﬁcally of his later prints dating from around
1600 (it can be found in Luython’s Selectissimarum
sacrarum, 1603; and in Opus musicum, 1604). Similarly,
the symbol for the mensura tempus perfectum diminutum,
as printed in Odae Suavissimae, corresponds to
Nigrin’s prints dating from around 1600. In these
cases, the mensura appears in the stave between
the ﬁrst and third spaces from the bottom
of the stave (again in Selectissimarum sacrarum), whereas
in his earlier prints it only occurs in the version
shifted a space up. Similarly, all the wood-block
initials used in Odae Suavissimae as decoration at
the beginning of each of the compositions are
consistent with the equipment of Nigrin’s workshop.
The pattern of the initials too matches that of his
shop applied after 1600. In terms of the initials
used, Nigrin’s prints dating from that time are far
more uniform than the older prints, as in the prints
made circa 1600 Nigrin generally included within
a single print mainly initials from one set (only
sporadically supplemented with letters from other
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Charles Luython, the motet Festa dies for six voices, from the collection Odae suavissimae

sets of initials), which aﬀorded the print a more
integrated look. In the previous three decades Nigrin
had decorated his prints with a variety of initials
– up to nine types within a single print. Analysis
of the print’s typography has led to the conclusion
that the collection Odae Suavissimae was indeed
published in Prague at Nigrin’s oﬃce, yet it has also
supported Niemöller’s assumption of its dating,
as in terms of typography the print corresponds to
the period around 1600. Exclusively on the basis
of the typographical material, the lower limit has
been demarcated by the years 1598, when Nigrin
procured one of the initials used, and 1606, the year
of his death, following which the workshop ceased to
produce polyphonic prints.
Another remarkable facet of the collection Odae
Suavissimae is a richly ornamented front-page. Unlike
the other parts, made in the then common printing
from a setting, the more exacting copper-engraving
technique was applied. At the end of the 16th
century, copper-engraving was very rare in Bohemia
and, as far as we know, the very ﬁrst copperplate
front-page occurred in the case of the prints
from Nigrin’s oﬃce Empresas morales (1581),
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Typotius’s Symbola divina (1601) and Symbola varia
(1602). The upper part of the front-page features an
engraving of a canon with the text Domat omnia virtus.
The actual Latin texts of the motets directly relate to
Chimarrhaeus or contain the text of the canon, which
seems to have been Chimarrhaeus’s motto. Whether
the canon’s music too was used in the compositions
has to date not been conﬁrmed, yet it has been
ruled out in the case of the motets for ﬁve voices
(by the musicologist Jana Bajerová). Even though
the pieces’ texts were closely linked to Chimarrhaeus,
they were not directly composed for Odae Suavissimae.
The texts of 17 of the total number of 34 motets were
taken over from the collection Carmen Gratulatorium,
as has been observed by the musicologist Michael
Silies. Carmen Gratulatorium came into being in 1595,
on the occasion of Chimarrhaeus’s visit to Cologne.

The series of musicological articles devoted to the music in Bohemia during
the reign of Emperor Rudolf II of the House of Habsburg, published
in CMQ 3–4/2015 and 1–2/2016, was the fruit of collaboration with
the Musica Rudolphina research centre (CMQ 2/2014, pp. 23–29,
bibemus.org/musicarudolphina).

reviews

in cooperation with the magazine

Antonín Dvořák
Overtures
PKF – Prague Philharmonia,
Jan Fišer (concert master),
Jakub Hrůša (conductor).
Text: English, German. Recorded:
Jan. 2015 Forum Karlín, Prague.
Released: 2016. TT: 63:14. 1 SACD
Pentatone PTC 5186 532

T

he Dvořák discography of Jakub
Hrůša has been growing slowly but surely.
In January 2015, the older CDs featuring
the Serenades in E ﬂat major and D minor,
the Czech Suite and the Waltzes in Jarmil
Burghauser’s instrumentation, and
the American Suite in A major, which
until recently I had considered the very
ﬁnest of Hrůša’s Dvořák interpretations
(Supraphon SU 3867-2, 3882-2, 3932-2),
were joined by a recording of Dvořák’s ﬁve
concert overtures. There are several albums
containing the complete set of concert
overtures that Dvořák wrote between
1882 and 1892, with the most noteworthy
being those made by Ančerl, Kubelík
and Neumann. Of late, the works have
been systematically devoted to by Jakub
Hrůša, who instead of sequencing them
chronologically, starting with the overture to
the incidental music for Šamberk’s play Josef
Kajetán Tyl, titled My Home, and ending
with the programme overture Othello, has
opted for presenting ﬁrst the programme
overture cycle Nature, Life and Love,
followed by the earlier compositions, dating
from the 1880s. Arranging the overtures
on a single disc is a tough nut to crack,
particularly given that three of them – My
Home, the Hussite and Othello – are based
on the model of the classical Beethovenian
overture, with a slow introduction, followed
by a sonata movement with a bravura
coda. Hrůša’s sequencing is one of those
that presents itself, yet in the wake
of the forcible Othello it is not easy for
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the listener then to immerse himself
in the sonic universe of the optimistic
My Home. Greater attention deserves to
be paid to the interpretation itself, with all
the fortes and limitations of the chamber
conﬁguration of the PKF – Prague
Philharmonia. In many places, I appreciated
the engaged orchestra’s slender sound
and transparent insight into the middle
part: in many passages, My Home sounds
akin to Schubert’s Octet, while the middle
part of In Nature’s Realm possesses
a truly bold chamber-like impressiveness
in the wonderfully vaulted dynamic arc, and
the phrasing of the slow opening of Othello
is – with all due respect to the numerous
other recordings – absolutely exemplary.
That which the Carnival may lack in fullness
of sound at the beginning and the end
is fully compensated for by its middle,
dialogical section, featuring solo violin
entrances by the concert master, Jan Fišer,
and the woodwind instruments (the polar
opposite to Hrůša’s album is the sonically
opulent recording made by Paavo Järvi with
the Royal Philharmonic Orchestra in London
in 1994, Triangl TRPO 10). Alongside
Othello, obviously the disc’s apex, which
markedly beneﬁts from less legato, as well
as sharper and abrupt phrasing, the listener
will mainly delight in the Hussite overture,
which does not sound at all bombastic, even
in the climactic passages, with the sonic
transparency revealing the compositional
potential of one of Dvořák’s most ambitious
pieces, whose coda in Hrůša’s account
acquires an almost Rossini-like brilliance.
I will deﬁnitely be returning to this CD, gladly
and frequently. But I may well have to put
it in my own case, or even just a recycled
school notebook cover, as the graphic
design of the sleeve, with Jakub Hrůšas
sporting a would-be visionary gaze, comes
across as egocentric and is truly abhorrent.
Yet the photograph on the SACD cover is
the only freckle on the beauty of the otherwise
truly outstanding Dvořák project. And both
the label and the conductor himself would
have been far better served without it.
Martin Jemelka
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Magdalena Kožená
Monteverdi
Magdalena Kožená – mezzo-soprano,
Anna Prohaska – soprano, David
Feldman – countertenor, Jakob
Pilgram, Michael Feyfar – tenor,
Luca Tittoto — bass, La Cetra
Barockorchester Basel,
Andrea Marcon – conductor.
Text: English, German, French.
Recorded: Nov. 2014, Efringen-Kirchen.
Released: 2016.
TT: 77:08. Archiv Produktion
(Deutsche Grammophon) 479 4595 AH.

A

t the beginning of this year, Deutsche
Grammophon released a new solo album
made by the Czech mezzo-soprano
Magdalena Kožená, mainly featuring
early-Baroque pieces composed by Claudio
Monteverdi. Kožená invited along to
participate in the recording other soloists
and the La Cetra Barockorchester
Basel, conducted by the harpsichordist
Andrea Marcon. The CD contains
nine popular and famous voscal works
from Monteverdi’s madrigal collections,
including the well-known Zeﬁro torna, set
to Francesco Petrarca’s sonnet, Lamento
della ninfa and Combattimento di Tancredi
e Clorinda, as well as selected arias from
the opera L’incoronazione di Poppea.
The album is supplemented with three
instrumental pieces: by Marco Uccelini,
Tarquinio Merula and Biagio Marini.
The overall atmosphere is mostly borne
in a pleasantly light spirit, interwoven
with numerous moments of improvisation,
appurtenant to this type of music.
The performance style is undoubtedly to
a certain extent inspired by the charismatic
early-Baroque projects of Christina Pluhar
and the ensemble L’Arpeggiata, from
which the recording only differs in respect
of more chamber instrumentation and
generally slower tempos, which in the fast

pieces serves to afford the performers
greater scope for focusing on the details
and the ornamentations. When it comes
to the slow arias and madrigals, they can
reach the very limit of bearing capacity, with
the themes almost tumbling down, as is
the case of the Lament of the Nymph and
the aria Pur ti miro from L’incoronazione di
Poppea. The performance comes across
as very well-considered, especially on
the part of Magdalena Kožená herself, who
sings on all of the tracks. Her dynamically
rich singing is combined with a great
sense of drama, amply drawing upon her
experience with opera, even though when
listening, without being able to watch, some
of the passages may seem unnecessarily
overblown. Kožená also tries to highlight
the sections vital in the text, which reveals her
intimate knowledge of the contents, as well
as some harmonically intriguing areas. Now
and then, she overuses some of the vocal
mannerisms, such as, for instance, glissandos
and bold vibrato. The album’s special treat is
Combattimento di Tancredi e Clorinda, one
of Monteverdi’s best-known compositions,
with Magdalena Kožená performing all
the three characters (she has also appeared
in the work’s concert version, in collaboration
with the stage director Ondřej Havelka),
which, however, deprives the piece
of the important contrasts between the three
different voice types. Most of the work
is sung by the narrator (tenor), while
the entrances of Tancred (bass) and Clorinda
(soprano) are very short, injecting immensely
enlivening elements into the restless piece,
yet these are totally wiped on the recording,
and thus, regrettably, the Combattimento
does lack some of the indisputable qualities
incorporated into it by Monteverdi’s masterful
hand, which cannot be compensated for
by a sophisticated and technically brilliant
delivery alone.
The other singers invited along by Magdalena
Kožená really do act as mere guests, as their
performances are markedly shorter, yet
they too possess high technical qualities.
And, similarly to their hostess, they too
embrace the aforementioned mannerisms
(particularly the glissandos of the soprano

Anna Prohaska and the vibrato of the bass
Luca Tittoto), which give the impression
that Baroque music is not where they are
most at home. Furthermore, all the soloists
are rather economical when it comes to
the ornamentation, which could easily
have been more ample, especially
in the ﬁnal ﬁgures. Highly pleasing is
the colour of the terzetto in the madrigal
Damigella tutta bella. The La Cetra
Barockorchester, conducted by Andrea
Marcon, plays with great ease and, unlike
with some of the aspects of the vocalists’
account, it entirely abides by the intentions
of the historically informed performance.
The instrumentalists provide an absolutely
reliable support to the singers even
in the voluble recitatives, augmenting
the overall musical characters by means
of copious dynamics and articulation.
Primarily noteworthy from among
the instrumentalists is the outstanding
cornetto player Andrea Inghisciano,
who employs brilliant diminutions, duly
maintaining the lightness of a momentary
invention.
Yet it is with a slight sigh of regret that
I feel obliged to point out that it is a pity
the opportunity was missed to present some
remarkable music which, notwithstanding its
qualities, does not enjoy the attention it so
richly deserves on the part of performers
and audiences alike, instead of compositions
that have been recorded on dozens
of occasions. It would seem that it reﬂects
the current period of time, more aimed at
attaining commercial success of recordings
than the quality of their repertoire. In my
opinion, this phenomenon is also conﬁrmed
by the CD’s rather gaudy graphic design,
which could be quite appositely labelled
as “Praised Be Photoshop”. The objections
raised will certainly be of no signiﬁcance
for the hard-core fans, yet it is a part
of the critic’s job to raise questions
pertaining to both the performance and
the aesthetic quality of music projects, even
though the answers may differ from those
we would like to hear.
Lukáš M. Vytlačil
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Miroslav Srnka
Chamber Music
Wilhelm Latchoumia – piano,
Quatuor Diotima: Yun-Peng Zhao,
Constance Ronzatti – violin,
Franck Chevalier – viola,
Pierre Morlet – violoncello.
Text: English, German, French.
Recorded: Sept. 2015, Köln. Released:
2016. TT: 67:57. DDD. 1 CD
Naïve V5380

M

iroslav Srnka (b. 1975) is a composer
who has accomplished many a thing.
He has gained international renown, and
last year an opera of his was premiered
in Munich, featuring a stellar cast. Now he
has come up with an album with superlative
soloists, an album splendidly performed and
splendidly mastered – an exquisite product
in all respects and, what is more, released
by a label possessing a global distribution
network. Contemporary instrumental music
above all counts with being listened to at
concerts, as its “second life” on CDs is
rather meagre. That is a pity, since listening
to recorded contemporary music affords
a speciﬁc type of experience – it is listening
at close quarters, perceiving the full depth
of the dynamics and details that may well
often elude the concert audience’s attention.
And it also provides the luxury of repeated
listening. This advantage particularly
manifests itself as regards music as complex
and multilayered as that of Srnka’s.
In addition to musical gestures at the ﬁrst
level, it encompasses plenty of winsome
ornaments in the background, which
embellish it and add to everything a masterful
ﬁnal sheen. Observing these details alone,
details that basically demonstrate the close
attention paid to articulating the musical
ideas, thus becomes a real treat for music
hedonists. The CD is titled Chamber Music,
yet it actually contains pieces for string
quartet instruments and piano, dating from
between 2006 and 2011. The compilation
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reviews
starts with the most forcible opus, the 2008
piece Pouhou vlnou (Qu’une vague), for
string quartet and piano. Emerging in waves
from the softened sound are surges, which
by degrees gradate into longer fortissimo
passages. The starting material is clearly
demarcated, with just a few elements,
which persistently recur in variations.
They are of a very elementary nature
– a stepwise movement on alternating
modes, a repeated note or arpeggios
that give birth to simple melodic motifs,
which build the course of the composition
in the form of variable waves. This is a formal
strategy that provides for good orientation
of the listener and, as a result, the sheer
enjoyment of observing a lucidly ﬂowing
musical current, rippled by incursions
of unexpected contrasts. The piece
next up, Engrams for string quartet,
composed in 2011, is even more encased
in the sound of unconventional techniques
of playing. Similarly to the previous piece,
it proceeds in several dynamic and colour
layers passing simultaneously. The form
takes up the shape of a process, which
enthrals and leads the listener for some
22 minutes. There are a few moments
of ecstasy and catharsis in the form
of a pleasing dwelling on a striking
harmony or an effective end with a cello
solo. The extensive one-movement piece,
interconnecting several parts, is reminiscent
of an absorbing narration of a musical
story whose teller does not intend to
hurtle through it but instead savour each
and every twist and turn. The 2010 work
Tree of Heaven for string trio is similarly
based on the counterpoint of hierarchised
sound layers. The Japanese-like explosive
dynamics maintain a permanent tension,
while the sonic events are linked together
in a sort of causal chain of action and
reaction, which fetches yet does not
lull the listener, since surprises are
administered in the right measure.
The oldest of the works, Simple Space,
written in 2006, is for cello and piano,
yet the latter only plays a decorative role,
as though coyly commenting on the former
by means of merely a few isolated chords.
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But the elliptical, sporadic piano ingressions
assume an enormous forming signiﬁcance,
suggesting beneath the cello solo a kind
of latent harmony, of which we only hear
fragments, while the rest remains upon our
imagination. At one juncture, the cello part,
mainly proceeding in harmonics in a high
register with a delicately lyrical execution,
even reaches an ecstatic swoon. When
listening to the four opuses, one arrives at
a good notion of Srnka’s chamber style.
The ensemble is not conceived as a machine
for producing a compact sound, and each
instrument is being paid due respect, with
the emphasis placed on the speciﬁc role
assigned to it. This facilitates the listeners’
ﬁnding their bearings and offers a somewhat
“entertaining” manner of reception, akin to
watching a performance of a sports team.
Srnka does not conceal his extra-musical
inspiration (for instance, the movements
of a bird ﬂock in Engrams), neither does he
hide his absorption in issues of compositional
technique. He is able to convince us
that each work is an artistic dream come
true, not just another product of his
workshop. Srnka’s music has something
Impressionistic about it, revealing French
inspirations, including numerous traits
of the contemporary mannerism, such
as microinterval (de)tuning, a settling down
on the high registers, and an obsession
with scales. Even though sounding highly
modernist, his music is by no means esoteric,
of the “musica reservata” type, intended
for the connoisseur. In my opinion, Srnka is
also capable of intriguing those listeners not
trained in contemporary music. Now and then
truly engrossing owing to its rhythmic drive
and expressive through its melodic invention,
it enchants by its colourful inventiveness and
is rationally disciplined in its rules as regards
the harmonic aspect. Consequently, it may
be said that it is not fashionable, but simply
timeless. On the other hand, it is music
tailor-made for highly specialised performers,
such as the Quatuor Diotima ensemble,
in whose presentment it receives that which
it needs.
Miroslav Pudlák

Antonín Dvořák
Complete Symphonies, Legends,
Slavonic Dances
Bournemouth Symphony Orchestra,
José Serebrier – conductor.
Text: English, French, German.
Recorded: 2011–2014 Lighthouse,
Poole Arts Centre, Poole, Dorset.
Released: 2015. TT: 451.50. 7 CDs.
Warner Classics 0825646132010.

A

year following the seminal recording
of Antonín Dvořák’s symphonies and
concertos, performed by the Czech
Philharmonic and conducted by Jiří
Bělohlávek, and three soloists – Ohlsson,
Weilerstein and Zimmermann (Decca
Classics 2012–2013) – another
survey of the maestro’s symphonies
has been released, this time recorded
by the Bournemouth Symphony
Orchestra, one of the oldest permanently
established orchestras in the UK, and
its chief conductor, José Serebrier.
The project is the sixth set of the complete
Dvořák symphonies to have been
implemented in Great Britain, with
the previous ﬁve recordings having
been made by István Kertész (Decca
1963–1971); Witold Rowicki (Philips
1965–1971), with the London Symphony
Orchestra; Andrew Davis, conducting
London’s Philharmonia Orchestra (RCA
Victors 1979–1983); Neeme Järvi and
the Royal Scottish National Orchestra
(Chandos 1985–1987); and Libor
Pešek, with the Czech Philharmonic and
the Royal Liverpool Philharmonic Orchestra
(Virgin Classics / Supraphon 1987–1996).
In light of Serebrier’s CD series, and
given that at the present time there are
ongoing German projects, currently being
continued in Nuremberg (Coviello Classics,
Marcus Bosch) and Saarbrücken (Hänssler
Classics, Karl Mark Chichon), we could

talk about witnessing a revival of interest
in Dvořák’s symphonies.
The idea of a set of recordings
of Dvořák’s symphonies, accompanied
by a variety of other concert pieces,
including a selection of the Slavonic
Dances, some of them made in the studio
and some at live concerts, actually
came from the Bournemouth Symphony
Orchestra. It was welcomed by Warner
Classics, which saw it as an opportunity
of completing its catalogue with the set
of Dvořák symphonies, as the label had
previously only released Eliahu Inbal’s and
Nikolaus Harnoncourt’s recordings
of Symphonies Nos. 7–9. And
the suggestion was also embraced
by José Serebrier himself, a great fan
of Dvořák’s music, even though he had only
previously recorded on CD the two ﬁnal
symphonies, the Legends and the Czech
Suite. Serebrier approached the project
with a keen interest and without prejudice,
as did the Bournemouth Symphony
Orchestra, which does not have the early
Dvořák symphonies in its repertoire.
This unspoilt, virginal spirit on the part
of both the conductor and orchestra,
combining spontaneous collective
performance and the belief in the value
of Dvořák’s early symphonic works, most
positively evinces itself in the ﬁrst three
symphonies. Following consultations with
musicologists and composers, Serebrier
daringly intervened with the harmonic
structure of the ﬁrst movement
of Symphony No. 1 in C minor, “The
Bells of Zlonice”, B 9, convinced that
back in 1865 Dvořák was not thinking
polytonally. In Serebrier’s opinion,
the majority of conductors – if not omitting
the passages entirely – have only blindly
adhered to the evident mistakes committed
by the copyists, and if Dvořák had not
sent the score to the competition and
had had the opportunity to listen to it, or
at least see it, he would have corrected
the “apparent error” himself. Compared
to older recordings, Serebrier’s account
of Symphony No. 1 in C minor does
not so much intrigue by its duration
(56:17, with the ﬁrst movement lasting
a record 20:19 minutes) as by the sense
of detail in the middle parts, particularly
in the violas, and the ability to highlight
the fortes of Dvořák’s juvenile piece,
such as, for instance, the suspension
of the ﬂow of music and the concentration
on an interesting phrase. Highly striking
is the expressively performed introduction
to Symphony No. 2 in B flat major, B 12,
making the listener feel like repeatedly
indulging in its almost erotic vibrations.
It would seem that Serebrier has
thoroughly explored Dvořák’s biography,
turning the composition into a symphonic
counterpart to the Cypresses, B 11, which

were composed in parallel with it. Extremely
attractive are the symphony’s natural
tempo proportions, which are peculiar
to Serebrier’s entire project – I have not
observed any wanton treatment of tempo
in any of his recordings. The second
movement of Symphony No. 2 perfectly
blends the funeral march with the nocturnal
pastoral, although there are more pointed
accounts of the scherzo and the ﬁnale
(Andrew Davis, 1981). Similarly, in the case
of Symphony No. 3 in E flat major, Op. 10,
I would give a higher rating to the creations
of Zdeněk Košler (1980) and Neeme
Järvi (1987), who savour the delicacies
of the slow movement to the harmonic
marrow.
Yet Serebrier had no difﬁculties with
the architecture of Dvořák’s symphonies and
their individual movements, bearing witness
to which is the account of Symphony No.
4 in D minor, Op. 13, characterised by
a transparent sound of the wind instruments
and a slender tone of the strings,
with a minimum vibrato. The focus on
the fascinating details of the ﬁrst movement
is followed by a strict observance
of the inﬁnite cantilena of the cellos
in the second movement. Notwithstanding
his giving preference to lyrical passages
and tender sound over brisk, brazen brass,
Serebrier has deﬁnitely placed his bets on
the composition’s symphonic potential. This
sonic transparency and even tone, however,
have levied the toll of “de-charming”
Symphony No. 5 in F major, Op. 76,
with Serebrier’s version falling far short
of the recordings made by Rafael Kubelík
(1972) and Jiří Bělohlávek (2012). Coming
across as more forcible is his account
of Symphony No. 6 in D major, Op. 60,
both owing to the Brahms-like softness
of sound of the middle parts, the enlivening
agogics, as well as the ﬁnely gradated
dynamics. Surprisingly, Serebrier was
economical with the agogics in the ﬁnale,
yet the magical nocturnal atmosphere
of the second movement, the evolutional
tempos and the accentuated viola passages
make the recording impressive enough.
The recordings of the three mature
symphonies are deﬁnitely up to the standard
of other projects of the complete Dvořák
symphonies, yet the competition between
the recordings of the individual pieces
is merciless indeed. It would seem that
the most run-of-the-mill is the recording
of Symphony No. 7 in D minor, Op. 70, with
many a forcible detail (the inﬁnitely softened
ﬁnale of the second movement) and a great
sense for dramatic effect, which the earlier
recordings often lack. The Bournemouth
Symphony Orchestra’s current technical
and artistic potential is perhaps best
demonstrated in their performance
of Symphony No, 8 in G major, Op. 88 –
the slower tempos, the agogic invention,

the sense of detail, the transparent
sound and the graduate dynamics
turn the recording into an absorbing
experience. Particularly impressive is
the dialogical second movement with
echoes, pauses and properly administered
expressivity. The manner-free scherzo
and the contrastively gradated ﬁnale
are the recording’s apex. Instead
of monumentality, in the New World
Symphony, Sererbier has opted for
chamber transparency, with a very
brisk Largo and tremulous expressivity
in the opening bars of the ﬁrst movement.
The ﬁnale duly codiﬁes Serebrier’s Dvořák
strength, “to make heard as much
as possible”.
The set of the seven CDs is embellished
by a selection of eight pieces from
the Slavonic Dances, Ops. 46 and
72, whose loveliness may well make
the listener regret not having been afforded
the opportunity to hear the entire series.
But it is possible that their complete
recording would not be so endearing,
dazzling with the splendour of orchestral
gems, often with old-time agogics.
One of the CDs features the calmer,
legato-performed Scherzo capriccioso, Op.
66, next to the consistently dialogically built
programme overture In Nature’s Realm,
Op. 91, in a chamber sound and leisurely
tempo, affording a sufﬁcient scope to
the instrumental details. Serebrier’s afﬁnity
to Dvořák’s music is also illustrated by
the Czech Suite in D major, Op. 39,
and the Legends, Op. 59, which many
years ago he recorded with the Scottish
Chamber Orchestra (1989, ASV), yet,
especially in the account of the Legends,
he has surpassed not only himself but also
the majority of other conductors, including
Karel Šejna (1956), Rafael Kubelík (1976)
and Iván Fischer (1999), whose recordings
I still deem to be engrossing in their own
right.
At a very reasonable price,
Serebrier’s lavishly packaged 7-CD Dvořák
project is a lifelong investment, a project
of a high standard compared with the older
recordings, containing truly compelling
accounts of some of the featured works.
Martin Jemelka
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