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DEAR READERS,

as spring’s warmth brings more and more 
tourists to the streets of Prague, Czech 
Music Quarterly also takes a trip to unusual 
territory: the lands of rock and popular music. 
The exhibition at the Czech Museum of Music 
which Petr Ferenc’s article introduces would be 
a worthy addition to any traveller’s itinerary, 
and it is open throughout the year.

Also running throughout the year – and 
the last fi fteen years – is Czech Radio’s project 
Radiocustica: one premiere of innovative 
sound work for radio per month. An article 
by Radiocustica’s current director, Ladislav 
Železný, introduces the history of this initiative 
as well a number of works whose selection is 
tailored to an international audience.

At several points throughout this issue, 
you will notice allusions to an exciting new 
project, Music for Sirens, a collaboration 
between Czech Radio and the Berg 
Orchestra. This edition’s title interview is 
with Eva Kesslová, director and manager 
of the orchestra and one of the most dedicated 
and innovative administrators in new music. 
The administrative and production aspects 
of music are often undervalued – to our own 
loss – and so we have attempted to rectify 
this situation.

We wish you a musical spring,

Ian Mikyska
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czech music  |  interview

by Ian Mikyska

How did you encounter music? And what about managing and organising?

I had music lessons, like many other children, and because I liked playing 
the violin and I was quite good at it, I managed to convince my parents that 
I should go to a conservatory. This was no great excitement for my dad – I was 
good at other things too, and he thought it would be better if I did anything but. 
Later, I had problems with my spine which ultimately led me to consider another 
career. When a friend was applying to study management at the music faculty 
of the Academy of Performing Arts in Prague (HAMU), I decided to try it too and 
took the entrance exam. And already in my fi rst year of study, I started helping out 
organising Berg concerts – I was a violinist with the orchestra at the time. It was 
probably also partly the case that those who started the orchestra were happy to get 
the administrative duties off  their hands. But perhaps my fi rst experience organising 
was the graduation ball at the conservatory – someone had to do it, but I have no 
idea how it came to be me. I vaguely remember not enjoying the ball – there was 
always something to organise.

EVA KESSLOVÁ 
           & THE BERG ORCHESTRA: 

                             OFFERING AN EXPERIENCE

The Berg Orchestra is an exceptional phenomenon 
on the Czech contemporary music scene. Founded 
almost a quarter of a century ago, it has become 
the most established yet independent organisation 
on the scene. It presents contemporary music 
in combination with other art forms, in inventive 
programming in site-specifi c locations, as well 
as through small happenings, events, and initiatives – 
including a new music coffee machine. The level 
of the orchestra has risen steadily over the years, due 
in no small part to the tireless work of its director 
and manager: Eva Kesslová. 
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How did Berg start?

It was a student initiative at fi rst, supported to a large degree by HAMU and 
professor Václav Riedlbauch, who at the time worked there as director of artistic 
production. He engaged Berg in the composition department concerts and various 
festivals then active at HAMU. The school had no orchestra of its own, and we 
partially fi lled this gap. For some time, we had no identity – we operated under 
the school. We later became a non-profi t organisation. 

The fi rst concert took place in 1995, but we number the seasons from 2001 – the fi rst 
year we put together a thought-out concert plan for an entire year. We played a mix 
of older music, 20th century music, and the now – in addition to living composers 
of the middle and older generations, we also rehearsed new works by composition 
students. We later naturally stuck with those. Some of the fi rst composers we 
worked with included Petr Wajsar, Slavomír Hořínka, Jana Vöröšová, Michal 
Nejtek, or Ondřej Štochl, with whom we continue collaborating – in some form or 

PHOTO: KAREL ŠUSTER
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other – to this day. The concerts were also purely concerts – we only later started 
combining music with dance, theatre, silent fi lms, or the visual arts later.

Where did the name come from? Is it from Alban Berg?

I wasn’t at the naming meeting. Legend says that the founders and Václav 
Riedlbauch were trying to come up with a title quickly. The aim was to avoid 
the usual clichés and suggest a focus on 20th century music. Alban Berg was 
suggested, but it all happened very fast and there was no time to acquire permission. 
So the decision was made to call it Berg – and if necessary, we’d say that HAMU is 
on a small hill. We have a mountain as our logo, and on a symbolic level, it signifi es 
our attempt to always climb higher.

What’s changed since then?

A lot. Back then, Berg functioned thanks to enthusiasts on all sides, the musicians 
received only symbolic fees, the management got nothing – almost everyone 
was a student, so it wasn’t a problem for anyone. Audiences were composed 
mostly of friends and relatives. We gradually stood up on our own feet and 
professionalised. It is no longer just friends at our concerts – though of course, 
they still come. The repertoire changed too, from a combination of old and new 
music to a clear focus on the musical present. Thanks to that, our musicians have 
grown, as has our audience. Today, we can really play anything – the musicians 
will have no problem learning the music and our audience is open enough to 
manage almost anything we throw at them. I suppose it was important that we were 
never really scared of anything. And even with small budgets, we made incredible 
things. The Berg Orchestra, for example, was the fi rst ensemble to present their 
own original scenic version of Heiner Goebbels’ Schwarz auf Weiss (Black on White). 
Unfortunately, our – still small – budgets mean we often only do a few performances, 
as we cannot spend more time on taking more demanding projects elsewhere. For 
Czech promoters, we’re extremely expensive, and those abroad don’t know us.

Can you trace a moment of “dramaturgical realisation”? Was the change from a mix 
of older and newer music sudden, or gradual?

We present a new piece by a living Czech composer at almost every Berg Orchestra 
concert – that’s been true since the beginning. We have premiered over a hundred 
pieces, some of them evening-length. We gradually abandoned everything except 
the music of the 20th century and the present. Today, we rarely play music by dead 
composers. It is certainly not without interest that the Berg Orchestra performed 
virtually all of Martinů’s music for chamber orchestra, and this at a time when 
Martinů was certainly not as popular as he is today. After all, we owe our existence 
to the Bohuslav Martinů Foundation, who supported us generously at the outset.

You attended musical management courses in the US. To what extent are these experiences 
transferrable to our part of the world?
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I had a year-long fellowship at New York University thanks to a Fulbright 
Scholarship. I originally planned to spend an extra year there, which would have 
been possible thanks a fellowship from the American Orchestra League, but I had 
the wrong kind of visa. So I came back home and tried to apply my American 
experiences here. I was also extremely lucky to be selected to take part in the fi rst 
year of the Kennedy Center International Summer Fellowship Program. For three 
years, I went to Washington every summer, drawing inspiration for further work. 

As for applying American experiences to our own reality – at the very least, you 
can extend the maximal amount of courtesy to your subscribers. That was always 
a rule of ours. It certainly also impacted our marketing strategies – when we were 
starting out, contemporary music was generally viewed very negatively. We wanted 
to change that. We had to lure in potential listeners and then not disappoint them 
when they did come. We tried to avoid academicism in advertising and programme 
notes. It was important to clarify that we were off ering fi rst and foremost an 
experience of contemporary music. So we did all we could to make the evening an 
event, often off ering accompanying programme before the concert, such as guided 
tours around the concert space or its surroundings. This had another positive 
eff ective – a considerable portion of the audience did not arrive from work at the last 
minute, but were instead in a good mood and ready to listen to new music – music 
that demands a lot more from the listener than just concentration.

Where do you recruit your musicians? Has the situation changed in relation to how long 
they stay in the orchestra?

The musicians need a high level of profi ciency, but they also need to be as open 
as possible to everything new. We have a stable member base which has to 
regenerate – we cannot provide our musicians with their main income. Many of our 
members, however, have been with us for a long time – some as long as ten or fi fteen 
years. The Berg Orchestra is a permanent complement to their activities, they grew 
up with us, and today, they can play most anything. It is certainly worth mentioning 
that for many years, we were the only orchestra systematically applying itself to 
contemporary music. Many musicians thus passed through our “training”, and 
today they are members of leading Czech orchestras. Their positive approach to 
contemporary music is helping slowly change the atmosphere.

Today, Berg seems a typical new music ensemble – solo strings, winds, and brass. 
Was it once a full chamber orchestra?

We had to move from a chamber orchestra to a large ensemble form simply because 
contemporary composers do not write for the traditional chamber orchestra. These 
orchestras barely exist, and if they do, they rarely commission new music. We had to 
adapt to the repertoire on off er.

How do you select which composers you want to engage in longer collaborations?
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We return to those we fi nd interesting. Peter Vrábel (Berg’s conductor and 
artistic director) is of the opinion that technical perfection is not enough – there 
are many such pieces today. The music also has to work on an emotional level 

– one has to feel the composer’s personality and whether they have something 
to say. We search for the newest music but we’re not restricted to a particular 
aesthetic; we want to be open to everything of high quality. That’s a great 
advantage.

Which institutions or organisations are important for Berg?

Every partner is important and enriches us diff erently. You’ll fi nd large 
institutions among them, like the National Theatre, or large festivals like 
the Prague Spring or Strings of Autumn, who gave us the opportunity to 
produce a new version of Goebbel’s Schwarz auf Weiss. For a number of years, 
we presented silent fi lms with newly composed music together with the Jewish 
Museum in Prague. Then there are a number of small partners whom we work 
with in order to achieve more together; this often leads to interdisciplinary 
projects. But the music school we rehearse at is also important, as are all 
the institutions that support us fi nancially.

How does your subscribers programme work? What do you off er your audience that 
the usual orchestras don’t?

The fi rst time we decided to off er season tickets, in 2004, we had around fi fteen 
subscribers. Today, there are about a hundred. These are people who belong 

“in the family”, which I think is a pleasant feeling on both sides. That we can 
programme the wildest contemporary music and nobody will bat an eyelid is 
determined to a large degree by the fact that many of our listeners have been with 
us for a number of seasons – some for over fi fteen years.

The loyalty of Berg’s audience is truly remarkable – I’ve noticed that people come to your 
concerts who don’t otherwise attend contemporary music events. Your capacity to create 
and maintain “returning customers” is admirable. 

Our audiences are formed of curious people who often attend a variety of cultural 
events. It’s fantastic that – perhaps also thanks to us – they integrated contemporary 
music into their world. I think that our listeners’ endurance is also due to the fact 
that we try to off er a variety of experiences of contemporary music – to search and 
surprise. In addition to combinations with other art forms, we also experiment with 
new concert forms. The aim is to disrupt the petrifi ed rituals of the 19th century that 
are simply not “in tune” with the present. Sometimes this means entire composed 
evenings or formats such as “Hearing 2x”, when a single piece is repeated, 
sometimes it’s enough that the conductor says a few words about how a sampler 
works, followed by a practical demonstration.

To what extent do you search for support in the private sector? Are you able to fi nd 
benefactors? How is this fi eld developing in the Czech Republic?
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We have a donor’s club, and a patron might support the performance of a specifi c 
new piece. When I came back from the US in 2006, practically no cultural 
organisation had donors. Today, it has become the norm, but of course public funds 
are still central for the fi nancing. This has its advantages too – it allows us to be 
more courageous in our search.

Berg often entices its listeners with promise of music in non-traditional spaces. How are 
you coping with the challenge of avoiding “gimmicks” and really fi nding a site-specifi c 
programme for every concert; one with its one meaning in that particular space? Do 
you not feel that the more established and popular, the less these events are needed and 
the audience is more ready to return repeatedly to more standard concert spaces?

We were among the fi rst to search for non-traditional spaces. We discovered that 
contemporary music sounded better in industrial ruins than in beautiful “golden” 
halls. And with our budgets, the ruins were more readily available than the halls. 
This brought a number of complications. But also many opportunities – the space 
inspires you to create an original programme; forces you to think diff erently. We 
like these challenges, but the reality is that there are fewer and fewer of these 
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Peter Vrábel conducting the Berg Orchestra
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non-traditional spaces – there is a lot of construction in Prague. We can’t just fi t 
in anywhere; we need a lot of space for us and our audience, which is what forces us 
back to the concert halls.

Do you see this negatively? Perhaps when music is in a concert hall, it is not so much 
an “event”, it’s just a concert and it’s more about the music itself, not the picturesque set 
pieces of abandoned factories and unfi nished underground stations.

I don’t understand why someone feels that music is best in a traditional concert 
hall. We all know that even the Smetana Hall has a number of acoustic weak 
spots. Today, when composers often demand a fully mic’d up ensemble, traditional 
acoustic halls are no great advantage. The only thing is you don’t have to move 
everything there (including chairs), so you have a lot less trouble.

Our basic tenet was always to fi nd an ideal symbiosis of space and programming. 
If we need a hall with a long reverberation time, for example, and a church is 
inappropriate for whatever reason, it’s best to fi sh in completely diff erent waters 

– that’s how we ended up performing in the beautiful constructivist palace that 
is the monumental entrance hall of the old Electrical Company Building near 
Vltavská in Prague, which goes up seven fl oors. 

Your newest project is called “Music for Sirens”.

It’s a complement to our “large” subscription series. Every fi rst Wednesday 
of the month at noon, sirens ring out across the Czech Republic for almost three 
minutes. It is simply a test of their operability, but it has become something of an 
event over the years. And after years of dreaming, we’re fi nally putting on this series 
of micro-concerts – we approached almost twenty Czech composers to write short 
chamber pieces that would use the siren test as a musical instrument. The aim is to 
get contemporary music to those who would not come for the evening concert – to 
off er them a taste of what we do. The concert will take place at various universities 
or in collaboration with institutions such as the Academy of Sciences, the National 
Library, and others. Thanks to our partnership with Czech Radio, who decided to 
broadcast our concerts live, it has become literally a dream project. Contemporary 
music will suddenly get to a huge number of people – at noon on a work day. It’s 
playful, just like we like it!

Eva Kesslová (Prague, Czech Republic) 
works as managing director of the Berg Orchestra, who specialise in presenting contemporary and 
20th century music, often in combination with dance, theatre, or visual arts and at unusual venues 
(subway stations under construction, an old sewage plant, or a modern art museum). It regularly 
commissions new works with young Czech composers and presents important works by internationally 
acclaimed composers in Czech premieres. Kesslová studied performing arts administration in Prague, 
Dartington (GB), and New York (NYU, with the help of a Fulbright Scholarship). She was 
a Kennedy Center International Fellow and an ISPA Fellow. At the Berg Orchestra, she enjoys 
challenging people’s image of contemporary music, aiming for a creative approach in presenting new 
music and managing the arts.
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czech music  |  focus

by Ladislav Železný

RADIOCUSTICA

A HUB FOR RADIO

As a child in the ‘90s, I often listened to 
the radio on my walkman before going 
to sleep. At the time, we lived near 
the Austrian border and you could tune 
in to various Austrian stations. I still can’t 
understand German, but what I heard was 
a great infl uence on me. I heard the space 
of sound. I listened. 

I heard a kind of thinking through sound, 
barely present on our airwaves at the time. 
I heard live feeds from the studio, where 
electronic music was being created with an 
almost childlike playfulness. I heard frogs 
quacking along with a symphony orchestra. 
All these were revelations to my infant ears. 

Until then, I had an ingrained idea that 
music was only tones recorded in scores 
and interpreted in time through a musical 
instrument or the voice. There was no 
suggestion of any affi  nity to the beauty 

INSTITUTIONALLY BASED 

IN THE CZECH RADIO, 

RADIOCUSTICA HAS BEEN AN 

ACTIVE FORCE ON THE CZECH 

ART SCENE SINCE 2003, 

COMMISSIONING NEW PIECES 

FOR RADIO, PUTTING ON 

EVENTS, CONNECTING ARTISTS 

AND PRODUCERS. IN THIS 

PERSONALLY TINGED TEXT, 

DIRECTOR LADISLAV ŽELEZNÝ 

REFLECTS ON RADIOCUSTICA’S 

HISTORY AND FUTURE, AS WELL 

AS PRESENTING 

A SELECTION FROM 

RADIOCUSTICA’S 

CATALOGUE TAILORED TO 

THE INTERNATIONAL LISTENER.
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of nature – to the organic structure of sounds. 
The radio was like a teacher to me. Thanks to 
the reach the signal had over the border, I had 
the opportunity to look into other sonic spaces. 
Today, in the age of the internet, the situation is 
entirely diff erent. And yet, it is still quite unusual 
to hear contemporary musical works on the Czech 
radio airwaves, including contemporary music.

The Czech Radio’s attempt to continue 
in the tradition established by the experimental 
studios of various European radio stations is 
called R(A)DIO(CUSTICA). Since 2003, this 
platform has been supporting artists in the sonic 
arts in relation to the purely 
sonic medium of radio. 
The aim is to institutionalise 
these attempts through 
Czech Radio, thus 
ensuring the artists’ 
connection to public service 
radio and a continuity 
of creative activities and 
networking in fi elds 
including electroacoustic 
music, soundscape, text 
compositions, new radio 
plays (neues hörspiel), 
improvised music, 
contemporary music, 
soundwalks, radio art, and 
sound art – in short, sonic 
arts presentable on the radio.

Following the Experimental 
Studio of the Czechoslovak 
Radio in Bratislava, which operated from 1964 to 
about 2009, the Experimental Studio in the Pilsen 
radio (1967—92), and a group of artists known 
as Audiostudio in the Czechoslovak Radio 
(1990—93), the Radiocustica platform is 
the leader in radio arts in former Czechoslovakia. 
Radiocustica also boasts a circuit of artists 
that includes not only composers and other 
sound makers, but also fi gures from fi elds such 
as the visual arts, fi lm, literature, or theatre. 
Various approaches meet, often bringing together 
established and up-and-coming artists. In many 
cases, the artists continue working with the radio 
on its dramatic, musical, and documentary 
programmes. Since it was established in 2003, 
Radiocustica has supported the creation of almost 
170 compositions ranging in length from 10 to 50 
minutes, created by over 130 artists or collectives.

Radiocustica is also among the twenty producers 
that form the Euroradio Ars Acustica Group, 
which provides connections internationally. Many 
of the works created for Radiocustica pose no 
linguistic restrictions, so they can be off ered 
within the international Euroradio exchange. 
Our works thus enter the international context 
through broadcasts by Austrian Kunstradio on 
ORF1, the German programme Klangkunst 
DeutschlandFunkKultur, the Belgrade radio’s 
Sound Workshop, and others. 

The exchange also works in the opposite direction: 
pieces from abroad make their way into the Czech 

context: live broadcasts, 
recordings, and pieces made 
specifi cally for radio. Another 
international collaboration 
is one of the largest media 
connections in the world: 
Art’s Birthday – Euroradio 
Ars Acustica Special Evening, 
which takes place every year on 
the 17th of January and connects 
dozens of artist in a live satellite 
broadcast around Europe 
lasting several hours. They 
celebrate a conceptual holiday 
established by Fluxus member 
Robert Fillou, who on the 17th 
of January 1963 proclaimed that 
on that day, art celebrated its 
millionth birthday. 

Radiocustica is intimately linked 
to the broadcasting of Czech 

Radio Vltava and its programme dedicated to 
experimental works for radio, Radioateliér (“Radio 
Studio”), established in 2002 by documentary and 
radio maker Zdeněk Bouček. 2003 saw the creation 

– headed by composer and pedagogue Michal 
Rataj – of a new, exclusive series of this programme 
titled PremEdice Radioateliéru, the aim of which 
is to regularly commission new pieces which are 
then premiered on Czech Radio Vltava. 

The radio off ers the artists production support – 
a modest fee, the chance to make use of the radio’s 
resources, and artistic guidance. After several years 
of weekly broadcasts, the time has settled on 10pm 
on Wednesdays. The original 30-minute segment is 
now an hour. Every last Wednesday of the month 
sees a new work premiered, which means twelve 
new pieces are created every year.

ARS ACUSITCA GROUP

The Ars Acustica Group is a forum 

for discussion, promotion and 

production devoted to radio art 

and sound art within the European 

Broadcasting Union (EBU). 

The group serves as a node 

for the exchange of radio art 

productions, project proposals, and 

the exchange of information about 

activities and events in media art 

in different countries. It stimulates 

and encourages discussion 

of current trends in the theory and 

practice of radio art and related 

fi elds, and the realisation of co-

productions between broadcasting 

corporations. www.ebu.ch
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In Conclusion
I felt a strange sensation when sending out 
the audio catalogue we put out in the autumn 
of 2015 on the occasion of Radiocustica’s 15th 
birthday. The disc contains a selection of sixty-
two pieces commissioned by Radiocustica. 
The catalogues travelled in the post to artists 
around the world. My feelings were ambivalent. 
On the one hand, there was the joy the work 
brought, the variety and diversity of the archive 
with its authorial pool of over a hundred and thirty 
creative minds, the breadth of genres represented 
within the project. On the other hand, there was 
horror: after more than fi fteen years of consistently 
promoting explorative acoustic work on radio, 
the project is still in a semi-established state, 
lacking deeper institutional and HR support. 

Around Europe, many creative centres 
in the public service sector fi nd themselves 
in a similar position. In some cases, the situation 
is beyond repair, such as the Dutch VPRO and 
their Café Sonore project, the Slovak RTVS and 
the Bratislava experimental studio, now existing 
outside the structure of the radio. But not everyone 
considers acoustic arts on the radio marginal. 
Here is a quote by Leigh Landy, the creator 
of the anniversary 150th composition, Mezihlas – 
Přeshlas – Nahlas, said of the project:

I’m very happy, honoured, and proud of what the radio 
in Prague is organising, because the history of the radio 
art programme, of the experimental Hörspiel, whatever 
you want to call this, has had its ups and downs like 
a sine wave. At the moment, it’s not on an up. But for me 
as a creative person, the Hörspiel studio which we had for 
many years in Germany and your programme represent 
the symbol and the heart of moving forward, of being 
creative and inventive on this medium. Great Britain 
with its famous and wonderful BBC does not have this 
programme. It has very little time for contemporary music 
in general. So you have to go to the marginal radio stations 

– which are constantly struggling for survival – to fi nd 
anything like this. So we’re at a low point, but we’re not 
at an end point. There’s a diff erence. It is my expectation 

– whether on the internet or on the national or regional 
radio stations – that this must return, because artists from 
all sorts of backgrounds are being inventive with sound. 
And this kind of medium is one of the fi nest means of our 
distribution of our ideas. 

It is my wish that Radiocustica continues 
stimulating our sound worlds, aff ording people 
experiences similar to what happened to me 
listening to Austrian radio. Letting them hear 
space for creation and sound, for thinking through 
sound. It is my sincere hope that we may continue 
creating a catalogue of innovative audio works and 
bringing that catalogue to new listeners.

Collective Composition no. 1a
by Ján Podracký
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SELECTIONS FROM THE ARCHIVE

The Radiocustica archive contains many pieces by 
a huge number artists. It would be impossible to 
list them all, but nearly all of them can be located 
on www.radiocustica.cz. In the Sound Archive tab, 
you will fi nd all the broadcast compositions as well 
as a number of recordings of concerts and live 
radio broadcasts.

Below, we present a selection from the Radiocustica 
archives, each piece with a short introduction. We 
have selected works that present no problems to 
non-Czech speakers, except for Marek Hlaváč’s 
exceptional Listening Warm-Up, for which we provide 
an English translation.

 Eliška Cílková: ZONE
 The concept of radio is a latent presence in Eliška 
Cílková’s ZONE, premiered in October 2013. 
The composer travelled to the contaminated 
zone around the former nuclear power plant 
in Chernobyl. She uses sound to search for or 
portray a location most of us will not travel 
to, combining authentic fi eld recordings with 
elements of a more traditional musical language. 
In various buildings in this city abandoned after 
the nuclear catastrophe, she tries to search for and 
creatively imagine its original sonic environment, 
now forgotten. 

Jan Trojan: Ulteria /  the diary of a pilgrim
The May 2001 premiere presented Jan Trojan’s 
rendering of his own pilgrimage from Poferrada 
to Santiago de Compostela. His journey 
included the warm Spanish countryside and on 
to Fisterra, a peninsula in the west of Galicia 
also called the End of the Earth (fi nis terrae). 
The materials of the composition are the sounds 
of the environment, the rhythm of walking, speech, 
or the pilgrims’ deep sleep. The sounds are 
in constant transformation. The theme is the space 
created by the body’s movement, the unique 
meeting of pilgrims from around the world, and 
knowledge of oneself. 

Vendula Guhová: Funění podvědomí  
(Huffi  ng and Puffi  ng of the Subconscious)
In this piece premiered in August 2018, Guhová 
precisely analyses sound objects of her own 
creation, working them into an organic structure. 
She says of her composition: “It goes deep into 
the human body, into its internal processes, 
into places that huff , bubble, gargle. It follows 
the inner boiling, searching for the poetic 
in the ‘low’, the hidden, and the awkward. 
The topic is the animality of our mind, 
the instinctiveness of intimacy, and daydreaming. 
Something sniff s, searches, and also questions 
and delves in deeper. Booing, snoring, 
grumbling, peeing, hiccupping… The piece 
came to be from a collection of sounds emitted 
by human and animal bodies, protesting crowds, 
and others.”

Collective Composition no. 1a 
Premiered in May 2017, Collective composition no. 
1a is almost entirely successful in eliminating 
the institution of the individual composer. 
At its foundation stands not a composer, but 
an “initiator” – the Slovak Brno-based artist 
Ján Podracký. This is the fi rst in a growing 
series of Podracký’s collective and community 
compositions. The idea is to have more than 
two composers or musicians – in this case twelve 

– working collectively on a single piece. His 
conception attempts to defi ne the entry conditions 
so that the collaborators can create a coherent 
whole. 

Eliška Cílková
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Alessandro Bosetti: The Notebooks
The Notebooks, a composition by Italian performer 
and composer Alessandro Bosetti, also breaks 
musical boundaries, but from a diff erent angle. 
The piece was awarded the main prize at the Palma 
Ars Acustica 2015 and was later included on 
a CD put out by the Polish Bolt Records. Bosetti 
has a long-standing interest in the musicality 
of the spoken word. In The Notebooks, he attempts 
to use his own speech and voice to bring to 
life the acoustic situations which could have 
led Leoš Janáček to notate his speech melodies. 
Bosetti listens to the world through Janáček’s 
ears, allowing us to hear a world hidden within 
a unique poetic gesture: Janáček’s notated excerpts 
of speech. He reconstructs the imaginary reality 
of Janáček’s melodies and retraces the tradition 
of “ musique anecdotique”, whose beginnings are 
to be found in the work of Luc Ferrari.

Jan Trojan and Ivan Boreš: Souvětří  
(Wind Harmony)
In Souvětří, premiered in February 2013, 
composer Jan Trojan and guitarist Ivan Boreš 
sound the strings of the classical guitar using 
wind – they used a fan for the studio recording. 
The wind is central to the piece; the guitarist is 
not the only – nor indeed the main – performer 
on the instrument. Rather, he cooperates with 
the guitar and helps bring its sound to life. 
A partner to the wind. The artists state that their 

intention was to “capture the microstructure 
of sound in the continuity of time delimited by 
the duration of the signal and the acoustic space. 
The guitar, usually a fast-decaying plucking 
instrument, is in this case sounded by air from 
a fan, which ensures the strings’ stable resonance. 
The pitch of the string is directed in the usual 
way, i.e. by shortening and lengthening its length 
through touch. The resultant harmonies are 
created through the strings’ natural resonances 
in the air.”
 
Andreas Hagelüken: Refrigerator 
Some pieces rest on the edges of the radio play and 
text-sound compositions or sound poetry. They 
make use of words and their meanings, but they 
also place purely sonic material on an equal foot-
ing. The German musicologist, journalist, and 
artist Andreas Hagelüken created a piece titled 
Refrigerator for the May 2014 premiere. It is part 
of his Küchen Trilogy and presents a poetic portrait 
of the fridge and its life within the imaginary world 
of the machines. When Hagelüken was working 
on the piece in 2014, the internet of things was not 
as commonplace as it is now: a network intended for 
communication between machines. The author says 
of the piece: “Even the oldest machine, made only 
so that we can immediately discard it, has a soul. 
You say it doesn’t? In the case of the refrigerator, 
Descartes’ famous ‘cogito ergo sum’ is interpreted 
as its self-realisation: ‘I freeze therefore I am… what 

Ivan Boreš

Ladislav Železný
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I am.’ And of course the fridge is proud of this and 
tries to freeze the best it can. It’s cool. Try and listen 
in to its noise, and if you listen well enough, you 
might understand it. But do we really need to un-
derstand our fridge?” On a personal note: the sound 
of the refrigerator used to keep me up at night. 
Since I listened to this piece, I’ve come to accept it. 

Bocaloca Lab: Tiká tiká politika; Věnováno vaně
The Boca Loca Lab group, led by its founder, 
director, and author Jiří Adámek, has created 
several text-sound compositions. Adámek 
has a longstanding interest in musical theatre, 
voiceband, and other sonic work with language. 
His authorial approach operates on the margins 
of genres that have to do with words, text, sound, 
and music. Tiká tiká politika, from 2006, thematises 
the reality of the often bizarre world of politicians 
and politics. Věnováno vaně (To the Bathtub) is a vocal 
improvisation later composed in the studio. With 
a theatrical lightness, it thematises a place where 
many lose their inhibitions and become temporary 
bathroom Pavarottis or Michael Jacksons.

Marek Hlaváč: Listening Warm-Up 
(Rozcvička s radiopřijímačem)
With reference to a number of aspects of radio 
broadcasting, Marek Hlaváč conceived his 
January 2018 premiere as a series of instructions 
for the listener. In his programme note, he states 
that in order to fully listen to the piece, the listener 
must take an active part. Without the radio and its 
listeners, his Listening Warm-Up could never come into 
being. Silence is an important element in the piece, 
complemented by verbal instructions leading 
the listener to various unorthodox ways of handling 
the receiver. Hlaváč created a purely radiophonic 
work whose conceptualism breaks down the barriers 
of the traditional broadcasting illusion. Although 
the original instructions are in Czech, we provide an 
English translation below:

Position yourself in front of your radio.

If you a have another, portable radio, turn it on and 
tune it to Czech Radio Vltava as well. Then prepare 
your watch to measure time.

The portable radio will be your instrument 
while the other one will be used for listening to 
the instructions. If you have only one radio, tune 
back to this station for more instructions after 
the set time.
 

Turn the tuning knob up a bit and then back.

Turn the tuning knob down a bit and then back.

For the next twenty seconds, alternate turning 
the knob up and down in a simple rhythm. 

Tune in to the noise between stations, listen to 
it for ten seconds and then move the volume knob 
in the same rhythm as before for another twenty 
seconds.

Tune in to a different noise and fi lter it for ten seconds 
by rhythmically covering the speaker with your hand.

Continue by turning the band switch in the same 
rhythm for ten seconds.

During the following minute switch to AM or SW and 
look for and listen to interesting spots in the noise 
between stations.

  Are you not following the instructions? 
  Aren’t you cheating?

Stay tuned to this station for the next twenty seconds, 
take the radio in your hand and move it rhythmically 
(swing it, rotate it in the air, etc.).

In the following two minutes, switch to AM and tune 
to the noise between stations. Use the radio to scan 
the electrical appliances in your fl at that are turned 
on and look for and listen to the electromagnetic 
interference.

  Are you still not following the instructions?
  Don’t you think you’re missing something?
  You could hear the interference of your computer 

screen, modem or wireless telephone.
  Or do you think it’s better not to stick to the rules?
  Do you think you might achieve something better 

by cheating?

Now tune to a song that you don’t like and listen to 
it for thirty seconds.

Listen to silence for the following minute thinking 
about what to fi ll it with.

Do something you would never do.

If you want to tell us something, dial [Vltava’s 
broadcasting team’s number].

PHOTOS: 
ALEXANDER BELYAEV (PODRACKÝ), FILIP NAUM (CÍLKOVÁ), JIŘÍ ŠEDA (ŽELEZNÝ), 
RADIOCUSTICA ARCHIVE (BOREŠ)
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by Lukáš M. Vytlačil 

Jan Amos Komenský’s Hymnbook
The Facsimile Edition 

Spiritual songs and hymnbooks are among 
the unique heritage of religious life and culture 
in the Czech lands before the Battle of White 
Mountain in 1620 and the recatholisation 
process which followed it. Their richness, unique 
in the European context, fully refl ects the plurality 
of confession in a region with considerable 
religious tolerance and freedom, as well 
as the popularity of this literary and musical 
genre. One of the Christian churches which left an 
indelible trace on our hymnographic production 
over the course of many centuries was the Unity 
of the Brethren, together with the Utraquists 
the leading church of the Bohemian Reformation. 
A number of songs written or arranged by Lukáš 
Pražský, Jan Augusta, Jan Roh, Jan Blahoslav, 
or the psalm translator Jiří Strejc, remain to this 
day not only valuable historical documents, 
but in some cases also living components 
of the liturgical repertoire. The greatest era 
of Brethren hymnography is symbolically 
concluded by the oeuvre of Jan Amos Komenský 

Jan Amos Komenský: Kancyonál. 
Faksimile vydání z roku 1659. 
(Hymnbook. Facsimile of the 1659 Edition.) 
Prepared by Petr Daněk and Jiří K. Kroupa, 
KLP – Koniasch Latin Press, Prague 2018. 
788 + 56 pages. ISBN 978-80-87773-54-3
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(known in Latin as Comenius), a bishop 
of the Unity of the Brethren and a scholar 
respected internationally and by members 
of various churches.

Kancyonál, to jest Kniha žalmů a písní duchovních 
(Hymnbook, that is a Book of Psalms and 
Spiritual Songs), on which Komenský worked 
as editor and in part also as author, was printed 
in 1659 by the Amsterdam printer Christoff el 
Cunradus. Thanks to a quality facsimile edition 
by the Prague-based publishing house KLP – 
Koniasch Latin Press, this work is now available 
to the experts and laymen outside the safe 
deposits of archives, libraries, and museums. 
This hymnal belongs among the exceptional 
representatives of the spiritual, literary, and 
book culture of the Czech protestant Baroque. 
It is not only exceptional in its range, inner 
structure, and content, or in the meticulous 
edition and typography, but also in the inner 
concept the editor followed in this work. As Petr 
Daněk asserts in his commentary, Komenský 
spent a long time in concentrated preparation, 
attempting to give the hymnal a form that would 
refl ect both the previous experiences and current 
needs of the church, as well as the development 
of language and the need to renew the repertoire.

Psalms and other Old Testament pieces open 
the volume, followed by systematically segmented 
sections of songs. The approach to the several 
indexes is also very progressive for its time. 
In addition to a complete index of the songs, 
there are also separate indexes for songs translated 
from German or Polish, “a little index of brand 
new songs” that were most probably composed 
by Komenský himself, and also a separate index 
of older songs which the editors and publishers 
of previous Brethren hymnals did not include. 
In addition to the elaborate structure and 
editorial conception, Komenský’s contribution 
consists chiefl y in editing and authoring 
the texts. The melodies were taken from older 
sources. In this connection, then, the hymnbook 
represents a connection between the religious 
literature of the Baroque with the late Renaissance 
musical culture of spiritual song.

The current needs of the church, mentioned 
above, also relate to another remarkable 

aspect of the print. Although the hymnbook is 
considerably large and most of the songs also 
provide a melody printed in white mensural 
notation, the format is also the smallest Czech 
hymnal of its time. This facsimile print maintains 
a 1:1 scale. There are several reasons for this: 
The book was to serve not only for liturgy but 
also for the believers’s personal use. The print also 
refl ected the complex situation which the Unity 
of the Brethren found itself in – its members 
at the time were either living in exile, or they 
were active in the Czech lands in secret, making 
the small format ideal for frequent relocations 
or escapes. After all, the hymnbook was printed 
in Amsterdam in the Netherlands. In this context, 
we cannot miss out another interesting aspect, 
namely the very carefully prepared typesetting 
of the Czech text in a foundry abroad. Doubtless 
this is further proof of Komenský’s meticulous 
editorial work, as we cannot assume that Cunradus, 
the printer, would have at hand a typesetter with 
a command of Czech.

The facsimile represents the ideal form of print, 
as none of the available original prints is preserved 
in its entirety, as the two editors mention. An 
exemplar stored in the National Pedagogical 
Museum and Library of J. A. Komenský 
in Prague was used as an exemplar, complemented 
by others from the Library of the Academy 
of Sciences of the Czech Republic, the Komenský 
Museum in Přerov, and unspecifi ed digitalised 
versions available online. The graphic aspect 
of the facsimile has been expertly treated, 
including a representational binding made of faux 
leather and gold embossing. A commentary by 
Petr Daněk is appended to the end of the book, 
providing the reader with insight into 
the circumstances in which Komenský’s hymnbook 
was put together. It is followed by an editorial 
note by Jiří K. Kroupa, which details the form 
and sources of the facsimile edition. After their 
edition of Jan Blahoslav’s treatise Musica (KLP 
– Koniasch Latin Press, Prague 2016), this new 
edition of Jan Amos Komenský’s Hymnbook is 
another valuable bibliophilia thanks to which 
the reader has a chance to look in more depth into 
the world of book culture, literature, and music 
between the Renaissance and the Baroque through 
the remarkable fi gures of the bishops of the Unity 
of the Brethren.
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by Lukáš M. Vytlačil 

Josef Lipavský
A forgotten Czech musician in the Viennese musical world 
and a new edition of his Sonate concertante in G major 
for fl ute and piano

At the turn of the 19th century, Vienna was 
full of musicians from the Czech lands. In this 
context, we usually hear of so-called Czech 
musical migration, but this term is considerably 
imprecise and even less accurate, as the Czech 
lands had by then spent several centuries as part 
of the Habsburg multinational monarchy, 
the capital city of which was Vienna with its 
seat of the imperial ruling family. While some 
of the names of these musicians remain relatively 
well known today – e.g. Leopold Koželuh, 
František Vincenc Kramář (Krommer), or 
the Vranický Brothers – many other authors 
were forgotten, their fates and compositional 
oeuvres only gradually being rediscovered. 
Josef Lipavský is one such hidden fi gure. 

Lipavský was born on the 22nd of February 1772 
in Vysoké Mýto in eastern Bohemia. He was 
educated at fi rst in Litomyšl and Hradec 
Králové, where he was also a profi cient organ 
student with Ignác Haas. Although he showed 
a proclivity for music from early childhood, 

Joseph Lipavsky: Sonate concertante 
in G major. Edited by Martin Skamletz, 
Edition HH, Launton 2017, 44 pages. 
ISMN 979-0-708146-21-6 
ISBN 978-1-910359-36-5 
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his family opted for a university education. He 
was thus sent fi rst to Prague, where he studied 
philosophy, and then to Vienna, where he studied 
law. However, he also kept applying himself to 
music, establishing a number of friendships with 
some of the leading musicians on the Viennese 
scene. His teachers there were Georg von 
Pasterwitz, a Benedictine priest, important 
pedagogue and composer, or Jan Křtitel Vaňhal, 
another important Czech in Viennese musical 
life. According to tradition, he was also to have 
studied with Wolfgang Amadeus Mozart himself, 
though there is no direct proof of this. Thanks 
to his universal education and excellent piano 
playing, Lipavský became a highly sought after 
teacher in aristocratic homes. After completing 
his university studies, he embarked on a concert 
tour through Hungary and Transylvania. Upon 
his return to Vienna, he accepted a position as an 
offi  cer of the imperial and royal Privy Chamber 
Payments Offi  ce. However, this certainly did not 
signify his departure from musical life, in which 
he remained active. He died young, on the 7th 
of January 1810.

In the course of his short life, he composed 
several singspiels and over thirty other pieces, 
among which we can fi nd piano pieces, songs, 
and sacred music. His last work, published 
posthumously, was the Sonate concertante 
in G major for fl ute and piano. The Wiener 
Zeitung reported on its publication on the 12th 
of September 1810. This chamber work, now 
published in a new critical edition prepared by 
Martin Skamletz, provides us with a signifi cant 
reference point on Lipavský’s compositional 
ability. The work represents a very mature form 
of the late Classical three-movement sonata 
cycle, which Skamletz claims bears the infl uence 
of Ludwig van Beethoven in certain aspects. 
The musical language combines songful melodic 
themes with virtuosic technique. Lipavský 
certainly did not intend this sonata to be played 
by passionate music-loving amateurs – his 
technical requirements for both instruments are 
considerable, which also divulges the composer’s 
intimate knowledge of their possibilities.

The edition itself is very well prepared. 
The well-prepared notation makes editorial 
additions clear at fi rst sight. In his introductory 

text, Skamletz addresses Josef Lipavský’s 
character, wherein most of this section is taken 
up by the biographical entry in the Allgemeinen 
historischen Künstler-Lexikon für Böhmen, put out 
by Gottfried Johann Dlabacz in 1815, after 
which Skamletz introduces the formal aspects 
and musical language of the sonata. The third 
section contains very interesting information 
on the performance practice of the piece, with 
Skamletz concerning himself with the musical 
instruments of Viennese instrument-makers at 
the time, for which the composer really composed 
this piece. After the score, the publication is 
concluded by a two-page editor’s note.

This likeable edition of the Sonate concertante in G 
major by Josef Lipavský is a welcome addition 
to the musical literature by Czech composers 
in the period of late Viennese Classicism, i.e. 
between the 18th and 19th centuries. It can serve 
as a presentation of this chapter in the history 
of Czech music among musicians abroad, but 
also as a challenge to performers at home to 
take more interest in this overlooked part of our 
musical heritage.
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 by Petr Ferenc

PETR FERENC INTRODUCES A NEW EXHIBITION 

AT THE CZECH MUSEUM OF MUSIC 

WHICH EXPLORES THE FORM OF IMPORT AND EXPORT 

OF POPULAR MUSIC IN CZECHOSLOVAKIA 

IN THE 1960S, ‘70S, AND ‘80S.

IMPORT / EXPORT / ROCK’N’ROLL

In a world divided by the Iron 
Curtain, the representatives 
of the Czechoslovak 
establishment saw western 
culture as a weapon of ideology 
and sabotage poised to destroy 
the healthy development 
of socialist man. They 
“protected” the people from 
the danger of this “defective” 
culture using an information 
embargo, censorship, and 
sanctions. They knew music 
was not merely entertainment 
but a strong tool of identifi cation 
and self-knowledge, and that 
playing, listening, or dancing 
means being someone, behaving 
a certain way, thinking, and 
creating one’s worldview. With 
a view to the massive social 
changes in the West brought 
about by the music of the early 
‘60s, they wanted to have 
its distribution entirely under 
control.
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In practice, however, the regime’s stance towards 
western culture was unsystematic. It partly banned, 
partly silently tolerated, and partly directly supported its 
import from the 1960s through to the 1980s. Exporting 
music was considered an important component 
of cultural and economic policy.
The state monopoly on the import and export of music 
was disrupted by new technology for the home 
recording and reproduction of sound – electromagnetic 
tape and later cassettes. This democratisation was 
a considerable contribution to the distribution 
of recordings in Czechoslovak society but at other times, 
music and its creators had to fi nd their way to media 
beyond the borders – in exile.
The forms of import and export of popular music in this 
period are the subject of a new exhibition taking place 
at the National Museum – Czech Museum of Music 
from the 28th of March to the end of January 2020. 
It was prepared by Peter Balog, Petr Ferenc, Mariana 
Lebedová, and Kamila Marešová and it is called Import / 
Export / Rock’n’Roll. 

What You Could Hear on the Radio and What You 

Had to Hear Elsewhere

At the end of the 1950s, the Czechoslovak Radio off ered 
mostly folk music, wind bands, swing, and variety 
shows. The central source for new beat music was 
Radio Luxembourg, whose waves passed over the Iron 
Curtain.
Uncensored information about political and social life 
in the West and East got to listeners through western 
radio stations. Signal jammers, however, drowned Free 
Europe, the Voice of America, and the BBC in ear-
wrenching radio static. In the mid-‘60s, the extent 
of the jamming was minimised, and together with 
the Prague Spring – a period of relative liberalisation 
of the socialist regime – came a plan to stop the jammers 
entirely. After Czechoslovakia’s occupation in 1968, 
the jamming was intensifi ed, corresponding with an 
increase in interest from the listeners.
The Munich headquarters of Radio Free Europe 
established a voicemail service for Czechoslovak 
listeners. The callers asked for information about 
the reasons for the August invasion, the real situation 
in Vietnam, Nobel laureates, as well as requesting 
songs by Elvis Presley, the Sex Pistols, or the singer-
songwriter in exile (and Free Europe employee) Karel 
Kryl.
Starting in 1973, one could hear a limited selection 
of western music within the Větrník programme on 
the Czechoslovak radio stations Vltava and Hvězda. 

In the second half of the ‘80s, Větrník held listeners’ 
polls that also included artists from abroad. The leading 
spots were taken by bands like Pink Floyd, Metallica, 
and Iron Maiden. 
In the mid-60s, one could also hear to a modest 
rationing of contemporary western rock and pop on 
the airwaves of Czechoslovak Radio. 1964 saw the birth 
of the fi rst Czechoslovak radio hit parade: Dvanáct na 
houpačce (Twelve on a Swing). It was prepared and hosted by 
husband and wife duo Miroslava Černá and Jiří Černý. 
Jiří Černý (*1936) included local and international 
music equally. “The Swing” quickly became popular, 
in part thanks to the fact that the winner was decided 
through correspondence voting by the listeners and not 
a jury’s verdict. Černý became a fi gure who continues to 
defi ne local listening trends to this day.
After the August occupation, Černý prepared Karel 
Kryl’s album Bratříčku, zavírej vrátka (Little Brother, 
Close the Gate) and broadcast Jaromír Vomáčka’s 
anti-occupation song Dobře míněná rada aneb Běž domů, 
Ivane (A Well-Intended Piece of Advice, or, Go Home, Ivan). 
The programme was immediately cancelled and Černý 
was removed from the radio.
After the cancellation of “The Swing”, Jiří Černý 
continued playing music and commenting on it on 
another platform, the so-called Antidiscotheques. 
These were listening lectures in which he presented 
new releases. In addition to a number of themed 
programmes (The Beatles, The Doors, Jimi Hendrix, or 
Leonard Cohen), he also off ered programmes presenting 
new releases across genres, artists, and performers. 
Many other music journalists began presenting listening 
discotheques as part of their activities.
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If they didn’t play it on the radio, you had to hear 
it live. And so Czechoslovak groups of the 1960s 
diligently rehearsed foreign songs they knew only 
from the radio or vinyl records. There was no direct 
concert experience of the western originals, so cover 
versions became crucial messengers of western culture 
in the socialist environment. And it wasn’t just the songs 
that were imitated – it was the image too. Czechoslovak 
performers embodied their ideas and dreams about 
the western musical scene, later mediating these dreams 
to their audiences.
In 1964, Karel Gott – accompanied by the beat group 
Olympic – recorded Adresát neznámý (Recipient Unknown), 
a cover version of The Beatles’ From Me To You, with lyrics 
by Jiří Štaidl. This was a milestone, confi rming that 
the beat fever in Czechoslovakia could no longer be 
ignored.
In the interest of authenticity, rock groups adopted 
English songs with their original lyrics, while pop 
performers established on radio and television relied 
on Czech lyricists, often with excellent results – let 
us mention at least Václav Neckář’s Lady Jane and Mrs 
Robinson (lyrics by Zdeněk Borovec; Eduard Krečmar) 
or Marta Kubišová’s Hey Jude (lyrics by Zdeněk Rytíř). 
In French chanson too, sticking to the French original 
was unthinkable, and so the repertoire of Hana 
Hegerová became a testing ground for Czech lyricists 
including Pavel Kopta, Michal Horáček, or Petr Rada.
After 1968, the English language practically disappeared 
from the airwaves and concert stages. The western 
repertoire, however, did not. Pop songs were adapted 
most often, sometimes hard rock was too. A peculiarly 
defi ning case was a cover of Black Sabbath’s National 

Acrobat, presented by Jiří Schelinger – with František 
Ringo Čech’s lyrics and band – under the name Metro, 
dobrý den (Metro, Hello). Marie Rottrová’s Lásko, voníš 
deštěm with Czech lyrics by singer-songwriter Jaromír 
Nohavica is also taken from Black Sabbath’s repertoire. 
The Czechoslovak public often knew western hits 
in their Czech version only, later being stunned and 
amazed at the foreign-language origin of such intimately 
known pieces.

The State as Publisher, Agency, and Organiser

While you could acquire records with foreign popular 
music in Czechoslovakia, they were very few in number 
when compared to local products. In the 1970s, there 
were only three state-run music publishers in socialist 
Czechoslovakia – Panton, Opus, and Supraphon, 
the largest. Two of these used limited foreign exchange 
to buy licences for albums and individual songs from 
international partners. The albums were published with 
considerable delay – in the case of the With the Beatles 
album, it was a full twenty-four years. To this day, there 
is no complete list of Czechoslovak licence albums. We 
don’t know how many were pressed and which sold 
best.
A specifi c aspect of license albums were 
the accompanying liner notes. These took the form 
of essays written by leading music writers. Abroad, some 
Czech license albums became sought-after collectors’ 
items, particularly due to the modifi ed covers.
Albums featuring international artists could also 
be bought in the music centres of friendly states, 
particularly the Hungarian and Polish centres, 
were people went to acquire bands such as Omega, 
Locomotiv GT, or SBB and Czesław Niemen, as well 
as Hungarian or Polish license albums.
The Artia company was established at the beginning 
of the 1950s, originally as a company for the import 
and export of cultural goods. In 1953, it was converted 
into a foreign trade company. In the 1970s, its eight 
employees administered the departments of book 
culture, art works, and sound recordings. Every 
department was then divided according to the targeted 
area, i.e. the East and the West.
Businesses abroad made selections from the catalogues 
of the state-run publishing houses Supraphon and 
Panton. They were mostly interested in classical music 
– pop music lagged far behind. Artia had oversight over 
the commercial aspects of the process. The price list 
assigned higher prices for western countries.
The export albums of pop music singers were fi tted 
with new lyrics in the language of the target market. 

“(BIG) BEAT MUSIC” 

Though the origin of this term is disputed 

(there are many western albums that 

use the term “beat”; there is Fats 

Domino with his hit “The Big Beat”), 

the generally accepted version is that 

rock’n’roll as a term was too disruptive 

for the regime’s taste, so the term beat 

or big beat was used instead, gaining 

traction in the 1960s. However, the term 

still survives to this day: “bigbíťáci” are 

older fans of rock, the Czechoslovak Beat 

Festival takes place yearly, and Rádio 

Beat remains one of the most popular 

rock radio stations.
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Sometimes, the translations were literal, at other times, 
the lyricists created new works. The English version 
of Olympic’s song Kanagom (referring to a brand of glue) 
bore the title Can I Go? After the political transformation 
in 1989, Artia lost its monopoly on the market, ending 
its operation in 1994.
1958 saw the creation of the Pragokoncert agency, whose 
main task was to mediate concerts for Czech artists 
internationally and to organise concerts by foreign 
artists in Czechoslovakia. Pragokoncert dealt with 
agencies around the world, promoting all the artists 
it represented.
A prerequisite to being represented by Pragokoncert 
was to successfully complete the requalifi cation tests 
and acquire the status of fi rst degree professional. 
Requalifi cation tests were mandatory for all musicians 
who wanted to make a living from music or play 
legal concerts. In addition to musicianly capabilities, 
the appropriateness of the repertoire and political 
awareness were also assessed. 
Pragokoncert was also responsible for the import 
of international artists. It introduced onto Czechoslovak 
stages such artists as Louis Armstrong, Ray Charles, 
Ella Fitzgerald, B. B. King, Tina Turner, Johnny Cash, 
Elton John, Mireille Mathieu, Gilbert Bécaud, Suzi 
Quatro, or Uriah Heep.
Not even the relaxed ‘60s allowed international 
performers to fl ood into Czechoslovakia. 1965 saw 
several performances in Prague by Louis Armstrong, 
rock fans were captivated by Manfred Mann, a British 
group that performed in 1966. A year later, at the 2nd 
Czechoslovak Beat Festival, The Nice (with Keith 
Emerson on keyboards) amazed the local audience.
In 1970, Karel Gott was in London, trying to convince 
John Lennon and Yoko Ono to perform a benefi t 
concert in Czechoslovakia. They both promised to take 
part. The culture department at the Central Committee 
of the Communist Party denied the proposal. It was 
unthinkable that a representative of the western 
bourgeoisie should give away their concert fee to 
Eastern Bloc children.
The 3rd Czechoslovak Festival, held in 1971, promised 
such stars as Led Zeppelin and Jethro Tull, but 
in the end, the approved bands included only 
the Hungarian groups Omega and Neoton and Polish 
singer Czeslaw Niemen with Enigmatic.
Beginning in the early 1970s, Pragokoncert invited only 
vetted rock groups from other socialist state, particularly 
SBB from Poland and Locomotiv GT from Hungary. 
In the more relaxed second half of the ‘80s, Depeche 
Mode’s concert in Prague was a sensation.

In certain exceptional cases, concerts by international 
artists were also organised by individuals. Two 
unannounced and illegal performances by Nico – 
formerly of Velvet Underground – became the stuff  
of legends. They took place in 1985 in Brno and 
the Opatov Cultural Centre in Prague, where the police 
intervened during the performance. New York-based 
noise-rockers Swans also performed in Brno near 
the end of the ‘80s.

Socialist Business

State publishing policy was very narrowly defi ned. 
In the ‘60s and ‘70s, one reaction to the insuffi  cient 
supply of records with western music was 
the spontaneous eruption of musical exchanges 
independent of state structures. These created a parallel 
economic structure which the state judged to be illicit 
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entrepreneurship. Members of law enforcement agencies 
sometimes simply reprimanded the participants but 
on other occasions they used dogs and pepper spray 
to disband the gathering. The police also attended 
to monitor “free” youths who came here to become 
acquainted with harmful western pop culture.
These exchanges usually took place on Sunday 
afternoons in Prague. Police repression led to frequent 
changes of location. The exchanges gradually moved 
from Wenceslas Square, through Španělská Street, 
the concrete staircase onto Letná, Strahov, and 
Havlíčkovy sady all the way to the Krč Forest. News 
about the location spread quickly and reliably.
At fi rst, the exchange worked on a record-for-record 
basis, but sales soon began. Prices for new records 
ranged from 250 to 500 Czechoslovak crowns. Bear 
in mind that the average monthly income in 1980 was 
2656 crowns. In addition to rock and pop, genres 

such as metal, punk, jazz, contemporary classical 
music, and various other experimental directions were 
available. What was absent was the local underground 
scene and outlaw singer-songwriter like Karel Kryl – 
mostly because outside of a few exceptions, they never 
published LPs.
The selection was up to date. Professional salesmen 
could get their hands on a new western title as soon 
as two weeks after it was published. There were also 
magnetic tapes on off er – with music and empty – 
as well as music magazines, tape players, and digital 
watches.
From the mid-‘80s, the exchanges took place legally 
under the auspices of established organisations. 
In Prague, these included the House of Culture 
of the Iron Industry Workers or the Slavic House. After 
1989, these exchanges slowly died out – records from 
abroad were no longer in short supply.

Exhibition view
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Various western goods – particularly electronics – 
could be acquired in Tuzex shops. The original idea 
of Tuzex was domestic export, as the name (tuzemský 
export) suggests. Most importantly, however, this was 
a place were the populace went to fulfi l its commodity 
dreams, a cede of commercial and cultural transfer 
between the west and Czechoslovakia. Tuzex shops 
each had a specifi ed range of goods. They off ered 
scarce and exclusive goods that were the standard 
in western countries. Radios, tape recorders, CD 
players, walkmen, video cameras, occasionally 
vinyl records from abroad. In the reminiscences 
of contemporaries, Tuzex machines have the aura 
of miracles, particularly in comparison with locally 
produced audio equipment.
Tuzex shopping took place in a special mode. You 
could only shop using foreign currency (marks, pounds, 
dollars), but more often people used special purchase 
coupons called bons (bony). Acquiring bons legally was 
only possible for Czechoslovak citizens living abroad. 
Their wages were in a foreign currency which was 
deposited onto their foreign exchange account. After 
returning home, they could not acquire the foreign 
currency – only the bons. Someone interested the goods, 
however, mostly acquired these coupons on the black 
market, from a so-called vekslák.
Veksláks (from the German wechseln – to exchange) 
would stand in front of Tuzex shops off ering one bon 
for four to six crowns. A hi-fi  system could cost upwards 
of two thousand bons, which – taking your into account 
that wages were in the range of thousands of crowns 
– was truly an exorbitant price. Even if you had 
the required amount of bons in your pocket, however, 
you still had to select from the catalogue, order, pay 
the entire sum up front, and hope that everything would 
go smoothly. When Tuzex failed to secure the goods, 
it either returned the payment or attempted to fi nd 
a suitable alternative.

Music in Print

Music journalism and its presentation in the appropriate 
periodicals is an indelible part of musical life. 
The exhibition introduces both the popular musical 
monthly, Melodie, and the more “subversive” activities 
of the Jazz Section.
Melodie was active from 1963 to 1994. It provided news 
from the popular music world at home and abroad, 
critically framing these in broader societal contexts. 
It presented profi les of western artists and disc reviews. 
Lubomír Dorůžka became the editor-in-chief in 1964, 
focusing on pop, rock, and jazz.

Stanislav Titzl took over from Dorůžka in 1970. Despite 
the compromises which ideological oversight forced 
him into, he managed to sustain Melodie as a source 
of information about western trends. It was an 
important platform to aid active searches for vinyl 
records, tapes, and posters from the west.
1983 saw a hard stance against Melodie by the Central 
Committee’s Ideological Commission. The reason? 
“Disproportionate” promotion of western popular music 
and a glorifi cation of local artists who copy western 
models. Titzl was replaced by Miroslav Kratochvíl 
and most of the original editors left in solidarity with 
Titzl. The fi rst edition prepared by the new team was 
a great disappointment for the readers – Melodie was 
unrecognisable. Its unique content was gone, as was 
the high level of journalism and with it the readers’ 
favour. Vetted artists from the Eastern Bloc began 
taking up most of the space on its pages.
The Jazz Section (Jazzová sekce) was an important 
promotion and publishing company operating 
on the very edge of cultural politics in the 1970s 
and ‘80s. It was created in 1973 under the auspices 
of the Union of Musicians. Despite its title, alternative 
music was soon at the centre of the organisation’s 
interest. The Section was a distinctive social 
platform on the borders between offi  cial culture 
and the underground. Their members searched for 
ways to maintain a distance from the unacceptable 
demands made by the political representation even 
while engaging in legal publishing, promotion, and 
journalism eff orts. In the early years, the Jazz Section 
had only a few hundred members, but over eight 
thousand were registered by 1986.
Between 1974 and 1982, the Section organised eleven 
editions of the Prague Jazz Days festival. Only nine 
then took place. The tenth edition had to be called off  
under pressure from the Communist Party, the eleventh 
was banned at the last minute. The concerts 
of the artists who had already arrived then took place 
illegally at the Žižkov Chmelnice and Horní Počernice; 
two peripheral districts of Prague.
In 1972, the Jazz Section began publishing its own non-
periodical magazine, Jazz Bulletin. It brought news 
about Czech and international jazz and alternative 
music, fi lm reviews, and also articles translated from 
western magazines including Billboard, Downbeat, 
Melody Maker, and others. There were twenty-eight 
editions in total, the 29th was confi scated by the secret 
police during an apartment search.
In addition to the Jazz Bulletin, there was also Jazzpetit, 
a book series. The state authorities were not informed 
about these – the books did not pass through the usual 
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confi rmation and censorship process. In addition to 
publications focusing on music and art, the Jazz Section 
also published an uncensored version of Bohumil 
Hrabal’s novel I Served the King of England. 
The Section was forced to discontinue its activities 
in 1986. Its members were tried, some imprisoned. 
There are currently several organisations continuing 
in its activities.

Musical Samizdat and Exile Publishers

The state-run musical market could not satisfy the needs 
of all musicians and music lovers, who therefore often 
opted for inventive “unoffi  cial” methods of overcoming 
these inadequacies.
At the end of the 1950s, a tape player was a rarity 
in Czechoslovakia, so the listener could not simply 
record the music from radio or records onto tape. An 
inventive solution was a device known as an “etcher” 
(ryčka): a home-made contraption used to inscribe sound 
recordings into synthetic fi lms such as those used to 
print x-ray scans. Up to six songs fi t on one side, but 
there were also recordings of BBC, Radio Free Europe, 
and Voice of America broadcasts. The same technique 
was used in the Soviet Union, where it also had 
a particular name – bones.
Recordings etched onto x-ray shots can be considered 
one of the fi rst expressions of musical samizdat, 
i.e. the recording and distribution of musical and 
information sound material outside the offi  cial 
channels. The content was considered inappropriate 
by the regime, who tried to suppress its distribution. 
In addition to western music, samizdat also allowed 
for the sharing of local music which had no chance 
of getting onto offi  cial records, let alone professional 
recording studios.
In the 1960s, home recording and playback was made 
considerably more available to Czechoslovak listeners 
thanks to a technological innovation: the briefcase tape 
player Sonet Duo made by Tesla. After connecting to 
a radio receiver, record player, or television, one could 
record and copy even in amateur conditions. This 
process gradually took on the name of magnitizdat 
(from magnetic tape and samizdat).
Magnetic tape players dominated the musical samizdat 
in the 70s too. Underground groups such as Plastic 
People of the Universe or DG 307 recorded both 
concerts and “studio” albums on semi-professional 
machines such as the Revox A 77 or the Sony TC 377. 
They used the same machines to copy the tapes, which 
then spread through the underground community. 
Tapes smuggled past the Iron Curtain also served 

as a foundation for the publication of records in exile 
publishing houses and with other publishers abroad.
In the following decade, tape players and cassettes 
became consumer goods. The entire process 
of recording, copying, and distribution was considerably 
simplifi ed by the introduction of cassette tapes.
The creation of the musical samizdat was a direct result 
of the state’s restrictive cultural policy. A state that 
owned all professional recording studios, record presses, 
and publishing houses between 1948 and 1989 and 
which fi rmly dictated which musicians it would allow 
to offi  cially distribute their music. In exchange for this 
privilege, it demanded loyalty and artistic compromise.
The most signifi cant samizdat publisher was the musical 
enthusiast and anti-regime activist Petr Cibulka (*1950). 
By the second half of the ‘70s, his fl at in Brno was 
the home of independent music publishing house 
S.T.C.V. (Samizdat Tapes & Cassettes & Videos). 
Magnetic tapes were copied on semi-professional 
equipment, catalogues were published in samizdat 
publications such as Voknoviny, but Cibulka was not 
afraid of putting out an ad in Melodie too. Interested 
parties could order the tapes for a fee. Cibulka’s 
mother took care of the administrative component 
of the operation.
As a publisher, Cibulka stressed the number 
of distributed items. He had no special dramaturgy 
and he rarely attempted to authorise the published 
recordings with the musicians – they often had no 
idea they were being published. The main goal was to 
document as fully as possible the range of unoffi  cial 
musical activities in Czechoslovakia. Cibulka put 
out underground bands; alternative groups from 
Prague, but also Moravia; singers-songwriters; punk 
and new wave; concerts by international artists 
in Czechoslovakia, as well as records put out by 
other samizdat publishers and uncensored recordings 
by artists represented in the Supraphon catalogue. 
The standard print run of S.T.C.V. tapes was two 
hundred pieces. All in all, they put out over 484 items, 
peaking between 1986 and 1988. Cibulka was jailed 
repeatedly for his publishing activities.
A second important tape label, Fist Records, was 
founded by saxophonist, guitarist, and composer 
Mikoláš Chadima (*1952). He joined Extempore 
in the second half of the ‘70s – distinctive representatives 
of the so-called Prague alternative scene, connected to 
the activities of the Jazz Section. Chadima performed 
Velkoměsto (Metropolis) – the height of the repertoire 
of “his” Extempore – supported by the protagonists 
of the Rock in Opposition movement in London. 
He was the only member of the band who managed 

25



26

to travel to England for a few days. The idea that 
all the band members would have their bureaucracy 
in order and be allowed to travel at the same time was 
unthinkable. 
In the ‘80s, Chadima signed Charter 77, established 
the MCH Band (still active today) and his own 
“bedroom” label Fist Records. While technology made 
the material aspect of publishing easier, publishers 
still risked confl ict with the state, and the prices 
of the technology and materials were unimaginably high 
when compared to the average wage.
Many exile publishers also published Czech 
unoffi  cial music. Boží mlýn published the Plastic 
People in Canada, Šafrán 78 in Sweden mostly 
put out singer-songwriters. One singer-songwriter, 
Jaroslav Hutka, established a “one-man” publishing 
house in Rotterdam: Fosil. Czechoslovak 
alternative and experimental music was also 
presented on Old Europa Café in Italy and Insane 
Music in Belgium.

Success Behind the Curtain

There are countless musicians and music-lovers who 
went to search for their fortunes abroad.

If the Czech nation has its “rockstar who made it over 
the pond”, it’s Ivan Král (*1948), a guitarist whom 
Czech fans recognised from the cover of Patti Smith’s 
debut record, Horses (1975). Král was born in Prague 
in 1948 and he was eighteen when he tried his luck 
in New York – his father worked there as a translator 
for the United Nations. He recorded a classic quartet 

of albums with the Patti Smith Group in the latter part 
of the ‘70s: Horses, Radio Ethiopia, Wave, and Easter. He 
found himself at the very heart of the scene around 
the New York club, CBGBs, which spawned not only 
Patti Smith and Blondie, but also Talking Heads and 
Ramones. In 1976, Král co-directed The Blank Generation, 
a documentary mapping this scene at its very inception. 
He co-authored Dancing Barefoot, one of Smith’s greatest 
hits. He also featured on records by Iggy Pop and 
David Bowie.

Jan Hammer (*1948) was born in Prague to a musical 
family. His mother was the fi rst lady of Czechoslovak 
jazz singing, Vlasta Průchová, his father the musician 
and cardiologist Jan Hammer Sr., an important force on 
the Prague jazz scene.
At fourteen, he improvised in the Junior Trio with 
Miroslav and Alan Vitouš. At nineteen, he composed 
the score for the legendary Czech fairy tale The Incredibly 
Sad Princess (Šíleně smutná princezna), which was fi rst 
screened in 1968. That same year, he enrolled at 
the Prague Conservatory, but ultimately, he opted for 
a scholarship off er from the Berklee College of Music. 
He still lives in the United States today.
In 1971, he co-founded the jazz-rock group 
The Mahavishnu Orchestra, with whom he performed 
over fi ve hundred concerts in the fi rst two years alone. 
Synthesisers became his main instrument, and he helped 
establish them as legitimate instruments in jazz and 
popular music. 
The biggest success of his career came in 1985, when he 
composed the score for the TV series Miami Vice. His 
Miami Vice Theme received two Grammy Awards, seven 
million copies of the soundtrack were sold. 

In the second half of the ‘60s, Jiří Smetana (1945–2016) 
established himself as a lyricist for the beat groups 
Matadors and George and Beatovens. His most famous 
lyrics, to Slunečný hrob (Sunny Grave), were sung by 
Vladimír Mišík and Blue Eff ect.
Near the beginning of the normalisation period, his 
French wife did not receive a Czechoslovak visa, so 
Smetana emigrated in 1972. He started as help at 
the Gibus club in Paris – the most respected rock club 
in France. In a year, he’d already worked up to a DJ, 
and his unorthodox and progressive selection began 
competing with the Paris radio stations. He received 

Jan Hammer’s letter to his parents in which he mentions 

the new Mahavishnu Orchestra record 
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an award for Best French DJ in the Rock category. 
He played records until 1981.
In 1979, he became the artistic director of Gibus. 
In seventeen years, he presented over fi ve thousand 
French and British bands. He lived through the birth 
of punk, white reggae, new wave, and hardcore. During 
his time at the club, he saw Deep Purple, Eurythmics, 
The Damned, The Clash, Sex Pistols, Manu Chao, or 
David Bowie. What Czechoslovak music fans could 
only dream of – he lived it every day. In the ‘90s, he 
became the manager of Věra Bílá and Kale, whom 
he took to twenty-six countries around the world. 
They even sold out the seventeen thousand tickets at 
the Hollywood Bowl.

Satanic Girls started as a dixieland orchestra: Dívčí 
tradicionál (Girls’ Traditional). The events of August 
1968 found the ladies in Bulgaria. They delayed their 
return for two years and toured the world. They went on 
to a more popular repertoire: Blood, Sweat and Tears, 
Beatles, Patty Pravo, and others. After an ultimatum 
from Pragokoncert to return by the 30th of October 
1970, they decided to emigrate. In order to receive 
Swedish passports and travel freely, Roland Ferneborg, 
their manager at the time (and also the manager 
of ABBA), suggested they marry Swedish citizens. 
And so the names on the passports going to America 
were Irena Carlsson, Miluše Jakobsson, Věra Svensson, 
Vlasta Svensson, Hana Bogestam, and Jaroslava 
Eriksson.
They regularly appeared in Chile, at festivals and 
in the media. They were the fi rst Chilean all-girl band 
with a rock repertoire – in this staunchly Catholic 
environment, they were provocative already in their 
name and attire. They wore short “hot pants” and 
high lace-up boots, Satánica, which are now mass 
produced. This was a group that emigrated from 
one socialist country in order to become famous 
in another. Paradoxically, a number of listeners 
saw them not as exiles, but as representatives 
of the culture of an allied state from the socialist 
camp.

Milan Knížák (*1940), active in the fi elds of visual art, 
music, and performative, was not – unlike those listed 
above – an emigrant. It was usually not his person that 
travelled over borders: it was his work.

Already in the ‘60s, he attracted the attention 
of the international neo-dada movement, Fluxus, 
founded in 1960 by George Maciunas with artists 
including Nam June Paik, Joseph Beuys, and Yoko 
Ono. He began experimenting with record players 
in 1964. He was tired of playing a few records again 
and again, so he tried to play the few he had sped up or 
slowed down, later manipulating their sound through 
pasting, scratching, piercing, and breaking the records.
In the 70s, Knížák began making new records from 
shards of sliced up LPs and working in a similar way 
with scores. He later came to see the manipulated 
records as artworks and exhibited them. The fi rst 
recordings of “destroyed music” were published in Italy 
in 1979 on an album called Broken Music – this contained 
fi ve recordings from the 1960s. 
Milan Knížák was among the worldwide pioneers 
of a “diff erent”, searching musicality, in which the record 
players and records stop being tools and become 
musical instruments. Experimenting turntablists around 
the world see him as an inspiration.

The preceding enumeration has no pretence to 
comprehensiveness. Its common denominator is 
the overcoming of the Iron Curtain despite the offi  cial 
cultural policy of the state. The most signifi cant 
international success “with the blessing of the state” was 
achieved by Karel Gott, particularly in Germany. Many 
popular groups toured repeatedly around the Eastern 
Bloc countries, but trips west were exceptions.

PHOTOS: 
KATEŘINA KRUSOVÁ, IVAN PROKOP (P. 27)
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Petr Ferenc at the opening
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EVENTS AT HOME AND ABROAD 

IN THE WINTER OF 2018/19

At the time of writing, what resonated most among fans of new music was the fi rst Music for Sirens. 

This cycle presented by the Berg Orchestra takes a sonic element that most people living in the Czech 

Republic are intimately acquainted with (often considering it uninteresting or even irritating), and 

explores it as an aesthetic object and a source of artistic inspiration. The series was inaugurated on 

the 6th of March with a piece by Miroslav Pudlák for horn, accordion, tuba, and electronics, who are 

joined by the siren after ten minutes (see also the interview with Eva Kesslová in this issue). 

The winter also saw premieres by composers Jan Vičar, Martin Klusák, Josef Marek, Slavomír Hořínka, 

Tomáš Hanzlík, Vlastislav Matoušek, Jaroslav Rybář, Petr Wajsar, Jan Trojan, Tomáš Reindl, Jiří Kabát, 

Pavel Trojan, and others. Cologne saw the world premiere of a concerto for sheng (Chinese mouth 

organ) and orchestra by Ondřej Adámek. As for Czech opera, there were a number of new productions, 

many of them on leading European stages such as the Bayerische Staatsoper, SNG Opera in Balet 

Ljubljana, Moscow’s Bolshoi Theatre, or the Dresden Semperoper.

28 November 2018, Suk Hall, Rudolfi num, Prague. Czech Chamber Music Society. Viktor Kalabis: 

Aria and Allegro, Op. 20 (world premiere). Miroslav Vilímec – violin, Vladislav Vilímec – piano.

28 November 2018, Gallery, Academy of Performing Arts, Prague. The Dispute between Theory and 

Praxis? Jan Vičar: De astris somniamus. III. De astris somniamus (world premiere). Morgenstern 

Ensemble. 

29 November 2018, Hessisches Staatstheater Wiesbaden, Wiesbaden, Germany. Leoš Janáček: 

Jenůfa (premiere of a new production). Directed by: Ingo Kerkhof, music director: Patrick Lange. 

Following performances: 2, 6, 12, 15, 20, and 28 Dec 2018.

1 December 2018, Theater Hagen, Hagen, Germany. Antonín Dvořák: Rusalka (premiere of a new 

production). Directed by: Nina Kupczyk, music director: Joseph Trafton. Following performances: 7, 22, 

and 29 Dec, 10, 16, and 27 Jan, 23 Feb, 13 and 24 Mar, 10 May 2018.

3 December 2018, Trade Fair Palace – Small Vestibule, Prague. Martin Klusák: Eclipse (world 

premiere). Jana Kubánková – violin, Ilia Chernoklinov – viola, BERG Orchestra, conductor: Peter Vrábel.

3 December 2018, Forum Karlín, Prague. Radůza: Anita Garibaldi (world premiere). Radůza – singing, 

Miloš Stránský – recitation, ProART Company – dance, Prague Radio Symphony Orchestra, conductor: 

Jan Kučera. 

4 December 2018, Martinů Hall, Liechtenstein Palace, Prague. Bohuslav Martinů Days. Josef Marek: 

Psalmodia, Slavomír Hořínka: Terni psalmi (world premieres). Prague Philharmonic Children’s Choir, 

choirmasters: Jiří Chvála, Petr Louženský.

4 December 2018, Corpus Christi Chapel, Palacký University Arts Centre, Olomouc. Opera 

Schrattenbach. Tomáš Hanzlík: Sketches for String Quartet (world premiere). Reicha Quartet.

4 December 2018, Church of St. Lawrence, Prague. Třídení 2018. Vlastislav Matoušek: Agni for 

human voices and chamber ensemble on a text of an ancient Indian hymn to the fi re deity 

(world premiere). Ensemble 108 Hz.
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Leoš Janáček: Jenůfa (Pfalztheater Kaiserslautern)

8 December 2018, Martinů Hall, Academy of Performing Arts, Prague. Třídení 2018, Music in Contexts. 

Jaroslav Rybář: Horizon of occurences. Prelude for chamber orchestra (world premiere). Fisher’s 

Chamber Orchestra, conductor: Jan Rybář.

10 December 2018, Trade Fair Palace, Prague. The Beauty of Today. World premiere – site-specifi c 

performance – video mapping. Music: Petr Wajsar, Jan Trojan, Tomáš Reindl. Clarinet Factory, 

Petr Wajsar – vocals, Jan Trojan – live electronics, Tomáš Reindl – tabla, live electronics, beatbox, 

Miro Tóth – saxophone, PKF – Prague Philharmonia, conductor: Marko Ivanović.

11 December, Church of Sts. Simon and Jude, Prague. Radek Baborák: l’Orangerie for oboe and 

strings (world premiere). Clara Dent-Bogányi – oboe, Prague Chamber Soloists, conductor: 

Radek Baborák.

14 December 2018, Divadlo Inspirace, Academy of Performing Arts, Prague. Premieres of winning 

pieces of the 27th international competition Musica Nova 2018. Yuk Bun Wan: Seascape, 

Petr Wajsar: Generative Ambient, Jiří Suchánek: Movements.

16 December 2018, Badisches Staatstheater Karlsruhe, Karlsruhe, Germany. Leoš Janáček: 

The Cunning Little Vixen (premiere of a new production). Directed by: Yuval Sharon, music director: 

Justin Brown. Following performances: 20 and 26 Dec 2018, 6 and 19 Jan, 7 Feb, 9 and 20 Mar, 

9 and 26 Apr, 8 and 25 May, 23 Jun 2019.

19 December 2018, Dvořák Hall, Rudolfi num, Prague. Bohuslav Martinů Days. Jiří Gemrot: 

Resurrection of Light and Hope (world premiere). Prague Philharmonic Choir (choirmaster: 

Lukáš Vasilek), Czech Philharmonic, conductor: Jakub Hrůša.

20 December 2018, Large Hall, Žofín Palace, Prague. Václav Hudeček and his guests. Jiří Kabát: 

Fantasy on Saint Wenceslas Chorale (world premiere). Václav Hudeček – violin, Hradec Králové 

Philharmonic Orchestra, conductor: Jiří Kabát.

22 December 2018, Bayerische Staatsoper, Munich, Germany. Bedřich Smetana: The Bartered 

Bride (premiere of a new production). Directed by: David Bösch, music director: Tomáš Hanus. 

Following performances: 25, 29, and 31 Dec 2018, 3 and 6 Jan 2019.

17 January 2019, Church of St. Lawrence, Prague. Pavel Trojan’s composer’s evening. Pavel Trojan: 

Concerto for recorder (world premiere of the fi rst modern Czech recorder concerto, piano 

version). Jakub Kydlíček – recorder, Aneta Majerová – piano.

19 January 2019, Staatstheater Mainz, Mainz, Germany. Leoš Janáček: Katja Kabanova (premiere 

of a new production). Directed by: Lydia Steier, music director: Paul-Johannes Kirschner. Following 

performances: 27 Jan, 13 Feb, 12 Mar, 10 and 23 Apr 2019.

 24 January 2019, Zlín Congress Centre, Zlín. Petr Wajsar: Zlín Lines (world premiere). 

Bohuslav Martinů Philharmonic Orchestra, conductor: Tomáš Brauner.
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Leoš Janáček: Katja Kabanova (Staatstheater Mainz)
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24 January 2019, SNG Opera in Balet Ljubljana, Ljubljana, Slovenia. Bedřich Smetana: The Bartered 

Bride (premiere of a new production in co-production with the National Moravian-Silesian Theatre 

as part of the Smetana Opera Cycle Ostrava 2024). Directed by: Jiří Nekvasil, music director: 

David Švec. Following performances: 25 Jan, 1, 2, 9, 10, 12, and 14 Feb, 16 Mar, and 8 Jun 2019.

26 January 2019, Werkstattbühne, Pfalztheater Kaiserslautern, Kaiserlautern, Germany. Viktor Ullmann: 

The Emperor of Atlantis (premiere of a new production). Directed by: Hansgünther Heyme, music 

director: Uwe Sandner. Following performances: 2, 6 and 22 Feb, 6 Mar 2019.

27 January 2019, Exerzierhalle, Oldenburgisches Staatstheater, Oldenburg, Germany. Hans Krása: 

Brundibár (premiere of a new production). Directed by: Jens Kerbel, music director: Thomas Honickel. 

Following performances: 2, 3, and 9 Feb 2019.

8 February 2019, Theater Basel, Basel, Switzerland. Viktor Ullmann: The Emperor 

of Atlantis (premiere of a new production). A production of OperAvenir in collaboration 

with Hochschule für Musik Basel FHNW and Musik-Akademie Basel. Directed by: Katrin Hammerl, 

music director: Stephen Delaney. Following performances: 11, 13, 18, 19, 26, and 27 Feb, 4 Mar, 

16 and 25 Apr 2019.

9 February 2019, Pfalztheater Kaiserslautern, Kaiserslautern, Germany. Leoš Janáček: Jenůfa 

(premiere of a new production). Directed by: Urs Häberli, music director: Uwe Sandner. Following 

performances: 16, 20, and 26 Feb, 3 and 29 Mar, 12 and 26 Apr, 24 May 2019.

17 February 2019, WDR Funkhaus, Cologne, Germany. Ondřej Adámek: Lost Prayer Book. 

Concerto for sheng and ensemble (world premiere). Wu Wei (sheng), Ensemble musikFabrik, 

conductor: Ondřej Adámek

21 February 2019, Besední dům, Brno. Markéta Brothánková: Zrození for symphony orchestra 

(world premiere). A Master’s graduation piece, composition class of Martin Smolka. Moravian 

Philharmonic Orchestra Olomouc, conductor: Robert Ferrer.

6 March 2019, 11:45 am, Large Auditorium, Faculty of Arts, Prague. Music for sirens... microconcerts 

with emergency siren test. Concept/music: Miroslav Pudlák (world premiere). Member of the Berg 

Orchestra (Monika Čeřovská – French horn, Jiří Lukeš – accordion, Jiří Genrt – tuba), and Petr Studený 

(electronics).

6 March 2019, Bolshoi Theatre, Moscow, Russia. Antonín Dvořák: Rusalka (premiere of a new 

production). Directed by: Timofej Kuljabin, music director: Ainars Rubikis. Following performances: 

7, 8, and 9 Mar 2019.

8 March 2019, Semperoper Dresden, Dresden, Germany. Bedřich Smetana: The Bartered 

Bride (premiere of a new production). Directed by: Mariame Clément, music director: Tomáš Netopil. 

Following performances: 13, 16, 22, and 25 Mar, 25 and 28 Apr, 2 May 2019.
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The earliest mention that I have been able to fi nd 
dates to 1811, specifi cally to a report of the “third 
musico-declamatory academy for the benefi t of an 
educational institution for very poor children. 
Mlle. Müller, Messrs. Grünbaum and Schreinzer 
took the vocal parts. Mr. Bayer (actor) declaimed 
Pharos and Hilla by Michaelis particularly well, 
and then the Ideal by Schiller. In addition, there 
was a fl ute concerto, composed by Mr. Bayer 
(Kammermusikus for the Count Klamn-Gallasch), 
and performed by his student Janusch (in the service 
of this same Count), about which one may observe 

Michael Janusch,
flutist 

FROM PRAGUE  

czech music  |  history

 by Tom Moore

Like most of his colleagues from the early 
nineteenth century, the composer, fl utist, and 
instrument-builder Michael Janusch, who 
died in 1838, is almost entirely forgotten 
today, and remembered only for being 
the fi rst to perform on a piccolo to which he 
had added six keys (normal for the usual 
size of concert fl ute at that time, but not for 
the piccolo). Unfortunately, although we 
have considerable information regarding his 
successful career as a teacher and soloist, 
we have almost no information about 
the place or date of his birth, his family, or his 
education.

that connoisseurs of music explained that this work, 
supposed to have been composed by the named 
fl ute virtuoso, was actually a fl ute concerto known to 
be by Danzi.”1 Given that Janusch was an advanced 
student at this time, we may surmise that he was 
probably between sixteen and nineteen, and thus 
born between 1791 and 1795, most likely in Prague. 
The history of the Prague Conservatory informs us 
of the next step in Janusch’s career, when, “on April 
29 1813, the fl ute instructor Anton Bayer resigned 
and was provisionally replaced by a very advanced 
student by the name of Michael Janusch”. Bayer, 
not much older than Janusch (he was born circa 
1785) went on to be a successful composer of comic 
operas. The Conservatory had been organised 
in April 1808 by the Society for the Improvement 
of Music in the Czech Lands but did not actually 
commence operation until April 24 1811.2 
Janusch published his opus 1, a sonata for fl ute 
and guitar, in 1814. It does not survive, to my 
knowledge, but it is listed among the new issues 
from various publishers available from Breitkopf 
& Härtel in February 18143 and is also indexed 
in the Whistling Handbuch4 (1817 edition) among 
the duets for the guitar. 
The fl utist’s early career in Prague intersected 
with that of the composer Carl Maria von Weber, 
who was off ered the directorship of the city’s 
Estates Theatre in January of 1813. By the end 
of 1815, Janusch, in addition to his position at 
the Conservatory, was already a fl utist at this same 
theatre (the “Landständisches Theater”). Weber 
writes about his performance at a concert on 
December 15. 
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On Dec. 15, a concert by Messrs. Janusch and 

Sellner, members of the orchestra here. 

A very nicely made, truly dignifi ed overture by J. 

W. Tomaschek opened this musical performance, 

and was doubly pleasant for us, since we so rarely 

hear something by our local composers, although 

they have provided so many fi ne works; this 

was documented by the warm reception that Mr. 

Tomaschek’s composition received. 

The fl ute concerto by Wilms, played by Mr. Janusch, 

contains much that is fl at and ordinary; only 

the beautiful full tone and the sensitive performance 

of our Janusch could grant it welcome, although he 

was hindered by illness from being able to develop 

his artistic powers to their fullest extent.5  

Weber mentions the receipts from this concert 
in a letter written about a month later: 

Siebert gave a concert on the 30th, and his receipts 

were from 1100, to 1200 fl orins. Madame Czeka gave 

one on December 8th, and made as much; Sellner 

and Janusch also gave theirs on the 15th, and took 

the same sum.6 

In the following spring (1816), Weber also 
noted Janusch’s participation in a performance 
of the Hummel septet on April 19, which also 
included the professor of contrabass from 
the Conservatory in Prague, Wenzel Hause. 

The performance by our brave musicians, Clement, 

Kutschera, Sellner, Janusch, Zaluzan, and Hause 

was very good…7

In 1817, like so many musicians in Prague and 
Vienna at this time, Janusch became a Mason, 
joining the St. Johannis Lodge “zu den drei 

Schwertern und Asträa” on Oct. 27, 1817. He is listed 
as a Professor.8 1818 brings a report from Prague, 
by Tomaschek himself, of a very special academy 
featuring Madame Catalani. 

Ouvertures from Tancred, Johann von Paris, 

the Magic Flute, Don Giovanni, which were 

masterfully performed under the direction 

of the Royal Estates Theatre Capellmeister, 

Mr. Triebensee, opened the section of this 

academy, which was certainly unforgettable for 

Prague.

Not only for the sake of variation, but also 

because of the recuperation which the singers 

cannot dispense with in performing several 

numbers, several of the local musical artists, 

including Mr. Pixis, Mr. Farnik, Mr. Janusch, 

and Mr. Carl Maria von Boklet were recruited to 

support Madame Catalani at this academy. Mr. 

Pixis made every conceivable effort to plumb his 

well-known virtuosity once more in an extremely 

diffi cult violin concerto of his own composition. 

Mr. Farnik did the same in a concerto for 

the clarinet. Mr. Janusch, who performed 

the fi rst movement of a concerto by Berbiguier, 

demonstrated through beautiful tone and 

through pure, clean, and always just declamation 

that he knows how to give a truly masterful 

performance on this instrument. The unanimous 

applause expressed this same opinion of him. 

Just as justifi ed as the general applause which 

rewarded the pure, clear, and entirely precise 

piano playing of Mr. Carl Maria von Boklet. And 

fi nally, what can I say about the public musical 

performance of Madame Catalani that will not 

repeat all the excellent and fundamental things 

which have been written long since about her 

in this newspaper and others?9 

Prague Conservatory (recent building)
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In the following year, 1819, not Janusch, but one 
of his students is reported in the press performing 
the same movement by Berbiguier. 

Another student performed an Allegro from 

a diffi cult fl ute concerto by Berbiguier with such 

agility, fullness, and purity of tone as one is 

accustomed to hearing only from fl utists with 

a lifetime’s experience. His teacher, Mr. Janusch, 

himself stands out among many other fl utists 

because of these advantages.10 

A somewhat diff erent distinction for Janusch in 1821 
is the fact that he is among the notables who are 
portrayed in the paintings exhibited in Prague 
by the Swiss artist David Sulzer (1784-1864), who 
was a student of the painter Jacques-Louis David 
in Paris. 

The two other portraits which Mr. Sulzer also 

provided for the exhibition were Mr. Hauser, singer 

at our theatre in the role of Don Giovanni, and Mr. 

Janusch, teacher of the fl ute at the Conservatory 

and member of the orchestra.11 

I have not been able to fi nd out whether this 
painting still survives, although many others by 
the artist do. 

1823 brings the fi rst evidence of musical touring 
outside Prague by Janusch, with the report 
of a performance in Breslau (now Wroclaw) 
in Silesia, to the north of Bohemia.12 The following 
year, 1824, brings an explosion of information 
in the press regarding Janusch and his musical 
activities. At the very beginning of the new year, Der 
Sammler, an “Unterhaltungsblatt” [entertainment-
sheet] published in Vienna, notes, in a review 
of literary news from Prague that, 

The more that music is cultivated in Bohemia, 

the less this music appears in published editions. 

There are three classical dithyrambs for piano by 

Tomaschek, and several fi ne fl ute pieces by Janusch, 

who is on tour to Petersburg.13 

I have found no other evidence of Janusch’s 
tour to Russia in the contemporary press. 
Various sources mention and review Janusch’s 
performance in Leipzig on March 23 and March 
25, 1824, with reviews published in the Abend-
Zeitung, the Zeitung für die elegante Welt, 
and the Allgemeine musikalische Zeitung. 
The correspondent for the Zeitung für die elegante 
Welt writes: 

On March 23, Mr. Professor Würfel from Warsaw and 

Mr. Janusch from Prague gave a concert in the hall 

of the Gewandhaus, where Mr. Würfel was heard on 

the piano and Mr. Janusch on the fl ute; both only 

performed their own compositions. Mr. Würfel’s 

playing on the piano was extremely powerful and 

expressive, as well as extremely dexterous, and this 

showed that he was a complete master of the in-

strument. His composition had the character of in-

tellectual invention and appealing realisation. Mr. 

Janusch handled the fl ute masterfully. He was able 

Angelica Catalani with whom Michael Janusch performed
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to elicit the most pleasing tones, and in his perfor-

mance combined grace and purity with expression 

and feeling. Both brave artists received applause 

from the public which was highly satisfi ed with their 

efforts. They are planning to visit several German 

capitals, and we wish them a warm welcome 

everywhere.14

In April, the Abend-Zeitung writes: 

Herr Professor Würfel from Warsaw gave 

a concert in collaboration with Mr. Michael 

Janusch from Prague on the 25th of last month at 

the Gewandhaus… Herr Professor Würfel displayed 

a virtuosity in his handling of the piano and his 

compositions breathed power, feeling, and clarity. 

Mr. Janusch as an artist on the fl ute also showed 

himself to be a brave virtuoso. Both, several days 

thereafter, at the wish of many connoisseurs, 

appeared for the second time in a concert which 

was arranged for the benefi t of the misses at 

the theatre.15

The AMZ provides the most extensive write-up16: 

Leipzig. March 25. Concert in the hall 

of the Gewandhaus given by Prof. Würfel from 

Warsaw and Mich. Janusch from Prague. 

Both gentlemen showed that they were virtuosos 

and composers alike, which is not rare these 

days. If only all could do it with equal right. 

Since the names of both concert-givers were still 

unknown to us here, the house, given our wealth 

of weekly musical pleasure, could not be particularly 

full: but the applause was unanimous. 

Mr. Janusch fi rst performed for us a concert of his 

own composition. The fi rst and second movements 

deserve an honourable place among the more 

recent compositions for this instrument; the Adagio 

is excellently beautiful. We cannot praise the last 

movement as highly. The author had been too 

daring: only the melodies, full of simplicity, were 

successful. The Variations on Russian Folk Songs 

were, in contrast, though not everywhere, in most 

places handled with much tenderness and concluded 

with a little joke, which the piccolo made quite 

effectively but which we felt did not quite fi t here. 

As a player, Mr. Janusch has developed a signifi cant 

level of skill, without succumbing to unnecessary 

artifi cialities of technique. His tone is beautiful 

in both forte and piano and his interpretation mostly 

tasteful. The compositions of Mr. Prof. Würfel are 

more signifi cant than those just mentioned, and 

indeed more praiseworthy than his piano playing, 

which is highly praised by most, and which we 

do not at all deny possesses the great skill which 

is now requisite for a virtuoso. He plays more 

with the older, rather than the more modern way 

of holding the fi ngers; more strongly than tenderly; 

and the expression more static than varying. All 

this together, however, gives his playing something 

seriously individual, which, as does everything that 

is separate in its style, makes an exemplary effect. 

His Rondo à la Polacca was pleasant, and like all his 

compositions, very well orchestrated. Even better 

were two movements from one of his concertos. 

They had spirit and life. And although the very 

pleasing melody of the Andante wove in something 

that was at times familiar, perhaps in the manner 

of Steibelt, it happened in such a natural way 

that it seemed to belong with the individuality 

of the whole. We liked best the characteristic tone 

painting and rondo from his concerto, which also 

was performed with special fi re and great assurance. 

We had the pleasure of hearing the same rondo 

once more in the concert by Mad. Neumann-Sessi, 

which was given on the 27th in the theatrr. A great 

variety of things were offered to us today, and 

everything greeted with applause. After the overture 

to the opera Olympia by Spontini, there was the duet 

and scene from Euryanthe by M. v. Weber, sung by 

Mad. Neumann – Sessi and Dem. Böhler… We most 

enjoyed a potpourri for bassoon by M. v. Weber, 

performed by the Kammermusikus Lorenz from 

Dresden… In the second half, Spohr’s Ouverture to 

Faust; then Variations for the Flute on Polish Songs, 

composed and performed by Mr. Janusch. This 

composition was not so special, and the playing 

also did not seem as successful as in the previous 

concert. On this occasion too, he played three fl utes 

in alternation.

A. B. Marx considers the Leipzig concert to have 
been so important that he informs the Berlin public 
of the upcoming performance in that city by Würfel 
and Janusch, on May 5th. 

Announcement. 

Seasoned connoisseurs have judged 

the compositions and the virtuosity of Mr. Professor 

Würfel, pianist, and Mr. Janusch, fl utist, very highly 

as a consequence of their concert given in Leipzig. 

For this reason, I would like to draw your attention 

to their upcoming concert on the 5th. Marx.17

Würfel and Janusch did, in fact, perform two 
concerts in Berlin in May. The AMZ provides one 
review18 covering both. 
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Berlin, Overview of May. Mr. Prof. Würfel from 

Warsaw, and Mr. M. Janusch gave two concerts 

this month to general approbation. In the fi rst, on 

May 5th, Mr. Würfel performed a concerto for piano 

(Allegro, Andante and Rondo a la Polacca), a fantasy 

for piano without orchestral accompaniment, and 

a Rondo brilliant with orchestral accompaniment, 

both of his own composition, and Mr. Janusch 

a fl ute concerto (Allegro moderato, Adagio, Rondo) 

and [a set of ] Airs russes; the latter was made up 

of an Introduction und Andante with Variations 

for the Flute, a Piu Lento for the fl ute d’amour, 

and an Allegro for the little E-fl ute, and were, like 

the concerto, of his own composition. In the sec-

ond concert, on May 26, Mr. Würfel performed an 

Allegro for the piano by Field, a Potpourri for solo 

piano, with an imitation of a thunderstorm, and 

a Rondo a la Polacca of his own composition; Mr. 

Janusch a Romance and Rondo for the Flute, and 

the second suite of Airs Russes, the came content 

as they had in they had in the fi rst concert, and 

were also composed by him. Mr. Prof. Würfel dis-

played in his playing considerable mobility and 

fl exibility of the hands, a precise, tender, and round 

attack, a round double, triple and multiple trill, and 

a cheerful, soft performance. Mr. Janusch proved 

the strength of his chest through a full tone, and 

displayed much fi re and skill, especially in staccato 

passages. The fl ute d’amour, which he only used for 

the Andante, and which the poet Schall19 of Breslau 

calls the fl ute of melancholy, was invented by 

Mr. Janusch; he has, it appears, added additional 

keys, and it goes down to G below middle C. It has 

a deeper and more muted tone than the usual fl ute. 

The Berliner Allgemeine musikalische Zeitung 
(for which A.B. Marx was editor) printed reviews 
of each, in two separate issues: 

Concert by Messrs. Würfel and Janusch. Berlin, 

May 5.

Mr. Würfel’s compositions demonstrate, along with 

a pleasant, sweeping fl ow of melody, sometimes 

reminiscent of Rossini, a unity, poise, yes, 

sometimes depth, which favourably distinguish 

them from most virtuoso compositions. His fantasy 

supports the opinion just stated, in that Mr. Würfel 

also develops the underlying concepts in a well-

thought-out and touching way. His assured, very 

skilful playing holds the entire thing together 

clearly, and his notable skill, together with his 

tasteful performance, entirely satisfi es the listener. 

Mr. Janusch showed considerable skill and fi ne 

performance. Tone and attack were, especially 

in the pianissimo, very much worthy of praise. Both 

virtuosos received lively applause from the public.20 

Second Concert by Messrs. Würfel and Janusch 

at the Jagor Hall. 

Berlin, May 26, 1824.

This time as well the proven artists once more 

enjoyed the greatest applause from the audience. 

Given the interest that they have stimulated, 

it may not be pointless to shed more light on their 

individual qualities as composers and virtuosos. 

As a composer, Mr. Professor Würfel distinguishes 

himself in his works through clarity, intelligibility 

and originality in his melodies. In addition to his 

natural talent, the form and order, which scientifi c 

training and study provide are unmistakable. 

Mere natural talent, certainly, can provide much, 

but it usually rambles and digresses, and is only 

regulated through training the other mental 

faculties. The well-developed themes and cantabile 

melodies show that both in harmony and melody 

he has enjoyed thorough instruction. As a pianist, 

Mr. Würfel has his own method, which we can 

very much recommend. However, what most 

distinguishes his playing and makes it effective is 

his high level of ability to perform the melodies 

with feeling, and the passages brilliantly and 

clearly. The calm, strength, and tenderness, 

the chiaroscuro properly distributed throughout, 

as well as the fl uency, certainty, and equality 

of his playing, and the elastic attack produced 

through a natural position of the hand blend his 

playing into a beautiful musical painting. Although 

subsidiary points, the imitations of wind, storms, 

and echoes which he performed in the potpourri for 

pianoforte, still provided, because of their novelty 

and originality, considerable diversion, and gave 

the artist the opportunity to display the power 

he exercises over the instrument. Mr. Janusch, 

formerly Professor at the Conservatory of Music 

in Prague, also deserves an honourable mention. 

He is a fl utist of a rare kind, combining a strong, 

round, full, and at the same time tender and soulful 

tone with great skill and assurance, particularly 

when playing staccato. His performance is excellent, 

his rhetoric from the heart, and his pleasant and 

solid compositions are among the best for the fl ute. 

The Romance and Rondo which he performed 

are well put together, and similar praise is due 

to the Airs Russes – containing an Introduction 

along with Andante with variations for the fl ute 

– a movement, Più Lento, for the fl ute d’amouor, 

and an Allegro for the little fl ute in E. In the fi rst 

movement Mr. Janusch showed himself to be 
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a special fl utist, and in the second movement, with 

the fl ute d’amour, the low notes had an especially 

beautiful effect; this fl ute has been provided by him 

with up to 11 keys. The allegro for the little fl ute in E, 

with its rushing accompaniment, provides a rather 

glaring contrast to the two previous fl utes, through 

which the artist probably intends to make a lively 

conclusion. The three fl utes, because of their size, 

work together like 1 does to 6 and 9. It would be 

desirable if piccolo fl utes in orchestras were made 

more generally useful, if they were provided with 

similar keys, and if the players were to study them 

in order to be able to perform pieces in remote keys 

with cleaner intonation. Should these esteemed 

artists once more visit Berlin on their forthcoming 

musical tour, they can look forward to the friendliest 

of receptions and the applause that they have 

become accustomed to from the court and 

the public.21 

And the second Berlin concert also received a review 
in the Allgemeine Musikalische Zeitung: mit 
besonderer Rücksicht auf den Österreichischen 
Kaiserstaat: 

Professor Würfel from Warsaw, already praised 

in these pages, gave a concert in collaboration 

with the fl utist Janusch from Prague. It took place 

on the 26th of this month in the Jagor Hall, which 

satisfi ed the rather large number of assembled 

listeners in every respect. Mr. Würfel showed 

himself to be a composer of talent and study in an 

overture to the opera he set to music, Rübezahl. 

Both the introductory Largo and the following 

Allegro had been constructed, in its invention 

and elaboration, with a valuable knowledge 

of composition and instrumental effects. Under 

the precise direction of the composer, the overture 

was effectively performed by a good orchestra, 

although the number of strings was somewhat 

weak in proportion to the whole. Mr. Sieber sang 

a bass aria from the same opera with worthy 

posture and applause. Mr. Professor Würfel showed 

his skill as pianist in a brilliant concerto movement 

by Field, but especially in a freely performed 

potpourri for the piano without accompaniment. 

From a pleasant and artfully varied theme, the artist 

then imitated wind, storm and rain through 

a felicitous use of the pedals of the unfortunately 

weak instrument and showed his art 

in the performance of national melodies which 

were linked together with taste. The skill of this 

virtuoso is, indeed, very signifi cant, and his style 

of attack is especially to be praised. Mr. Janusch 

showed himself to be a skilled fl utist on this 

occasion as well, with a strong, full tone. He has 

a special mastery of staccato. Also, the composition 

of the Romance and Rondo, as well as the Airs 

Russes for the usual fl ute, fl ute d’amour, and little 

E-fl ute were calculated for the most advantageous 

effect of the instrument. Both virtuosos received 

and deserved exceptional applause. May they 

everywhere fi nd on their further musical tour 

the favourable reception these sophisticated, solid, 

and talented artists deserve, having the special 

goal of becoming better known in Germany, and 

establishing a reputation for themselves. GK22

Finally, these concerts made such a stir that they 
were even reported in the English-language press, 
with details provided in the October number 
of the Harmonicon in London: 

Berlin. 

Among the concerts, the two most interesting 

were that of Professor Janusch, from Prague, and 

that of the Royal Kapellmeister Spontini. In the fi rst 

of these, M. Janusch gave a fl ute concerto, which 

was of a novel character, the allegro movements 

being performed on the common fl ute, and 

the andante on the fl ute d’amour, an instrument 

of his own invention, the tones of which are so 

mellow, deep, and tender that Schall, a celebrated 

poet of Breslau, has distinguished it by the epithet 

of Schwermuthsfl öte (the fl ute of melancholy.) 

The compass of this instrument is to G above 

G clef, and the inventor has lately enriched it by 

the addition of several keys. This concerto, which 

was composed by the performer, consisted 

of two movements, and a series of Russian airs 

introduced with great skill. The performer showed 

great taste and power, particularly in a staccato 

movement, which was remarkable for its spirit and 

fi re.23 

We are lucky that Janusch, in response to 
the reaction to his performances on the fl ûte 
d’amour and piccolo with extra keys, was impelled 
to write a detailed description of these, which was 
published in the Berliner Allgemeine musikalische 
Zeitung.24

ABOUT THE FLUTE D’AMOUR 

AND THE LITTLE E-FLUTE. 

Due to the very favourable reviews of two public 

concerts given by Professor Würfel and myself 

published in the local newspapers of Spener and 

Voss of May 7, 8 and 28, 1824, and at the request 
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of the editors of the local musical newspaper, 

I fi nd myself prompted to make the nature 

of the Flüte d’amour and the small E-fl ute men-

tioned in the above reviews better known. – 

The fl ûte d’amour, which has existed for many 

years, and which is merely a fl ute on a larger 

scale, at fi rst lowered by a minor third and then 

by a perfect fourth but continued in a very imper-

fect state. The lovely, tender, and yet also rather 

full tone in the key of G major, the tonality it was 

almost exclusively usable, gave me the idea 

of perfecting the fl ûte d’amour and perhaps 

making it more generally usable. I thus sketched 

a plan making use of mathematical proportions 

to tune it a fourth lower. Next, I had the intention 

of providing it with the necessary keys, but to 

attach them so appropriately and comfortably that 

the fi ngering of the usual keyed fl ute could be 

retained, and so I designed a drawing according 

to the mathematical ratio to tune it a fourth lower. 

Then I intended to provide it with the necessary 

keys, but to attach them so conveniently and com-

fortably that the fi ngering of the ordinary keyed 

fl ute could be retained,  and fi nally succeeded 

with the help of the good and worthy instrument 

maker Franz Bauer, residing at Eisengasse No. 

547 in Prague, in making the fl ûte d’amour so 

perfect that it can be used excellently as a concert 

instrument for the Adagio and Andante with mag-

nifi cent effect in any key. I have proved this in my 

concerts in Leipzig and Berlin with Professor 

Würfel. The ratio to the [usual] fl ute is like 1 to 4, 

that is, middle C produces the g below.

In Vienna, fl utes are made which, in addition 

to the 8 or 9 keys, have another 5 keys on 

the bent foot joint, and go down to a low g, 

but the character of the tone always remains 

that of the fl ute, and has the disadvantage that 

the fl ute and mechanism are heavy and their use 

is uncertain. The mechanism of the fl ûte d’amour, 

on the other hand, is simpler, more reliable, and 

its very tender yet rather powerful tone has a very 

unique character. 

It is provided with the low C and C sharp, then 

the E fl at, double F, G sharp, B fl at and middle 

C keys; instead of the 1st and 6th holes, which 

would have made it necessary to stretch 

the fi ngers too far in order to obtain the right 

tuning, I attached keys with double levers. 

I have always found the piccolo fl ute, which is 

usually played by fl utists in the orchestra, to be 

imperfect in any orchestra when it is used in more 

distant keys. I have had made by the same 

instrument maker with 6 keys, namely with 

the D#, double F, G#, and middle C keys. I own 

several of them: an Octave piccolo, in a ratio to 

the fl ute like 1 to 8, furthermore like 1 to 7, 1 to 6, 

(small E-fl ute) etc. I have been employed for 12 

years as professor of the fl ute at the Conservatory 

of Music in Prague, and have only recently 

resigned this position, so I have thus had ample 

opportunity to get to know this instrument 

in detail, and if I thereby bring my experience 

in this regard to public knowledge, then I believe 

I will achieve my double goal that, 1) every fl ute 

player in the orchestra will be able to easily 

practice on a keyed piccolo because there is no 

difference between this and the fl ute with regard 

to its mechanism, and 2) one will easily be able 

to play with pure intonation on the keyed piccolo 

in keys with several sharps or several fl ats. 

Berlin, May 29, 1824 Michael Janusch, Professor.

Janusch’s calendar was also busy Fall season, with 
events reported in September, November, and 
December. In September, along with stage works, 
his performance of his own fl ute concerto is noted 
in a list of the repertoire of the Estates Theatre 
in Prague.25 On September 28th, he played his 
fl ute concerto from the stage of the National 
Theatre in Brno.26 In November, he was in Vienna 
to play at a concert to the benefi t of charitable 
institutions. 

On the 15th, at the Kärntnerthor-Theater: Grand 

Musical Academie for the benefi t of public charitable 

institutions, which included: 

1. Overture from Beethoven’s Fidelio; 
2. Cavatine from the Opera: La gazza ladra, sung by 

Mr. Ambrogi; 

3. Rondeau brillant für das Pianoforte, composed 

and performed by Mr. Benedict (Liess kalt); 

4. Duett from Adelasia ed Aleramo, by Simon 

Mayr, sung by Messrs. David and Donzelli (great 

applause); 

5. Variations for the Flute, played by Mr. Professor 

Janusch from Prague (the performance 

was appealing; less so the somewhat trivial 

composition); 

6. Duett from Tancredi, sung by Mesdms. 

Fodor-Mainville and Comelli-Rubini (roaring 

cheers); 

7. Hunters’ chorus from Weber’s Euryanthe (da 

capo); 

8. Overture from Catel’s Semiramis; 
9. Terzett from l’Apoteose d’Ercole, by Mercadante, 

sung by Mr. Rubini, Mad. Dardanelli und Dem. 

Ekerlin (strong clapping and shouting); 
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10. Polonoise for the Violoncello, by Romberg, 

played by Mr. Fränzl (without effect); 

11. Aria by Raimondi, sung by Mr. Rubini 

(a delicious tidbit for the ears); 

12. Duett from Fioravanti’s Musicomania, sung 

by Mad. Fodor-Mainville and Mr. Lablache 

(incomparably performed, and received with 

the greatest enthusiasm); 

13. Aria by Mosca, sung by Hrn. David (even 

the strongest effort could not weaken 

the previous impression); 

14. Prayer from Mosé in Egitto, sung by Mad. 

Fodor-Mainville, Dem. Unger, Messrs. 

Ciccimarra, Ambrogi, and the entire personnel 

of the chorus (which pleased, as always). 

The house was, in spite of the usually elevated 

prices for the Italian operas, overfl owing.27 

Finally, Janusch seems to have been the producer 
for a benefi t concert which took place on Dec. 
26. We have two contemporary announcements 
of the event: 

Benefi t-Announcement

Mr. Michael Janusch, Professor of fl ute from 

Prague, has arranged a musical academy 

for Sunday, December 26th, which will take 

place in the hall of the Lower Austrian H. 

H. Landstände at the usual noonday hour. 

The concert soloist will play the fi rst Allegro 

from a Concerto which he himself as composed, 

and then an Adagio and Potpourri on 

a Hungarian Theme, containing: 1. Introduction 

and Allegretto with variations for the fl ute; 2. 

Andante for the Flute d’amour, and Allegro 

for the little fl ute in A. These dance pieces are 

all composed by Mr. Janusch. In addition, an 

overture by Mr. Leon de St. Lubin will begin 

the academy, Miss Sontag will sing an aria by 

Mercadante, and Mr. von Bocklet will perform 

a Rondeau Brilliant (in B-fl at major) for piano 

with orchestral accompaniment. Tickets at 4 fl . 

W. W. at the Music Dealers Steiner und Comp., 

or on the day of the concert at the box offi ce.28

Concert Announcement.

Michael Janusch, Professor der Flöte aus Prag, is 

very happy to have the honour 

To give a musical academy on Sunday, Dec. 26, 

1824, in the Hall of the 

Lower Austrian Herren Landstände 

in the Herrngasse.

The pieces to be performed are:

1. Ouverture by Leon de St. Lubin, 

2. Concert for the fl ute (fi rst Allegro), composed and 

performed by the giver of the concert. 

3. Aria by Mercadante, sung by Dlle. Sontag k. k. 

Court Opera Singer. 

4. Rondeau brillant for the Pianoforte with orchestra 

(in B-fl at major), by N. Hummel, performed by 

Mr. von Bocklet.

5. und 6. Adagio and Potpourri on a Hungarian 

theme, containing: 

 1.  Introduction and Allegretto with variations 

for the fl ute. 

 2.  Andante for the Flüte d’amour, and

 3.  Allegro for the little A-Flute, composed and 

performed by the giver of the concert. 

Out of especial courtesy to the concert-giver 

Dlle. Sontag and Mr. von Bocklet have taken on 

the performance of the solo parts, Mr. Court Theater 

Capellmeister Gyrowetz has taken his place at 

the keyboard, and Mr. Jansa, member of the K.K. 

Court Orchestra, the direction of the orchestra. (…) 

The concert will begin at 12:30 PM.29

There is only a very brief mention afterwards, 
in a review of events in Vienna for Dec. 1824:

On the 26th, at the Landständischen Saale: 

Concert by Mr. Janusch, professor of the fl ute 

from Prague. What the concert-giver provided 

was of little interest. But the renowned hospitality 

David Sulzer (painter of a portrait of Michael Janusch) 
and Julius Karl Emil Sulzer: Double Self Portrait
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of the Viennese saw to it that the usual courtesies 

were not lacking.30

Janusch continued to tour in 1825, his partner now 
being the harpist Swoboda, who was also the harpist 
at the Estates Theatre. None of the various sources 
mentioning his performances provide his fi rst name, 
unfortunately, and there is no surviving harp music 
by a composer with this surname. They appeared 
in Augsburg in early March.

A worthy musical guest is Mr. Janusch, professor at 

the K.K. Conservatory in Prague, who, on March 7th, 

was heard in variations on Austrian folk songs and 

in a potpourri on a Hungarian theme, with deserved 

applause. Everything that makes fl ute-playing 

interesting – brilliant and correct performance, 

tender feeling, energetic expression, fl uency, and 

skill, etc. was brought together by Mr. Professor 

Janusch, who, in addition, is distinguished by his 

praiseworthy modesty and courtesy. Thus he not 

only had the grace on Wednesday evening, together 

with the equally famous harpist, Mr. Swoboda, to 

provide the most pleasant entertainment, through 

his delightful fl ute playing, to the music-loving 

company which gather in the lower dining room 

of the “Zur goldenen Traube”,31 but will also repeat 

this highly appealing musical entertainment 

in the room named above on Friday evening 

after the theatre is concluded, before he leaves 

Augsburg.32

The tour seems to have also included Zürich and St. 
Gall. An announcement prior to the concert gives 
us the date of April 26 for Zürich.33 Reviews were 
published in the Allgemeine musikalische Zeitung 
and Die Grazien (a Bavarian periodical). 

Immediately after him, two Prague virtuosos, 

Mr. Professor Janusch, fl utist, and Mr. Swoboda, 

harpist, arrived. It was not possible for 

the reviewer to attend their concert, but they 

are said to have been so popular that another 

concert was arranged for them with the royal 

chamber musician Mr. Täglichsbeck from Munich, 

who arrived a few days later, a distinction rarely 

awarded to artists. Mr. Täglichsbeck, who handled 

his violin with brilliant artistic fl uency, was also 

greeted with loud applause. The harpist, Swoboda, 

was also greeted with loud applause, but not 

such as compare with the other two presenting 

concerts. He plays on harp without pedal, though 

with exceptional speed, but is not always so 

precise with his intonation.34 

Mr. Professor Janusch and Mr. Schwoboda 

from Prague had recently, after very odd 

contrary circumstances, won the full 

favour of the public through a fl ute and 

harp concert in the smaller music-hall, and 

appeared as worthy musical colleagues 

along with Mr. Täglichsbeck, whose 

virtuosity was also recognised through loud 

applause.35 

We have only a brief notice for St. Gall: 

Foreign musicians. Number 12 of the “Erzähler” 

names the pianist, von Merfeld, and the hornist, 

Bruzzese. The fl ute of Prof. Janusch and the harp 

of Mr. Slobode [Swoboda] from Prague are 

mentioned with special distinction.36

1826 is the last year in which we fi nd reports 
of Janusch in performance. The AMZ, 
in the edition for March 15, 1826, seems to 
be catching up on reports of concerts from 
the previous advent (i.e. December 1825) and 
mentions a concert in Prague in which “because 
of the sudden taking-ill of the renowned fl utist 
Mr. Janusch, Mr. Spanner, a former pupil of his, 
played an Adagio for the fl ute.”37 What seems to 
be the fi nal mention of Janusch in performance 
is a very long and detailed account of a benefi t 
concert played on Palm Sunday (March 19?), 
1826 for the Institute for the Deaf and Dumb 
in Prague, published in the April 10 number 
of the Archiv für Geschichte, Statistik, Literatur 
und Kunst.38

The second part began with the beautiful overture 

by Seyfried from the melodrama, Abraham, after 

which a Mr. Illner sang the bass aria of the Podestà 

from Rossini’s Gazza Ladra. Next, Mr. Janusch, 

former professor of fl ute at the Conservatory, 

played, very well, the Romance and Rondo 

which he himself had composed with orchestral 

accompaniment. 

There is no reason to think that Janusch’s sudden 
indisposition in 1825 meant a general or continuing 
illness, since he continued to produce numbers 
for the set of Unterhaltungen for solo fl ute, 
the latest of which can probably be dated to 1835. 
Unfortunately, however, the last appearance for 
Janusch in the press is the obituary published 
in “Der Adler” in April 1838, which makes no 
mention of the cause of death for the artist, who 
may not even have been fi fty years old at the time 
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of his demise. To my knowledge, there is no evidence of the forthcoming posthumous 
editions of his works.

The excellent fl ute virtuoso, Michael Janusch, a former professor at the Conservatory 

of Music in Prague, died at the end of the year. In him, Prague loses one who was 

both a capable teacher and a classical composer. His students, who are headed 

by the present professor at the Prague Conservatory, Mr. Eiser, and Mr. Spanner, 

member of the orchestra of the Prague theatre, are arranging for the publication 

of the truly memorable works of the deceased.39
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Finally, with considerable delay and 
following the somewhat unfocused release 
of individual recordings, we have fi nally 
lived to see the complete collection! 
If I overlook minor issues which plague 
the complete version – the booklet’s 
outdated, minuscule print, the unfortunate 
typesetting of the text, the all too 
modest mentions of the collaborating 
soloists, the booklet’s austerity and lack 
of translations, otherwise common on 
Hyperion – and focus on the release’s 
musical aspects, it can justly be considered 
a seminal musical release. This referential, 
interpretative project not only popularises 
the work of Martinů, but may also 
constitute a departure point for the up-
and-coming generation. (Another project 
released on the Supraphon label brought 
together the complete works of Martinů 
for violin and piano, and in 2001 received 
the main prize for classical music at 
the MIDEM in Cannes.) In the fi rst 
decade of the 21st century, Bohuslav 
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Matoušek was at the height of his 
instrumental erudition, full of passion, 
and had by then devoted many years 
of hard work – musical, organisational, and 
fi nancial – to developing this project. He 
devoted a large part of his personal life 
and health. However, it however turned 
out to be a crowning achievement of his 
complete recordings, and certainly a unique 
recording. Each composition is permeated 
by a warm, pleasant tone which owes much 
to the technique of his right hand, his 
unique vibrato, and to the music of his 
heart. He found a unique synergy with 
the collaborating soloists and conductor. 
The Czech Philharmonic did a wonderful 
job, although I cannot shake off  the feeling 
that if they had played the pieces with 
their current roster, the sound in many 
of the passages could have been a little more 
expressive still – more engaged, vibrant, 
and accurate. The technical team – director 
Zdeněk Zahradník and sound-master 
Tomáš Zikmund – also did an excellent 
job. What we are left with is one of the most 
seminal celebrations of Bohuslav 
Martinů’s genius. In the stagnating reality 
of the contemporary recording industry, 
I believe this album will be unsurpassed for 
a very long time. 

Luboš Stehlík

Bohuslav Martinů
The Complete Music 

for Violin and Orchestra

Bohuslav Matoušek – violin, viola, 
The Czech Philharmonic, Christopher 

Hogwood – conductor, Janne 
Thomsen – fl ute (Concerto for fl ute, 
violin, and orchestra), Jennifer Koh 
(Concerto in D major for two violins 

and orchestra), Régis Pasquier – violin 
(Duo concertante for two violins and 

orchestra), Karel Košárek – piano 
(Concerto da camera). 

Text: EN. Recorded: Rudolfi num, 
Prague, 2007–2008. Released: re-
edition, 2019. TT: 240:03. DDD. 

4 CD Hyperion CDS44611/4 

The German piano duo Trenkner 
& Speidel (Evelinde Trenkner & 
Sontraud Speidel) is not as well known 
here as the competing Israeli–German 
duo of artists and partners Yaara Tal 
& Andreas Groethuysen. Unfairly, 
since – just like the Tal & Groethuysen 
duo, a generation younger – they put 
out album after album of innovative 
dramaturgy. The youngest recordings are 
two discs of Czech repertoire: Smetana’s 
Má vlast (My Country) in the composer’s 
adaptation and Dvořák’s New World 
Symphony in the composer’s version for 
four hands and the Slavonic dances op. 
46, surprisingly not in the composer’s 
original, but in an arrangement by 
pianist and composer Albert von 
Doenhoff  (1880–1940) from 1914. 
After Reger’s pieces for piano four 
hands and arrangements of Bach’s 
Brandenburg Concertos and Orchestral Suites, 
Mahler’s adaptation of Bruckner’s 3rd 
Symphony, Schoenberg’s arrangement 
of the incidental music to Schubert’s 
Rosamunda, Stravinsky’s Rite of Spring, 
Mahler’s fi rst two symphonies and 
Beethoven’s 7th (Xaver Scharvenka) 
and the Grosse Fuge, we have arrived at 
the supreme compositions of the Czech 
masters of the 19th century. Both 
recordings fi ll the discs’ capacity to 
the very last minute, and both CDs are 
connected by a propensity for meditative 
tempi and widely gestured agogics which 
act in contrast to the rushed speed and 
spirit of modern life – and sometimes also 
against a more traditional interpretation. 
Both women behind the keyboard stretch 
the listener’s attention to its limits, 
as in the opening measures of Smetana’s 
Vyšehrad (16:36), which make one’s spine 
tingle. While Vltava runs through the fi ve-
channel recording in a single legato 

Bedřich Smetana: Má vlast
Piano Duo Trenkner / Speidel: 
Evelinde Trenkner & Sontraud 

Speidel
Text: EN, FR, GE. Recorded: Jan. 2016 
Konzerthaus der Abtei Marienmünster. 

Published: 2016. TT: 80:00.
1 SACD MD Gold MDG 930 1960-6

Antonín Dvořák: Slavonic Dances 
op. 46 for piano four hands 

(arranged by Albert von Doenhoff) 
& Symphony no. 9 in E minor op. 95 

From the New World
Piano Duo Trenkner / Speidel: 

Evelinde Trenkner & Sontraud 

Speidel

Text: EN, FR, GE. Recorded: 
Dec. 2016 Konzerthaus der Abtei 
Marienmünster. Published: 2017. 

TT: 80:37. 1 SACD MD Gold 
MDG 930 2007-6
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 in cooperation with the magazine 

gesture, the pianists literally wait for every 
single tone in Vyšehrad. Despite the shaded 
dynamics, they do not lose the harmonic 
structure from sight (see e.g. Šárka or 
Z českých luhů a hájů). The introduction to 
Tábor establishes a stifl ing atmosphere and 
its long pauses only heighten the tension. 
The capacity to build an atmosphere over 
widely spaced passages is a great advantage 
of this duo, as attested to by the strict 
rhythm and uninterrupted directionality 
of Blaník. The younger of the two discs 
under review features Dvořák’s Slavonic 
Dances op. 46 and the New World Symphony. 
Among the thirty or so commercial 
recordings of the Slavonic Dances, this 
youngest addition will certainly not lose 
its way, such as the perfect coordination 
in the 6th dance. Clearly, the climax 
of the album is in the composer’s 
piano four hands edition of his own 
9th symphony op. 95, made between 
1893 and ‘94. There are not yet many 
renditions of this version, and compared 
to recordings such as the Crommelynck 
Duo (Claves 1992), the Prague Piano Duo 
(Praga Digitals 2003), the Goldstone & 
Clemmow Duo (Divine Art 2004), and 
Duo Solot (Pavane Records 2015), this 
newest recording towers like a monumental 
monolith already in the tempi selected 
(44:22). I dare say that compared to 
the competition, this duo has managed 
to go deeper in forcing out reminiscences 
of the better-known symphonic version and 
embracing the New World as an independent 
form in the four hands version. It is 
the most pianistic of the extant recordings, 
radical in the loose agogics and tempo 
of the Largo. I was vaguely reminded 
of Leonard Bernstein’s recordings 
of the same symphony, matched by 
Trenkner & Speidel in the broad tempi, 
risky agogics, and generous dynamics. 
The sound technicians at Dabringhaus 
& Grimm bear a considerable portion 
of the credit, as their work made both discs 
a true sonic experience. It is unbelievable 
how much energy two mature ladies  
can spread through a cold little box 
with a pleasant graphic design and solid 

accompanying texts. When this review 
goes out, the duo will already have put out 
their recording of Mahler’s 5th symphony 
(MDG 930 2070-6).

Martin Jemelka

On the occasion of the tenth 
anniversary of its founding, the Cappella 
Mariana vocal ensemble released 
a recording on the theme of the Old 
Testament’s Song of Songs. For this 
project, the ensemble’s artistic director, 
Vojtěch Semerád, compiled a program 
which features Palestrina’s streamlined 
polyphonic-homophonic technique, 
the rich intellectual work of Josquin 
Desprez, and the motets of Burgundian 
authors who, in relation to Josquin, 
comprise the ideal source of inspiration 
for this Palestrinaesque synthesis. It must 
be said that the quality of the recording 
is very high and features, for example, 
two diff erent renditions of the Quam 
Pulchra Est text (from Palestrina and 
Nicolas Gombert), and, most importantly, 
gradually develops towards Josquin’s 
famous motet Ave Maria... Virgo Serena 
and Gombert’s compositionally lush 
Magnifi cat Sexti et Primi Toni. The Capella 
Mariana’s roster of fi ve male 
voices presents the motets as lively, 
emotionally charged compositions, and 
distinguishes the individual Renaissance 
styles in such a way that the often 
complicated polyphonic structures still 

Song of Songs
Canticum Salomonis

Cappella Mariana (Daniel Elgersma 
– countertenor, Vojtěch Semerád – 

tenor, artistic director, Tomáš Lajtkep 
– tenor, Tomáš Král – baritone, 

Jaromír Nosek – bass. 
Text: EN, FR, GE, CZ. Recorded: 
La Chapelle de Romay, Paray-le-

Monial, Aug. 2017. Released: 2018. 
TT: 54:04. 1 CD Et’Cetera KTC 1602

yield the individual words and voices 
in accordance with the music’s logic, 
generally tending more towards carefully 
paced tempos reminiscent of the Tallis 
Scholars. The top line is carried by 
Daniel Elgersmy’s soft countertenor, 
while the internal voices are shared by 
the pleasant tenors of Vojtěch Semerád 
and Tomáš Lajtkep, seamlessly supported 
by Tomáš Král’s velvet baritone and 
the pronounced bass of Jaromír Nosek. 
The atmosphere of the entire recording, 
which the protagonists have dedicated 
to “all the women who have changed our 
lives”, is imbued with a sense of respect, 
devotion, and fervent esteem. It all 
wonderfully culminates in the above-
mentioned compositions of Josquin 
and Gombert. To look at the manner 
of interpretation in more detail, I would 
emphasise here some candid ideas, for 
instance the more delicate rendition 
of Nigra Sum Sed Formosa motet of Jean 
Lhéritier. The ears take pleasure in hearing 
the full masculine voices in all their 
richness, although I feel that sometimes 
it may have been better to choose slightly 
softer nuances and compose the timbers, 
especially in the pieces’ fi nal moments, 
into a more compact shape. The contrasts 
would thus become more pronounced, 
and the overall result would have been 
better defi ned, imparting a deeper sense 
of urgency. On the one hand, I do not 
think it is necessary to expect each 
renaissance vocal music ensemble to try 
and replicate the lightness and charm 
of the Hilliard Ensemble, but at the same 
time, it might be proper to take inspiration 
from them as it is that very lightness 
which can help us – the listeners – better 
understand the score. But ultimately, it is 
necessary to add that we are speaking 
of micro-details here, ones whose absence 
is the only thing standing between this 
recording and the ever-elusive category 
of musical perfection. Cappella Mariana 
have prepared a wonderful musical 
experience, one which certainly merits our 
attention.

Dina Šnejdarová 
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In recent years, the music of Jan Dismas 
Zelenka has been very popular not only 
with listeners, but also with ensembles, 
who seem to be competing in premiering 
and then recording the composer’s 
works. Like many great Baroque 
composers, Zelenka awaited his return 
in the oblivion of the archive. The fi rst 
signs of a renaissance of the artist’s legacy 
began appearing in the times of František 
Palacký and Bedřich Smetana, but it is 
only in recent decades that specialised 
professional ensembles aiming for utmost 
historical authenticity have begun 
playing his music. Ensemble Inégal 
is one such group, joining forces once 
again with the Prague Baroque Soloists, 
creating – under the baton of conductor 
and organist Adam Viktora – this third 
instalment in a series of albums focusing 
on Jan Dismas Zelenka’s psalm cycles. 
This time, it was the last (third) cycle from 
the Psalmi Vespertini totius anni cycle. It is also 
worth mentioning that a fourth album 
was recently appended to the cycle: Psalmi 
Varii Separatim Scripti, which the composer 
intentionally separated from the original 
three cycles. The CD off ers eight surviving 
psalms from Zelenka’s original third 
cycle, as well as the opening Da pacem 
Domine, which together with the psalms 
Confi tebor tibi Domine, In convertendo, Beati 
omnes, Confi tebor Angelorum, and Domine 
probasti me is heard on recording for 
the very fi rst time. A number of Czech 

and international performers have 
appeared on the psalm cycle, and this is 
also the case here. In addition to soprano 
Lenka Cafourková, who has so far 
appeared on all the discs from this series, 
the recording also features soprano and 
orchestra dramaturg Gabriela Eibenová. 
The male voices include French counter-
tenor Pascal Bertin, Austrian tenor 
Virgil Hartinger, and bass Marián 
Krejčík. We can joyfully conclude that 
all the performances are on a very high 
level. We might point out the clear, fi rmly 
tuned, and yet expressively rich singing 
of both the sopranos, who prove that 
their approach to older music is well 
informed, but also contains the necessary 
component of feeling and common sense. 
The men have no problem stepping 
up to their counterparts both in terms 
of intonation and expression – particularly 
the bass, Marián Krejčík, has the capacity 
to enthral us with his stirring declamation 
of the more dramatic portions of the text, 
which only strengthens the elemental 
nature of the music. Zelenka’s psalms 
overfl ow with energy and passion, and 
the musicians of Ensemble Inégal did 
all they could to duly emphasise this 
aspect of the composer’s work. Thanks 
to thought out work with tempi and 
dynamics, the resultant interpretation sits 
a good distance away from the ossifi ed 
academicism of historical groups. Led 
by Adam Viktora, the musicians change 
tempi with complete spontaneity 
and always with a clear aff ective 
intent. The choir plays no small part 
in the quality of the recording: it is 
precise in intonation and rhythm, 
dynamically diverse, and perfectly 
unifi ed. Perhaps the only criticism 
would be a somewhat fl at mid-range 
in the mix – bringing out the solo voices 
would also help, but these are only minor 
blemishes. Whether Zelenka’s works 
were temporarily forgotten after his 
death due to the unavailability of parts 
or under the infl uence of the changing 
tastes of the time’s aristocracy, it is 
clear that the current trend among 
historically informed ensembles has 
taken an oeuvre out of the archives which 
certainly deserves the attention of today’s 
listeners. The recording does not speak 
only to fans of historically informed 
interpretation – it is simply for all those 
who enjoy performances that are chiselled 
to the smallest detail.

Lukáš Pavlica 

Jan Dismas Zelenka
Psalmi Vespertini III

Lenka Cafourková, Gabriela Eibenová 
– soprano, Pascal Bertin – alto, 

Virgil Hartinger – tenor, 
Marián Krejčík – bass, Ensemble 
Inégal, Prague Baroque Soloists, 
Adam Viktora – artistic director. 

Text: EN, GE, CZ. Recorded: 
Mar. 2017, St. Salvator Church, Prague. 

Published: 2017. TT: 56:47. 
1 CD Nibiru NI01642231 For decades, Bohuslav Martinů has been 

the Supraphon label’s seminal composer. 
In recent years, however, he has been 
featured with even greater regularity than 
back in the early 2000s, and the positive 
audience and critical responses have made 
each of Supraphon’s Martinů projects an 
event of great import. The recording of his 
oratorio The Epic of Gilgamesh (SU 4225-2) 
and the pastoral opera What Men Live By (SU 
4233-5) have already been reviewed in Czech 
Music Quarterly. Releasing so many new 
Supraphon projects focusing on Martinů – 
each one better than the other – runs the risk 
of neglecting the dramaturgically original 
and slightly more demanding album 
devoted to the composer’s vocal madrigals 
and other choral works from the years 1934–
1959. These are connected through their use 
of Czech and Moravian folk poetry, put to 
music within the framework of the a capella 
madrigal, and occasionally spiced up by 
instrumental violin accompaniment (Jakub 
Fišer) or violin and piano (Karel Košárek). 
The album, which runs for close to an 
hour, off ers an overview of the last twenty 
fi ve years of Martinů’s work – a fact which 
most true afi cionados will appreciate. First 
and foremost, it is, however, an artistic 
masterpiece which is very listenable and 
consistently enjoyable for the audience. 
And that also applies to our times, 
which – for a number of reasons which 
in themselves merit proper sociological 
study – have not been favourable to 
choral compositions (collective singing 
in the age of hypertrophied individualism, 
the complexity of these musical forms, 

Bohuslav Martinů
Madrigals

Martinů Voices, Jakub Fišer – violin, 
Karel Košárek – piano, 

Lukáš Vasilek – choirmaster. 
Text: EN, GE, FR, CZ. Recorded: Mar. 
2016 – Jan. 2017 Martinů Hall, Prague. 

Released: 2018. TT: 59:37. 
1 CD  Supraphon SU 4237-2
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I have spent years waiting for a recording 
or cycle that would dramaturgically 
bring together Bramhs, Tchaikovsky, and 
Dvořák – his top symphonies at the very 
least. Finally, my wait is over. Surprisingly, 
we can thank Czech conductor Jakub 
Hrůša, the Bavarian Bamberg Symphony, 
and the smaller but all the more agile Swiss 
publisher Tudor. This four-part project 
featuring Brahms’s symphonies and Dvořák’s 
last four will be realised in accordance with 
the German orchestra’s dramaturgical plan: 
even in the 21st century, the orchestra still 
maintains its roots to Prague and other 
German-speaking Czech cities before 
1945. For marketing reasons, the project is 
inaugurated with recordings of the composers’ 
last symphonies. If what follows are 
the genetically linked Brahms and Dvořák 
2/6 and 3/7, we certainly have much to look 
forward to. Tudor – whose catalogue also 
boasts a complete recording of Martinů’s 
piano works (Pavel Kašpar), accomplished 
recordings of Dvořák’s chamber music or, 
most recently, Hrůša’s Má vlast – dedicates 
great care to the project. This includes its 
impeccable graphics, the extensive booklet 
which includes an interview with Hrůša, or 
the SACD multi-channel sound format, 
created in collaboration with the sound 
engineers from the Bavarian Radio in Munich. 
While Hrůša’s Dvořák discography with 
Pentatone and Supraphon has grown 
systematically in recent years, his fans had to 
wait for him to assume the position of director 
in Bamberg before hearing his Brahms on 
disc. Hrůša’s recording of the composer’s 
E Minor Symphony is a surprise when 
compared with the conductor’s peers and 
current trends in interpretation. Hrůša’s 
Brahms is introverted, almost introspective, 
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strongly lyrical in the fi rst two movements, 
thoughtful and deliberate in tempo, detailed 
in the middle voices, sonically transparent 
even in the quiet dynamics Hrůša so likes 
to return to. The tempi of the individual 
movements, however, lack the desired 
contrast, and though the fi nale suddenly 
breaks in the middle and rises to an 
eff ective ending, the recording sounds 
heavy-footed for a signifi cant portion of its 
running time, even upon repeated listenings. 
Recent years have seen more interesting 
and contrasting recordings of Brahms’ 
symphonies by conductors including 
Thomas Hengelbrock (Sony Classical), 
Mariss Jansons (BR Classic), or Paavo Järvi 
(RCA). Hrůša’s fi rst (!) Brahmsian studio 
creation, however, is – in the best sense 
of the word – a conservative hommage to this 
classic of late Viennese Romanticism and 
the good old German interpretive tradition. 
It is as if you sat down in an old BMW 
and were surprised by its quality… Much 
of what was said of the Brahms is also true 
of the New World Symphony, whose deliberate 
tempi distinguish it from Hrůša’s older 
Dvořák recordings with the PKF – Prague 
Philharmonia for Supraphon – recordings 
criticised for a certain youthful rashness. 
Hrůša could hardly allow himself the same 
liberties with the Czech Philharmonic, e.g. 
in the case of the big repeat in the opening 
movement, which the philharmonic 
recordings traditionally ignore, including 
Jiří Bělohlávek’s last disc (Decca 478 6757). 
A very detailed dynamic range and work 
with delicate shadings are also eff ective tools 
of Hrůša’s in the New World Symphony. I’d 
admire Hrůša’s recording, if only… the same 
orchestra with an excellent woodwind section 
and wonderful horns hadn’t recorded in 2013 

– for the same Swiss label – a studio recording 
with Hrůša’s peer Robin Ticciati, who 
spent several years as a visiting conductor 
in Bamberg (Tudor 7194). Ticciati’s New 
World Symphony is a gem – one that was 
unfortunately (for us) not discussed much 
in our lands. Comparing Ticciati’s agogically 
living Largo with Hrůša’s arched legato 
in the same movement leads us to declare 
Ticciati the winner. The long legato sections 
were already problematic for me in the slow 
movement of the Brahms: they breathe a fi n 
du siècle atmosphere, but I am not sure what 
the reaction to these interminable arches 
of Wagnerian legato would be in the case 
of Felix Weingartner or Brahms himself, who 
certainly favoured more concise phrasing. 
Despite the reservations voiced above, 
the fi rst volume of Hrůša’s new Bamberg 
project is a listening experience and we 
can only look forward to seeing how it will 
develop. It is already on par with remarkable 
Dvořák recordings the Bamberg musicians 
have made with conductors including 
Keilberth, Lehmann, Doráti, or Turnovský.

Martin Jemelka   

sophisticated texts, etc.). The interpretive 
qualities of choir master Lukáš 
Vasilek and his elite Martinů Voices 
vocal ensemble is beyond question, 
and the CD under review proves this 
beyond a shadow of a doubt. They took 
part in the live recording of Gilgamesh 
(Prague Philharmonic Choir), as well 
as the pastorale What Men Live By (Martinů 
Voices). Despite the fact that the CD 
wastes track time, and despite many 
audiophiles’ light annoyance at a complete 
choir works to rival Pavel Kühn’s ancient 
production (SU 3101-2), the album 
in fact constitutes a small miracle, a true 
treasure brimming with the vivacity 
and joy carried by Martinů’s perfect 
control of rhythm and declamation. It is 
diffi  cult to fi nd the climax of the hour-
long album, but perhaps it could be 
Petrklíč (1954), or Tři Písně Posvátné (Three 
Sacred Songs, 1951) with its accompanying 
solo instruments. From the introductory 
song Z Tej Strany Dunaja (From That 
Side of the Danube), up until the fi nal 
exclamation of Hej! (Čarování a Pomluvy) 
– (Hey! Sorcery and Gossip), the CD is like 
a fi nely cut diamond and has already 
drawn the attention of foreign critics. 
It is waiting for its local listeners, who 
can take the album out of the mainstream 
of classical music productions, and 
place it next to Vasilek’s congenial 
recording of Vysočinská Tetralogie from 2016. 
The perfect content is accompanied by 
perfect packaging, as Supraphon devotes 
special attention to its Martinů projects. 
Vít Zouhar’s wonderful texts, David 
Cígler’s design, and cover photographs 
from the workshop of Nikol Plecháčová 
have become Supraphon’s standard 
calling card. Miracles can happen, even 
in our age. As always, they are hard to 
spot. But on this album of Lukáš Vasilek 
and the Martinů Voices, you can listen 
to miracles for a full hour. In fact, there 
is another potential Supraphon gem 
in the making – an album of Martinů 
songs by Martina Janková and Tomáš 
Král. 

Martin Jemelka

Brahms / Dvořák 
Bamberger 

Symphoniker 

Jakub Hrůša – conductor. 
Text: GE, EN, FR. Recorded: 

May 2017 (studio) & Oct. 2017 (live) 
at the Konzerthalle Bamberg, 

Joseph-Keilberth-Saal. Published: 2018. 
TT: 41:32, 45:01. 2 SACD Tudor 1744.
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