A Conversation with Karel Husa

Kenneth L. Neidig

- §AREL II;IUSA was
@mm DO in Prague,
Czechoslovakia
on August 7, 1921.
At age 19 he was pre-
vented from pursuing
a vocation as an engi-
neer when occupying
Nazi forces closed all
Czech universities;
however, he captured
: o the last opening at the
Prague Conservatory, which the Nazis had
allowed to remain open. After the war, he received
a fellowship to continue his musical training in
Paris. By 1948 he was being hailed as a composer
and conductor who was “one of the greatest hopes
in Czech music;” but his citizenship was revoked
in 1949 when he refused to return to Prague after
the Communist takeover. He remained in Paris
until 1954, when he came to the United States to
join the faculty of Cornell University. He became
an American citizen in 1959. In February 1990 he
visited the country of his birth to conduct Music for
Prague 1968, which had previously been banned
there as a “provocative political statement.”

The music of Karel Husa is published by G.
Schirmer (Associated Music Publishers) and
distributed by Hal Leonard. Rental is handled at
5 Bellvale Road, Chester NY 10918 (914-469-2271).

This and other interesting biographical and
analytical musical material on Karel Husa
appears in a special brochure of his works
available (along with perusal scores and a band
catalog) from the G. Schirmer Promotion
Department, 225 Park Avenue South, 18th Floor,
New York NY 10003 (212-254-2100).

In June 1992 Karel Husa finished a 38-year teaching
career at Cornell University (composition/conduct-
ing) and will now devote all of his time fo composing
and guest conducting.

A world-class composer, with numerous commissions
from major symphony orchestras, Husa has long been
one of the band’s best friends. His extensive catalog of
works includes several masterworks for band and
smaller wind and percussion ensembles.

He is a warm, friendly and accommodating man who
has guest-conducted many bands throughout the
country. We had our most recent chance to talk for
the record just a few days before his 70th birthday, in
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the summer of 1991, when he was rehearsing the high
school symphonic band at Interlochen. I watched him
work on Barogue Overture by Otmar Macha, and his
own composition, Apotheosis of this Earth.

He is a tall man with long arms, who uses a very
small baton and large body movements to convey
the strong emotion in his music; unfortunately, the
students were not responding very well that day.
They were partly pre-occupied with reading the
notes, of course, but also not very well focused, since
they had still not “bought” the contemporary sounds
and techniques. Still, Karel Husa - ever even-
tempered and optimistic - continued to work with
them patiently ... and produced a successful concert.

The Interlochen bands prepare and perform a new
concert every week throughout the 8-week camp,
usually with a different guest conductor. This week’s
program included four works - two pieces (Williams:
Sea Songs and Grainger: Molly on the Shore) conducted
by Michael Kaufman, who had also done preliminary
work on the two conducted by Husa.

I asked about the group. Is it comparable to an all-state
band in Texas or New York?

Perhaps even better. The students are going by miles
every day, and they learn at an incredible speed. We
have just nine hours to prepare about an hour of
music. My music is difficult, incredibly difficult. I
remember that when we premiered my music with
Bill Revelli [University of Michigan Band] about 22
years ago, he postponed the performance from
January to April because he thought it was too much
for them to do. But we will do it. I am confident. It's
an experience for the students as well as for me.

As you conduct your music in different places, do you find
any consistent problems you have to solve?

Yes, there are certain problems. Students are used

to simple meters with generally (not always) a strong
first beat; but modern music is different. I write
usually in very simple meters, but the rhythmical
things are not always on the first beat.

Technically, I find the students incredibly good —
1 could never have played the music I am writing
when [ was their age, but they can.

Also (as I said to young students in Czechoslovakia at
the Conservatory when I spoke to them in April), the
students in Prague have a fear of doing something
new. They think because it's new, it’s risky. That's the
attitude there; while I think that here young people
have the attitude, “Let’s give it a try.” That’s what I
like. Otherwise, I don't think there is any problem.

Is there anything band directors can do to get ready for
those internal rhythmic problems?



Well, I would say it would be playing
new things with students, even in high

schools, even if one is not sure CITY EDITION

whether the work is great, even if they o ' ool
do not perform it. I think it might be e 0 Im S0 Tompe P Jater yiarer
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good if the students are exposed to

some new music, just to read it. So if
bands could have regular reading
sessions of music — hard music, new
music, hew notations so the students
get used to it — that would help.
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Thinking as a conductor, what qualities
are important to get the job done?

I have to know the score well. If I don't
know the score well, the band will never
play it well. It's imperative that the
conductor know the score perfectly.

i
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How much time do you spend getting
ready with a score you don’t know?

I sometimes spend 2-3-4 weeks with
a score. It depends. For some of the
difficult scores, it takes me a month
or two. For a new or unfamiliar
symphony (25 minutes) it might take
2-3 months to know the score. It's not
constant contact. I go back to it, and
it becomes more familiar.
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Do you have a systematic process?

Yes. First, I have to know what the structure is.
Here [shows his markings in a score] this would be
a grouping of 3 measures and I mark it in the score,
because it helps me to understand; and I conduct it
that way, of course. Sometimes I change - here I
marked it 3 but changed to 2 — because before
knowing the score well, you change your mind.
Preparation takes some time. Also I mark cues.

Generally 1 see it’s just regular lead pencil.

But sometimes I add things in red [shows score of Ap-
otheosis, with marks added through the past 20 years].

I notice you do use the score religiously, even with your.
0wn Mmusic.

Well, yes, especially in rehearsal. As the composer

I know the music, but I don’t know exactly which
instruments start at “3 measures before B.” Also, |
think that my music is so difficult for the players that
it would not be fair for me to come in front and not be
sure to cue them exactly. And the moment that I
would cue them wrongly, or didn’t cue, I wouldn't
know how to stop my own machine.

Mozart symphonies, Brahms, some of the classical
repertoire that [ have learned at school as a young
person, I conduct from memory, because I know it
and the orchestra knows it, and they know where
they could go wrong, so there’s no problem. But in
things that are tricky, I use the score.

I've over-simplified the work habits of composers in my
own thinking — would you consider yourself a “Mozart”
or a “Beethoven” type? In other words, Mozart being
“work it out in your head and then put it down on paper;”
and Beethoven being “try this, try that, go back, re-write.”

Abnecea
SEL: Youths waving Caechoslovak flags ride truek in dbntown Prague. A Soviet tank is at vight r

In a page one story The New York Times of August 23, 1968
reported the strife and agony within Czechoslovakia.

I think I'm the Beethoven type. I re-write. I'm not
sure. I wonder whether this is good. More and more.
This Spring, we did Missa Solemnis at Syracuse and
Cornell, so I studied that piece. It's incredible to me
how much Beethoven sort of worked on simple things
- simple motifs that he would jot down in his sketch
book, like bum, bum-bum. Such simple things -
dotted half, quarter, whole note. He starts with a
motif that is sort of ordinary, but then he twists it
and changes it, shortens it, all these things. It is
really rather amazing the way it comes out.

Iwonder if we could discuss, briefly, each of your pieces for
band, and you could give some sort of thumbnail sketch —
some feeling of the emotional value, something you might
want to convey to the band conductor about each one.

Let’s start with “Prague.”

MUSIC FOR PRAGUE 1968

19 minutes; composed 1968; premiere 1/31/69, Washington
DC, Ithaca College Concert Band (Kenneth Snapp); G. Schirmer
(AMP): score & parts for sale.

Prague was somehow, and still is, a manifesto for
freedom. I think that if the band directors could read
it in rehearsal - even if the students cannot perform it
-1 think it would give them some new look at what
percussion is in a band, how differently one can write
and how differently the instruments are used.

1 could even say that maybe I did it, in a way,
because I really didn’t know exactly how to write for
band when I wrote the piece. I didn’t look into much
band music, and I didn’t realize that when I wrote the
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aria for all the saxophones that it would be the first
time, or one of the first times, the saxophones would
get such a difficult melodic line - for all of them,
including the bass saxophone, which usually

plays only one note or two.

I have found out that the students like to play the
piece. At the beginning they are reticent, there’s no
doubt; but when they learn about it they like it — and
it helps the percussion players to get a better view
of what they can do.

APOTHEOSIS OF THIS EARTH

25 minutes; composed 1970; premiere 4/1/71, Ann Arbor
MI, University of Michigan Symphonic Band (composer
conducting); G. Schirmer (AMP): score & parts for sale.

That’s probably the most difficult piece to bring out,
but I have found out that the students get interested
in it and then they work and they like it; and it never
happened to me after a performance that the students
would not have been moved. But at the beginning,
they are even more reticent than for the Prague.

Have you found things you can do to remove some of
this reticence?

I would say to explain why I have written the piece
and what it signifies — because I wanted to introduce
new sounds into the band ensemble, you see. I think,
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and friends tell me, that they are new sounds, so just
to know the new sounds that maybe helps. It's a
difficult piece, but again, the more students play

it, the more they are in it.

There is a new edition that [ made about two years
ago, taking the choral parts from a version I had for
chorus and orchestra. We did it at Cornell and it
worked pretty well; the conductor there thinks it's
better. I don’t know. I don’t have preferences. The
original is for band alone (no chorus).

CONCERTO FOR PERCUSSION

AND WIND ENSEMBLE

18 minutes; composed 1971; premiere 2/7/72, Waco TX, Baylor
University Symphonic Wind Ensemble (Gene C. Smith, Larry
Vanlandingham); G. Schirmer (AMP): score & parts for sale.

[ wrote this piece with the idea that the percussion
should be at some time brought in front of the band
and shown to the public. They don’t see it often in the
front, just in the back, and they don’t even realize how
excellent the musicians are. In addition, the instruments
are so exciting — marimba, vibraphone, xylophone,
glockenspiel and all the other bell-like ringing and
chimes which produce beautiful sounds, and then of
course the drums. I think it's necessary for these
excellent players in the back to get the recognition.

AL FRESCO

12 minutes; composed 1974; premier 4/19/75 Ithaca NY, Ithaca
College Concert Band (composer conducting); G. Schirmer
(AMP): score & parts for sale.

['would say it is a little simpler piece, a shorter piece.
It is not difficult and I don’t mind if the conductors
sometimes re-do a phrasing of a section that is
difficult for saxophones — everything staccato. I
believe it was Bob Reynolds who told me that he has
done it with some school groups, playing two slurred
and two tongued; I don’t mind that at all. I think that
can be done in every music, where the director can
accommodate some of the players. If somebody
doesn’t have a certain instrument, like bass saxo-
phone (which is usually ad lib), and may have extra
tubas, I don’t mind that the tuba would play that part.
[ am not so (how would you put it?) fussy, that it has
to be exactly that instrument.

Even though so much of your writing is “sound”?

It’s true. It would be better to have bass saxophone;
but [ venture to say that there may be only 15-20 bass
saxophones in schools that I know of, so I don’t think
that the piece should be eliminated because of that.
And the piece is only difficult because of some solos
at the beginning; but I think if one gives confidence to
the players, I think they can play. But I'm probably a
very optimistic man. ‘

No, I agree. You have to challenge the kids, and you

must have confidence in what they can do. Of course, you
can do things to get them ready — Mike told me that when
he did Prague with his high school band he rehearsed the
percussion separately for quite some time before doing

it with everyone.

SMETANA FANFARE

4 minutes; composed 1984; premier 4/3/84 San Diego CA,
San Diego State University Wind Ensemble (Charles Yates);
G. Schirmer (AMP): score & parts for sale.
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. 1 “Music for Prague”
Performed in Prague—At Last

:u It was a poignant homecoming, marking not only the success
fan and perseverance of an individual artist, but heralding a
g changing world—changing, this time, in favorof new hope, new
t.‘g ; freedom, new dignity. On February 10, 1990, Karel Husa

returned to his native Czechoslovakia to conduct his Music for
Prague 1968 at a gala concert in Prague’s oldest and most
beautiful auditorium, Concert House Smetana, to celebrate the
newly founded Association of Musical Artists.

Husa, who won the Pulitzer Prize for music in 1969 for his
Third String Quartet, grew up in Prague where he was born in
1921, went to Paris to continue his studies (with Nadia Bou-
langer and Arthur Honegger) in 1946, and came to the United
States in 1954 to join the faculty of Cornell University. He has
been teaching there ever since. His many works include the
|ballet The Trojan Women, two powerful compositions forchorus
and orchestra, An American Te Deum and Apotheosis of This
Earth, as well as an imposing catalogue of pieces for orchestra,
symphonic band, chamber ensembles, and solo instruments.

By far his most often-performed opus—it has had some
7,000 performances to date-—is Music for Prague 1968. It was
commissioned by the Ithaca Coliege Concert Band and com-

posed during the summer and fall of 1968 for the capital city of
: J Czechoslovakia. Its premiere took place by the commissioning
ensemble in Washington, D.C., onJanuary 31, 1969 in a concert for the Music Educators National Conference.
A year later, the orchestral version was completed. When the score was published by Associated Music
Publishers, the composer expressed his wish that the Foreword be printed in its entirety in all concert pro-
grams or read to the audience before each performance of the work. It reads, in part:

Three main ideas bind the composition together. The first and most important is an old Hussite war song from the 15th century, “Ye Warriors of God and His Law,” a symbol
ofresistance and hope forhundreds of years, whenever fate lay heavy onthe Czech nation. Ithas been utilized also by many Czech composers, including SmetanainMyCountry...

The second idea is the sound of bells throughout; Prague, named also the “City of Hundreds of Towers.” has used its magnificently sounding church bells as calls of dis-
tress as well as of victory.

...Much symbolism also appears: in addition to the distress calls in the first movement [Fanfares/, the unbroken hope of the Hussite song, sound of bells, or the tragedy
[Aria]. there is also the bird call at the beginming, symbol of the liberty which the City of Prague has seen only for moments during its thousand years of existence.

Music for Prague 1968 has been called a tone poem and a musical manifesto. Written on the heels of the
Russian invasion of Czechoslovakia, it summarily ended Husa'’s professional existence in his home land. He
had never been invited to conduct there in public—he did lead a Prague studio session for a recording of his
music—and the piece that had made him world famous was banne. When, in 1970, the St. Olaf College
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rope and played in Prague,
they were told to remove
the piece from the program
just before the perform- i, e
ance. And just four years ji&

ago (see MadAminA!, @
Spring 1987), Music for
Prague 1968 was nearl




involvedin an international incident. In June, 1986, ovations. It was so touching.” Several hundred

there was a competition of European bands held in people from the audience waited patiently to shake
Vienna. An Austrian wind ensemble had pro- Husa’s hand and extend their warm greetings after
grammed the work. When the Czech wind band the performance. The only disappointment of the
arrived and learned of it, they threatened to leave event was that President Havel could not attend as
unless the piece—according to them a“provocative planned. (Husa said that Havel had to be in Bohe-
political statement”—was withdrawn from the pro- miato giveatalk onecology,asubjectnearand dear
gram. The press got hold of the story and brought to his own heart, as evidenced in his striking
it to public attention. The Czech group finally composition Apotheosis of this Earth.) In his stead,
stayed and played, but the Austrians placed first in however, were high government officials, and
the festival, winning high praise for their perform- squadrons of media people covered the concert for
ance and for the W T the press, radio,

outstandingcom- onaver veson aspCtACe WEBNIRD CECH & MORAVY and television.
positionthey had The perform-
chosen. ance was tele-

vised on Febru-
ary 18 and also
heard on radio.
A 30-minute
profile (Me-
dalion) of Husa
was also pro-
duced for tv
containing Hu-
sa’ssentimental
walk through the city with
views of the famous Hrad-
cany Castle on the hill above
Prague, and snippets of an
% interview given in Smetana
Hall before the concert.
CzechcomposerPetrEben,
who has become president of
the Prague Spring Festival,
hasinvited Husatoreturnnext
year to conduct his music, as
part of Husa’s 70th-birthday
festivities. Husa has already
accepted the invitation of the
Janacek Festival in Bmno to

With the aston- g
ishing develop-
ments in Czech-
oslovakia in the
fall of 1989,
friends and ad-
mirers flooded
Husa with ex-
pressions of sup- &
port and good
wishes, knowing how deeply
he felt his cultural heritage. Na-
tional Public Radio’s “Morn-
ing Edition” for December 11
contained a lively segment—
interspersed with fragments {38
from his dramatically charged §
tone poem—in which the com-
poser expressed to producer
Dean Olsher his hope that some
day Music for Prague 1968
might even be heard in Prague.
That day was closer than he
dared dream. Just a little over a 1) On St. Wenceslas Square 2) Concert poster
month later, the call came. The 3) In conversation with composer Jan Hanus

State Symphony Orchestra (Filharmonie Bohuslava conduct one of his own works in addition to Dvorak
Martinu Zlin) would give a concert on February 13 and the obligatory Janacek Sinfonietta on October
in Prague under the direction of its permanent con- 13, 1991 and also expects to be making some more
ductor, Milos Alexander Machek, in honor of the recordings in Czechoslovakia.
Association of Musical Artists. It was to be a grand [Meanwhile, Lynn Harrell, who gave the world
affair and playwright-president Vaclav Havel was premiere of Husa’s Cello Concerto at the Univer-
expected to attend. (As it turned out, he could not sity of Southern California, has given the European
be there.) The program would contain only works premiere in Zurich with the Tonhalle Orchester.
by native Czech composers Otakar Jeremids, Jin- And the Concerto for Trumpet and Wind Orches-
drich Feld, Lubor Bérta, and Jan Novak. Would tra has become the work selected by the Interna-
Husa come over—as ardently urged by Husa’s tional Jury of the World Music Days 1990 for
friend, the Czech composer Jan Hanus—to conduct performance in Oslo in September under Husa’s
the concert’s final selection, his own Music for direction. Ole Edvard Antonsen will be the soloist.]
Prague, 19687 Reminscing on the composition of Music for
“Terrific, justincredible,” Husa said on his return Prague 1968, Husa said, ] finished the piece with
from Czechoslovakia. “They applauded wildly for hope and the Hussite war song. lam happy thatIdid
five orsix minutesand they were screaming ‘Bravo.’ it because I always thought the war song and
Atone point Imade a “V” for victory sign with both freedom would prevail.”
my hands, and they undqrstood because the ap- Information about Karel Husa may be obtained from
plause became even more intense. Czechs are usu- Music Associates of America, 224 King St.. Englewood,
ally much more reserved and never give standing NF 07631, Tel.: 201/569-2898, FAX : 201/569-7023.
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Karel Husa returns to the Cornell stage to celebrate his 75th birthday

By Darryl Geddes

Pulitzer Prize-winning composer Karel
Husa returns to the Cornell concert stage
this Saturday for the first time since his
retirement from Cornell in 1992, Husa will
be a guestconductor at a concert celebrating
his 75th birthday.

The all-Husa program, to be performed
by the Comell Contemporary Directions
Ensemble and the Cornell University Cham-
ber Winds, under the direction of Professor
Mark Scatterday, features Divertimento for
Brasy and Percussion (19701, Four Litle
Pieces for String Orchestra (1955), Al
Fresco for Wind Ensemble (1975) and Fun-
tasies for Chamber Orchestra (1957). The
Iree performance begins at 8:15 p.m. in
Barnes Hall.

Husa's 75th birthday has taken almost
six months tocelebrate. In the United States,
Husa has been an invited guest at perfor-
mances of his work in several states, In
Europe, Husa's 75th has been marked by
all-Husa programs on radio networks in the
Czech Republic, Croatia and Germany.

Despite retiring from the faculty four
years ago, Husa remains extremely active
in music circles. He adds to his frequent-
flyer miles regularly, attending perfor-
mances of his work across the United States
and Europe as an invited guest or as a guest
conductor. He continues to get requests for
commissions from symphony orchestras
and bands, and there are some indications
that a commission for an opera - the one
musical commission that has eluded Husa -
may be forthcoming from his homeland,
the Czech Republic.

“Itis something I have always wanted to
do.” Husa said about the opportunity 1o
COMpOse an opera.

He will travel to Northwestern Univer-
sity in November to conduct the world pre-
miere ol Le Coudeurs Fauves, a piece he
wrote for a fellow conductor. His inspira-
tions lor the piece are the painters Matisse
and Van Gogh. I am moved by color, by an
work and by poetry, especially the work of
several Czech poets, like Karel Capek. and
American poet Walt Whitman."

Butwhat has inspired Husa thie most over
his 50-plus years of writing music is nature.

“I am a believer in nature and its great-
ness,” he said. !

Evidence of Husa's belief in nature's
poweras well asits fragility is his acclaimed
Apotheosis of the Earth, which he calls his
“manifestagainst pollution and destruction.”

Two spacious picture windows make up
two walls of Husa's study, where one finds
his grand piano and his desk, upon which he
does most of his writing. His wooded lot is
filled with oaks and white birches, which
are painted with autumnal brilliance.

“Ileve to look out and see the leaves, see
nature,” he said, noting that a family of deer
eats breakfast regularly in his backyard.

A condominium on Florida's east coast,
where Husa escapes Ithaca's winters, pro-
vides the composer with another beloved

viev:: the coean.

“I am always amazed that no matter when
you see the ocean, it is never the same,” he
said. “Some days it’s blue, others white and
gray. It is a very powerful inspiration.”

For many years, a Cayuga Lake cottage
was where Husa wrote most of his music,
including his most widely performed piece,
Music for Prague 1968. **Freedom is what
inspired me to write,” he said. Husa put pen
to paper soon after the Soviet Union's inva-
sion of Czechoslovakia. The piece was
banned by the Communist government and
was never heard in that country until the
1989 election of Vaclav Havel and the first
non-Communist government in 40 years.

Husa has since returned to his homeland
tonumerous celebrations, in which he served
asaguest conductor with the Czech Philhar-
monic Orchestra for performances of Music

Charles Harringten/University Phoiography
Pulitzer Prize-winning composer Karel Husa, the Kappa Alpha Professor of
Music Emeritus, poses at his home holding what he considers to be his greatest
music composition, Concerto for Orchestra.

Jar Prague 1968,

But it was Husa's String Quarret No. 3,
the piece that won him the Pulitzer Prize in
music in 1969, that brought him immediate
acclaim. “That's when publishers began call-
ing me all the time," he said.

Don’t expect to find the Pulitzer on
view in the Husa home, however. All of
his honors, including the Czech
Republic's State Medal Award of Merit,
First Class, presented by Havel in 1995;
the 1993 Grawemeyer Award for Music
Composition; and his certificate of mem-
bership in the American Academy of Arts
and Letters are on a wall in Husa’s per-
sonal library, away from where he and his
wife entertain guests.

But the professional achievement that
may be the most important to Husa is his
Concerto for Orchestra, which was com-

‘I don't think | aged while |
was teaching. | thought |
was the same age the whole
time, and it was simply the
students who were getting
younger and younger. They
always kept me in good
spirits, and | am very grale-
ful for that.'

- Koy Husa,
lhe Kappa Alphia Prolessor
ol Muwic Dinentus

e
wnsstoned by the New York Pluilanmonie
and performed Tor the Tiest tine i 1980

under the baton o Zubin Melia

“lewas such athrifl and wn achieve-
ment for me 1o he able o write this piece
for such an gccomplished organization,”
he said.

The pigce providedanoutletfor Husa's
emotions. "At the time | was writing the
concerto, my lather died. He was 917
Husa said. “The fact that [ was not al-
lowed to go to the funeral made his death
all the more difficult. 1 titled one of the
movements ‘In Memoriam,” which spoke
not only to my personal Toss. but to loss
felt by everyone at war.”

Husa recalls his Cornell davs fondly. He
siid his 36-year association with the uni-
versity as a faculty member kept him “age-
less."and he credits the association with his
continued good health and vialuy.

“Ldon™t think Taged while Twas teach-

ing.” he said, T thought Dwas the sine age
the whale time. and it was simply the st
dents who were getting sounger nd
younger, They always kept mie in goad
spirits, and Tame vers watetal Toe tha
Husi's work with students continues todin

ax he is frequently invited back wthe cliss-
room b\- the music (lL‘P)IT'HI!CI'IL

“When students pliy his mnsic. which
weoftendohere at Cornell suid Scanterday
“they become guite interested i mecting
the man and finding out more abon him,

“l think Karel Husa represents whal s
really best about Cornell, and that's the
opportunity for students of every class to
meet and learn from a world-class artist,”
he added.

It would be unfair to talk about Husa
without noting that with all his honors from
the music elite, it is his family that he
continues to consider his greatest success.

A grandfather nine times, Husa on this
fall afternoon is playing a role that comes to
all grandparents: He is baby-sitting his three
grandsons, who are home from school on
holiday as their mother, a local physician,
tends to her patients.

“These are my wonderful grandchil-
dren,” beams Husa, who without any
prompting offers alitany of their endeavors
and successes.

Council for the Arts awards 27 grants to students and staff members

Twenty-four Comell students and three Comell staff
members have been awarded grants from the Comell
Council forthe Arts (CCA). The erants are used to sunnart

sented “Family Heirlooms — an installation of souve-
nirs, collage and artist books™; and Mary Bianchi, in
an exhibit at Willard Straieht Art Gallerv. i< nresent-

Cox. Yasmin Hernandez, Amelia Bookstein and Sam
Godin, junior Eniko Hangay. and master’s degree candi-
dates Sarn Sherwin

feffrev Whittle  Sabring Raoaf
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Concert honors
composer Husa

ROFESSOR Mark Scatterday, director of wind

cnsembles at Comnell, has planned a special con-

cert in celebration of the 75th birthday of profes-
sor emeritus and Pulitzer prize-winning composer. Karel
Husa. This free concert will be presented at 8:15 p.m.
Saturday in Barnes Hall. .

The program opens with “Divertimento for Brass
and Percussion”™ (1958) scored for three trumpets. four
horns., three trombones. tubi and pereussion. It is actual-
Iv a transcription of four picces from Husa's "Eight
Czech Duos™ for four-hand piano composed in 1955.

The “Four Little Picces” were composed in Ithaca
during the summer of 1955 and performed for the first
time at the Youth Music Festival at Fursteneck Castle in
Germany in 1957, .

“Al Fresco” was commissioned by the Ithaca College
Concert Band as the first in the Walter Becler Memorial
Commission Series. The title reflects the composer’s
admiration for the art of painting, especially murals.

The concert closes with “Fantasies for Orchestra,”
which was commissioned by the Friends of Music at
Cornell. For more information, call 255-4760.

d
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CSMA event samples
chamber music classes

HE Community School of

Music and Arts inaugurates

the second seasun of chamber
music classes with a “sampler” con-
cert at 4 p.m. Sundzy at the Whiton
House Gallery from among the
pieces CSMA Chamber Music co-
celebrants have worked on for the
eight-week session. The concert will
present a sampling of works studied-
in a number of different chamber
configurations.

Expect works by Bach, Bruch,
Schumann, Telemann, J.C. Bach
and Hayden, as well as pieces by
Bartok, Vaughn Williams, Handel
and Husa for string ensemble.

CSMA'’s Chamber Music

Ensemble makes it possible for adult
amateur musicians to meet together
to enjoy performing the vast reper-
toire of chamber music, written by
all the major composers from Bach
to the present.

The courses are coached by Dr.
Robert King who has spent a life-
time teaching and playing chamber
music. The Community School of
Music and Arts encourages all who
have had at least several years of
instruction and who enjoy playing
music to audition for the Chamber
Music Ensemble. String players are
especially welcome. For more infor-
mation contact CSMA at 272-1474.
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Friday Evening, 7:00-9:30%

“I.____—.—_m YEAR, plan to join with Chriatzans from I“
| many local churches and campu groups for the I
| Body-of-Christ Worabep and Interceasion event of |
“ the year: —
V10 belivve in the power of prayer and wnily |
Viithin the whole Church of Jeaws Chriat. I
P offering will be taken. I

e e e e e i i

*ast year many wanted to continue with prayer and warship after 9:30.  This
year we have the hall for 2 extra hours, if needed.

tatler Auditorium, Gornell, Itha

S part of the Trustee/
Council Weekend at Cor-
nell  University, the
Depart-ment of Music presents
“Cornell Makes Music” at 8:30
p.m. today in Statler Auditorium.
Designed te give the listener a
taste of what the department offers
in music performance, the program
features pre-concert music by the
Cornell Gamelan Ensemble and
concert performances by the brass
gnsemble from the Cornell Wind
Symphony led by Mark Scatterday,
the Cornell Chamber Orchestra
conducted from the harpsichord by

“John Hsu with Beth Taylor "00 as

Cornell showcases its music ensembles

oboe soloist, the Cornell University
Glee Club and Hangovers directed
by Scott Tucker, and the Cornell
University Lab Ensemble (juzz) led
by Karlton Hester.

Individual performances will be
given by doctoral candidate Brian
Brooks on violin: pianist Ken Chan
'97: vocal soloists Lea Friedman 97
and Brian Chu '97 assisted by
pianists Blaise Bryski (D.M.A. can-
didate) and Rebececa Schaefer '00;
and faculty jazz pianists Edward
Murray and David Borden.

The music selections to be per-
formed are as varied as the ensem-
bles and soloists featured: from the

i

works of Thomas Tallis and J.S.

Bach to Brahms to the
“Divertimento for Bruss
Percussion”  composed by

Professor Emeritus Karel Husa, 1o
standard favorites by Cole Porter,
Dizzy Gillespie and Duke
Ellington and even a tune by Paul
McCartney.

While this concert is free, it is a
ticketed event.

To obtain tickets prior to the
performance, contact Loralyn
Light, events manager at 255-4760:
otherwise, remaining tickets will be
available at the door.
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in the piece because “birds
are portrayed as champions
of freedom.” Husa also said
he used bells to evoke “a
magic sound of eternity.” He
said that his piece must be
played by a large symphony
with an extended percussion
section. .

The final message of the
piece is one of “unbroken
hope,” Husa said, adding that
he wanted to fight the “tragic
moment” of the Soviet inva-
sion by trying to convince
people that “if you believe,
things will be better again.”
He incorporated the first four
bars of a 15th-century Hus-
site war chorale, “Ye Warriors
of God and His Law,” in an ef-
fort to convey this sentiment.

Husa said he never expec-
ted to be able to conduct his
piece in Czechoslovakia. Al-
though Voice of America and
Radio Free Europe have
broadcast the piece to
Eastern Europe, the govern-
ment forbid its performance
inthecountryuntilnowhesaid.

Letters and Gifts

He said he continually
receives letters and pifts from
Czechoslovakians who have
heard these broadcasts and
feel compelled to contact him.

After leaving Czechos-
lovalia, Husa traveled to
France and stayed there from
1949 to 1954 under the
protection of the French gov-
ernment.

In 1954, Elliott Galkin,
who was a graduate student
at Cornell, brought Husa to
the attention of the music
department, which needed

Professor to Conduct
‘Manifesto in Prague

someone to teach composition
for a three year time com-
mitment.

“From three years, it has
become thirty-five,” Husa
joked.

Husa said he felt like the
United States was a “family ||
country” when he came to
Ithaca, because he had
cousins in this country who
he had corresponded with
before the war.

The United States and
France were greatly admired
by the Czech people, he said.

He said his life in the
United States has helped his
music. “When you live in a
different country, you absorb
things.”

"Terrific Life’

Husa said he was the only
European in the music
department when he arrived
at Cornell. “T thought it was a
terrific life when I came,” he
said, adding that he was
overwhelmed by the financial
resources of the university,
and by all the record collec-
tions, scores and facilities
which were previously un-
available to him.

“We have to realize we live
in a very happy country with
many resources,” he said. In
Europe, they can’t afford such
resources, he explained.

Husa said he is planning
another visit in the fall to
conduct concerts which will
be televised in Prague.

He is loocking forward to
meeting the new Czechos-
lovakian president, he said,
although he might be
“speechless to a certain de-
gree.”




I dariy L T N e I )
Ju L1eoaoag — (V) ondedd

uosIaoLd OLVN apnpuj pinoyy
[psodoag uonvirfiunayf SAns 1oyng

%1 23ed uo panupjuo)
yjim passde siayeads jsout pres
S30IN0S  93)IUWOY)  [BIJUI)
"8[9A8]
I1aydry Je Ino poylom usadq
pey jeys saijod paacidde £jes
-IJEWOINE 23]IUIW0Y [BIIUID
8yl usaym ‘suolssas snoaad
yim  pajsenquod  Kdieys 9
‘2AN}ONIS
jeonyjod sAnunod ayj dureasa
0} sresodoad §5,A92BQ105)
Aq pajeaauad £S1aA0I3U00 3] JO

6 2814 ‘C1015 pajp)ay] 235

ugis Iea]d B sem ‘Keprajsed pua
0) pasoddns sem Yomym ‘uo1ssas
fyed 8yj jo uorsuaixe 9YyJ,
1amod
uo Ljodouow s A3aed syj Furpua
o] quradan|q sy ut safoy ut [y
0} paeoq 3uimelp ayj 03 yoeq
Asyoeqloy) g eI Jues
pue £fepiaysed Burjeswr [ejoard
1ey) o3 Kep pary) pejoadxe
-un ue peppe sJtapea| Aled
jsunwuo]) — (Jy) MOISOI

ZI 2384 WO panuljao)
'S99B}G PIIIUM BY) YILm Sjusmaalde [013U0D SULIE DBl
0} £31[1qe 8,A81[2BQI0N) 0} YOB()as snollas B pajedpijue os[e 8y
«J1@s31 antasaud 03 a|qe
9q [[IM UOTU[) Ja1A0Q 23U Iayjaym 0} §8 uonisanb 3iq £194 B 521343,
suayeam Ajed Jspunmmoy ayj se jeyy pres ‘Aousdy eousdy|
-[9u] [B1jUa)) By} pue jusmreda(] 2)e}S °Y3 03 JUBINSU0D B SE
paAles sBY oYM SITR[Je [BILISJUI J91A0G UO jsi[erpads v ‘ysny jng
. TSTUTU® ] pue weIey jo sa|do
-unid quejrodwr Surpuaqum,, aq pinom sedueyd asay} se ‘a|qejlasul
81 saAnenIUL Karjod sasyoeqior)y o} uonyisoddo snouss pres oy
‘pa9dons [[m Jemod uo Ajedouota g4}
-leJ 1STUNTIWO.) 9Y) aowal 0} sueld SAdUDIRGION) SYUIY] oY I8}
Maratequr ue ur Jysru gse[ pres ‘Juaumiiascd ‘ysny UOILP 'JoIg
“[FeJ [[ S}I0p@ S,Adyoeqlor) JeY) UJIS B SB uoIsuajxa s,Juijeaw
9y} 998 J0U. §20p SIfBPe J2A0g Ul padxa ouo jses| je ng
‘ma)948 [8aryrjod s,uorjeu ayy dureass o3 s[esodord
[821pRI 8,A9YdRqI0Y) 'g [TRYNIY juaplisaid jataog pue Japea] A31ed
ssnogtp 03 Surjeew 11y} 03 Aep piryj B ppe o} Aepiejsad papioap
K8y} ueym sI9AI0sqo pastiding siapes| L{Ied ISIUNWWOY) 191A05
NIATOD NOSAAVA 49

{11 J Jo 56 (ddy umo jim
Sup]d 4940400 s&vg Joid

ue[J AdYIBQION) SIZILI)

91IWUWIO)) [BLJUI)) JINA0S

L1

srescrsEIeIRIRRRRTRIY

YTLLTTLET I

g e8eg uo panunuo))
g[[e>’ paiq pajeiodiodur oy
‘paurejdxa oy ,‘s[oquiis sosn

alsnuI [[V, ‘8Aem jo KLjaurea

e ur ao9id ayj InoySnonyy
pazroquAs st Yarym
‘mopaayy jo jBYj SI JIom IYj
ur 9wayj Jofew e pres esnyy
wopadaxy
-drysuszij sy 3sof A[juenb

andeid 01 uQ

VSNH 1338VA-
Apayold DasN AQ 0joud ung—

N34 Ul

JONPUO,) 0} L0SS2J04 ]

YT e et e e e PR T L TP O LI LRI DAL TN LU LR

Brsegsarsaunes

|\ 4

-95uU0) pue pue[awoy sy 03

® r

1LINJa1 0] J0U PapIosp 9y ‘QFET

ur 1240 00} owl3a1 JoLA0G B}
usyp\ '9F61 Ul JUSpNIs B €8
BO{EAO[BOY3Z) Yo| esny
7Y3ned aq Jupmod T
asnesaq 2LIM 0} PIOYE pmoo
oym 2pI8Ino auo LJUO0 Y3 SEM
1 Jydnoyy j, ‘ev9rd 7s@j01d
STy ejm 03 SIES PN
ayj ur mopaay sry jo adejuea
-pe %003 ?Y pres ‘fauio] je
oisnm jo Jossajoid e ‘esnpy
o $G6T ut BaBYy]
03 Surmos eours pasodwod
9y yomym Aoy e ur jsiy
ayj s1 3] 'pres esny ‘duruesw
reoryijod seLLIBd YOMM e
Jo 9091d B s8I 07S9JTUB BY],
‘aouemIojrad
JUSTUBAOI-INOJ ‘gnunu-gg
B ST ‘96T sndeld 10j SN,
‘gosfd sESNI] ‘[eABRH AB[IBA
‘queprgard LU §AIUMOD
ey} £q PpI] JUSAAOW
Koeloomap  SBLNBAO[SOUDIIZY)
0] 9NQLI} B S HSU0D Y,
"TOISBAUL J91A0G

- §OBTSYY JO BIULAG B §103PDI

YoM  07s9juew, [edIsnm
sesnyj [2183] 'Joid jo A1junod
jey} ur oouewliojiad  §81y
9y} 8amjea) [[IM g1 Areniqayg
uo Teyded  SEINEAO[SOYIDZ)
ur  jeouod [ewads Y

NAHOD ANNHATIAY Ag

Swm%:@ W

SREIERRERSIEARRRTS

SINAD 07—S3A0Vd ¥¢ 0661 ‘L AUV NHETL AVASINGAM ‘TAOA MAN ‘VOVHII 58—IAD “IOA
[ Aadpdsmap Sutsopy AjuQ) s, vooy],,
) - DL o~ _ e
o | it A0 IO =
4 . ajesodiodu
HAHLVIM _ - m%%m—un_ _B_E__o,.__

Q66T )."asd

NNS ATIVA TIENMOD HHL

.

T T LI L LLLLC LI YRR PR




‘MUSIC-FOR PRAGUE 1968’

An Ode to Liberty
Finds Its Home

By Tim Page
AREL HUSA'S “Music for Prague
1968" is a stirring, powerful tone
poem that has been performed
some 7,000 times throughout the
world in the past 20 years. But it
has never been played in Prague; indeed, the
score was banned almost immediately by the
Czech government, ’

Tomorrow night, however, the State Sym-
phony Orchestra of Czechoslovakia will play
the Czech premiere of “Music for Prague
1968" in the city's oldest and most historic
auditorium, the Concert Hall Smetana, under
Husa's direction. And Vaclay Havel — until
recently Czechoslovakia's most celebrated dis-
sident playwright, now president of the repub-
lic — will be on hand to welcome both the score
and its composer home 1o Prague.

Husa, who left Prague in 1946, composed
“Music for Prague” in the summer and fall of
1968, after the Dubcek government and its
ideal of “Socialism with a Human Face"” were
crushed by Soviet tanks. He provided a written
foreword, which he has asked to have printed
in its entirety in all concert, programs or read
to the audience before each performance of the
work. “Three maip ideas bind the composition

together,” he wrote. *“The first and most im-
portant is an old Hussite war song from the
15th Century, 'Ye Warriors of God and His
Law," a symbol of resistance and hope for hun-
dreds of years.

““The second idea is the sound of bells
throughout; Prague, named also the ‘City of
Hundreds of Towers,” has used its magnificent-
ly sounding church bells as calls of distress as
well as victory,” the foreword continues.
“There is also the bird call at the beginning,
symbol of the liberty which the City of Prague
has seen only for moments during its thousand

-years of existence.”

Husa was awarded the 1969 Pulitzer Prize
for his Third String_Quartet. Since 1954, he
has been a professor of music at Carnell Uni-
versity in [thaca, N.Y. “Like everybody else, I
watched amazed while Eastern Europe won its
freedom,” he said in an interview last week. *
never believed that a regime so brutal and dic-
tatorial could last 50 long and I was very de-
pressed by its persistence. But then the govern-
ment just collapsed, without much noise. It
was like watching a big building fall down in a
silent film — lots of smoke and turmoil and
things falling over but very little sound.”

A friend and fellow composer, Jan Hanus,

Please see HUSA on Page 11
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Ode to Liberty

HUSA from Page 3

notified Husa late last year of the impending
Czech premiere of “Music for Prague.” “When I
said that I would come to Prague for the premiere,
dan insisted that I should eonduct. Of course I ac.
cepted.” The Concert Hall Smetana was the site of
Husa's first public appearance when he conducted
the Symphony No. 22 by Nicolas Miaskovsky ‘in
1946.

“‘Jan wrote to me during the revolution,” Husa

said. “He said ‘I don’t sleep; I don’t eat; I don’t
compose; I only fight." ”” Tomorrow’s concert, de-
voted entirely to music by native Czech composers,
is being presented by the newly founded Associ-
ation of Musical Artists.

Husa has not visited Czechoslovakia since 1975,
when he paid a brief visit Lo attend the funeral of
his sister. “I never saw my mother again after I
left in 1946. She died in 1955 and my family only
sent me the announcement two weeks later be-
cause they were afraid I'd try to get into Prague
and that I would be arrested. When my father died
in 1982, they wouldn't give me a visa.”

“But I can’t think of these things when I con-
duct,” he said. “I have to Just conduct. If I thought

about all that has happened to me and to my coun- .

try since 1946, I'm afraid it would be rather too
moving.” / IX

e



from THE COLLEGE AND UNIVERSITY BAND

compiled by David Whitwell and Acton Ostling Jr.

Edited by Duke Johns
M.E.N.C 1977

Music for Prague 1968

Karel Husa/1971

It was late August 1968 when I decided to write a composition dedi-
cated to the city in which I was born. I thought about writing for
Prague for some time because the longer [ am away from the city (I
left Czechoslovakia in 1946), the more [ remember the beauty of it.
In my idealization, I see Prague as more beautiful, perhaps, than it
really is.

During those tragic and dark moments for Czechoslovakia in
August 1968, I suddenly felt the necessity to write this piece so long
meditated. My friend and colleague Kenneth Snapp, then director
of bands at Ithaca College, had mentioned to me the possibility of
commissioning a work for his band to play at the MENC Conven-
tion in Washington in January 1969. I was sure the music I would
write for Prague would be scored for concert band, a medium I have
admired for a long time. The combination of wind and brass in-
struments with percussion fascinated me and the unexplored possi-
bilities of new sounds and combinations of instruments attracted
me. [ am not speaking against the orchestra; it is a medium I have
written much for and participate in as both conductor and violinist.
However, so much great music has been written for orchestra and
strings that it is difficult to produce new works in which orchestral
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musicians would be interested. | had already written one piece for
concert band in 1967—a Concerto for Saxophone and Wind Ensembl,.

As I started to compose, the old Hussite religious song “Ye
Warriors of God and His Law’’ came to my mind. There are severa
notations of this song; the one I remembered and found in my
Czech song book is as follows:

Kdo# jste bozi bojovnici (“Ye Warriors of God’")

L
* 4 L I - - : 1 1 T T A% X |
! & ! ! 1 - 1 L] 2. 1 g 1
oy e v e e e S e o ; e ——
o : =
=  m— - I %I_ 5 1
A b
2" 4 ——— T T T =)
1 1 1 1 i i 1 - J
#‘ 1 L 1  — : —r y I 1
e e 1 y— — ‘_T.'.l = —= T '
e s i p— i = -
o o T eeE 3. < =T
A L 3 i 3
4 1l 1 . L 1 e 200
il 1 Lk i 1 1 ! L )|
% 1 Il sl - B S ] = T 1 — I+
| Ll o . 1 A 1 B 5 o Y "W 4 J
o & T ; &
Y =
A
o L L i i 1 g e
ik L - : )| E i3 1 L
.Y ol L 1 P 1 1 l ) AN |
A v al D rE 2 = o A J £ . i 1 L 1]
. & o — — = — - p—
< 5 - =7 =

I used only the first four measures (or less). For instance, in the
introduction, the timpani constantly develops the first and second
measures. E is flatted and C sharped in order to preserve the ten-
sion of ascending and descending movements. The following fast
fanfare in trumpets (at letter C) also evolves for the song. And of
course it is used in many forms: diminution (first movement, two
measures before G), augmentation (at T in the last movement), or
close to the original speed (last movement, nine measures after M).
Although Music for Prague 1968 is not written in any tonality, the
song’s use at the beginning and end of the work gives it a strong
“center note,” which is D, even if the last unison at the end is on E.
I have mentioned in the preface a few examples of symbolism. An-
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other can be the ending of the work on the E, which is the highest
note in the chorale. This note, together with the A (two measures
before V) that I put one octave higher in the trumpets although the
line of the song descends, is a gesture of defiance and hope.

Another unifying thread in the work is a chorale-like motif of
three notes, always harmonized. It appears at the beginning in
flutes, clarinets, and horns (measures 3-4), reappears at A and sev-
en measures after A in clarinets, and at B in horns, trombones, and
tubas. Later, in the aria at K and six after K, it shows up in the brass
instruments. It appears again in the last movement, nine after Q (in
baritones, tubas, contrabassoon, and string bass for the first two
chords and in horns for the third), six before R, and at R itself in its
strongest form ever, underlying the climax of the work.

Some passages, such as measures 3-9 after E in the first move-
ment and a related passage in the fourth movement around L, are
combinations of both the song and the chorale motif.

Shorter and fast figures throughout the whole work also evolve
from the song:

- o)
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These figures appear frequently: seven measures after C in trum-
pets, one measure after D in woodwinds, at E in saxophones, and
two measures after in marimba. They also occur in the second
movement three measures before and four measures after K in the
woodwinds, in the interlude at O and after in the vibraphone, and
again in the fourth movement.

In the first movement, six measures after E, this figure flashes
from one instrument to another, first in trumpets, later with added
saxophones, and even later with all woodwinds and other brass. It
is necessary for the trumpets to play with bells up so that the dif-
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ferent sounds of mutes are heard over the ensemble. In the firy,
movement the baritone saxophone melody one measure after ;3
should emerge from the other sound more and more strongly unti
it dominates, two measures before C. I have added here the bass
saxophone and contrabass clarinet, but as these are not always
available, the baritone saxophone in this case has to play as loud as
possible and then go back just before C into piano.

Other material used in the construction are several rows of
twelve tones. They are treated very freely, repeating many notes,
sometimes using the twelve notes not in order, not avoiding occa-
sional octaves, and so on. For instance, in the beginning of the
introduction, the original sketch of the row was:

reiation to the Hussite song

5 o . F==—=9
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However, in the piccolo the E is used sooner than the G-sharp, and
also the Hussite song is used independently from the row in the
timpani part. The aria, for instance, has another row:
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reiation to the Hussite song

It spreads forward and then backward as “pedal” throughout the
piece. The G starts in tubas, followed by A-flat in measure 3; bari-
tones bring out G-flat and three measures later the F comes from
tubas; C is played by the second and third trombones five measures
before I, and three before I the baritones bring out D-flat. At the
horns play E-flat, followed by a D in the tubas and later E by the
trombones. Even later A will sound in the baritones and B in the
horns.

Now, as I go backwards in the row, I have decided to eliminate
the B-flat in the brass (but it will sound in the vibraphone and ma-
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rimba at ] simultaneously with the B-natural). The B-flat in brass
instruments has been reserved for the climaxing section, measure 4
after K, in trombones, tubas, string bass, bassoons, and con-
trabassoon, and later also in baritones. Then we go backwards in
the row: four measures before L, tubas, string bass, and trombones
bring in the A; E, D-sharp, and C-sharp are part of the harmony
before and after (at L in oboes and first and second trumpet, for
instance); D is played at L by all horns, which also play the follow-
ing note of the row, the C six measures after L; two measures later
the F appears in oboes, English horn, and third clarinet; the same
instruments, together with all clarinets, will play F-sharp at M.

In the four measures before M, the A-flat will start to sound in
flutes, piccolo, and E-flat clarinet. These instruments will play the
last note, G: at the end they will be joined by vibraphone and ma-
rimba. The row also is used at the beginning of the aria in the vi-
braphone and marimba; the first tone, G, being in tubas, the vibra-
phone and marimba play tones two to twelve and start again. Tubas
come with their second tone (A-flat), and marimba and vibraphone
continue with tones three to twelve and one, two; baritones follow
with tone three (G-flat), and so forth.

On the other hand, the saxophones with all clarinets (except
the small E-flat) finish with playing note E. This is the same note
that the aria started on and derives from the retrograde inversion of
the same row started by tubas at the beginning of the aria. It is, in
addition, transposed:
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I already have mentioned that diminutions of the song are in-
cluded before and after K, mostly in the woodwinds. There is an-
other important figure that repeats itself in the free middle part of
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the aria; it is the major third and minor second intervals that start
the first movement:

¥
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It appears three and five measures after K in the low in-
struments (brass and woodwinds) and seven after K in saxophones,
trombones, homns, and bass clarinet. The role of the percussion in-

—=—> struments is to express anguish or obsession. The title of aria might
" be a little surprising; it is, of course, not an aria in an operatic
sense. [ have given it to the saxophones purposely; they have the
7.~ ‘tremendous ability to sing, sound strong and loud, and yet remain
expressive. Their vibrating quality may be close to what we call vox
2 AL humana on the organ. And this is what this melodic line is about:
o the anguish, fear, and desolation in awaiting what will come next.

The “next” is prolonged by the interlude: a qujet night, but the
sort of quietness before an explosion or storm. I have chosen the
metallic percussion instruments to give an impression of bell
sounds, and the snare drum to symbolize the occupant. From the
point of construction, the interlude takes considerable time: the
pitches as well as the rhythm and the dynamics are serialized from
the last note in N until the first note in P. | made a few adjustments,
but otherwise the structure is rather strict,

The letter O divides the part with cymbals, triangles, and tam-
tam (percussion 1, 2, and 3) in half; from the last antique cymbal
note the score reads exactly in retrograde inversion backwards to
letter O; this is strict mirror rewriting. The only difference is the
note before last on antique cymbal (percussion 2), which was added
in order to resolve the trill and add one sound I felt was necessary.
The vibraphone line has been added later and has an independent,
nonrepeating, and nonretrograde line.

Percussion instruments are spread as much as possible around
the ensemble for the necessary space effect. If all percussion is put
into a small area, the sounds come from one direction and are much
too close. I also divided the antique cymbals, triangles, cymbeals,
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and tam-tams among the players rather than give each player the
same kind of instrument. The idea was to have these instrurnents
(as well as chimes, vibraphone, and marimba) sound like bells of
Prague coming from the city as well as from surrounding hills. I
have used the E and B antique cymbals because many orchestras
own them for Debussy’s Afternoon of a Faun. The C has been chosen
to match the E and B.

The toccata in the fourth movement is rather straightforward,
with contrasting passages: the first in the clarinet solo at A and later
in all Bb clarinets; another in trumpets at C; and still another, a
variant of the latter that now sounds more lyrical in clarinets and
saxophones at F. All of the toccata is difficult rhythmically; the ac-
cents and the rests are placed in a rather intricate way. It may very
well remind one of Czech folk dance music. At the end of the toc-
cata at the letter S, my idea of the entrance of the first flute was to
wait a long time so that the preceding D of the chime nearly dis-
appears. Then the flutist will try to start as softly as possible with-
out an accent, matching the disappearing sound of the chime in a
way to bring it back to us; all instruments should later enter the
same way, with no attack on the start but rather sneaking into the
existing sound and then extending it by crescendos and decres-
cendos. Some people have wondered about this passage at S. Why
this pianissimo while the timpani is pounding some of the heaviest
notes? The symbol was more and more people from afar joining a
warrior on the drum and uniting in the song.

The aleatory passage at the end, letter V, as well as before H in
the first movement, is to be played fortissimo. The individual play-
ers should choose those notes that they play well and that sound
strong. Also at letter V there should be two chimes players, each
one with two hammers. The sound is much more powerful than
with only one, even a strong player.

In regard to baritone mutes, they have been written in as ad
libitum. Not too many bands have such mutes; however, they are
very effective and should be used if possible. There is one passage
not marked muted, but the baritones should play with mutes in the
beginning introduction, measures 2-6 after B. At letter C they
should take off the mutes for the rest of the first movement.



266 COMPOSERS” ANALYSES

Although we proofread the score and parts several times before
publication, there are a few mistakes that escaped us. The most
important is the metronome marking of the second movement aria.
It should read that a quarter—not an eighth—note equals approxi-
mately 60-66.

In the introduction, all flutes should play two measures before
B (indication tutti missing there). In the interlude, the indication
““not necessarily in tempo”’ extends to the fourth beat two measures
before P. The vibraphonist should be together and in tempo with
the conductor on this fourth beat A, as well as on the following

ones.



Conductor’s Clinic

Karel Husa’s Music for Prague 1968:

An Interpretive Analysis

BY BYRON ADAMS

Typical street in Prague's city center

arel Husa was galvanized
by the invasion of his

native Czechoslovakia by
Soviet troops in August of 1968,
particularly the entry of the in-
vading army into Prague, the city
of his birth, where several mem-
bers of his immediate family still
lived. After a sleepless night
monitoring radio broadcasts for
news of the situation, Husa began
sketches for a composition. A re-
cent commission from the Ithaca
College Concert Band gave the
impetus for these initial ideas. In
the short space of seven weeks,
working at a high pitch of excite-
ment and inspiration, Husa com-
posed Music for Prague 1968 with
the score completed in October.

Byron Adams is Visiting Assistant Pro-
fessor at the University of California,
Riverside. He holds degrees from Jack-
sonville University, the University of
Southern California, and Cornell Uni-
versity, where he received his doctoral
degree studying composition with Karel
Husa. One of Adams’s own composi-
tions was performed at the 26th War-
saw Autumn International Festival of
Contemporary Music.

Protos courtesy Lisa Anne Pondelici,




Karlstein Castle

Music for Prague 1968 was first heard in a semi-
private performance at Ithaca College by the
Ithaca College Concert Band conducted by Ken-
neth Snapp on December 13, 1968. The same
conductor and ensemble gave the official public
premiere on January 31, 1969 at an M.E.N.C.
convention-in- Washington, D.C. Husa subse-
quently prepared a version of Music for Prague
1968 for standard orchestra, which was first per-
formed on January 31, 1970 with the composer
conducting the Munich Philharmonic Orchestra.
Since its premiere the work has received over
7,000 performances around the world. Among
the distinguished interpreters of the score are
Frederick Fennell, Erich Leinsdorf, William D.
Revelli, Stanislaw Skrowaczewski, and John P.
Paynter. While reviewing this analysis, readers
should follow the concert band score of Music
for Prague 1968, using the 1986 edition published
by Associated Music Publishers.

Husa had long planned to write a piece to
celebrate the beauty of his native city, but after

the events of 1968, the emphasis necessarily

became Prague’s tragic history. The central musi-

cal idea of Music for Prague 1968 is the first four
bars of the 15th-century Hussite war song “Kdo¥
jste bozl bojovnfci” (*Ye Warriors of God and
His Law”). This melody has been repeatedly used
by Czech composers when writing about their
homeland: it was used by Dvotdk in two concert
overtures, Domov mij, Op. 62 (My Home, 1882)
and the Husitskd dramatickd ouvertura, Op. 67
(Hussite Overture, 1883); by Josef Suk in his sym-
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phonic poem Praga (Prague, 1904); and most
notably by Bedfich Smetana in Tdbor (The
Camp, 1878) and Blanik (1879), the final two
symphonic poems of his cycle of six entitled Md
viast (My Country, 1874-1879). By using this war
song Husa places Music for Prague 1968 directly
in the tradition of compositions that deal with

the history of the Czech nation. The use of the
Hussite war song in the timpani in Music for
Prague 1968 deliberately recalls Smetana'’s similar
scoring of this melody in Tdbor from Md vlast.
Any Czech concert audience would understand
the allusion instantly, given the opportunity.
Husa had previously used traditional Czech
melodies as the basis for such scores as the
Evocations of Slovakia (1951) for clarinet, viola,
and cello, and the Eight Czech Duets (1955) for
piano. Music for Prague 1968, however, is the
first of Husa's scores to combine an existing tra-
ditional melody with the personal and experi-
mental serial procedures found in such works as
the Poem (1959) for viola and chamber orchestra
and Mosaiques (1961) for orchestra. Every
thematic element in Music for Prague 1968 can be

traced to the first four bars of “Ye Warriors of
God.”

Hussite War Song ""Ye Warriors of God"

From the implications of these four bars, Husa
has derived two 12-note sets that contain be-
tween them all of the score’s basic motives:

Set T _ Relation to War Song
= e e — T
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Relation to War Song

Set II also contains the origin of the most impor-
tant recurring harmonic ideas in Music for Prague
1968: three chords that Husa refers to as the
chorale chords. - Eigalsaoes

%ﬁ
Husa never employs these 12-note sets in a
rigid manner; rather, he uses serial procedures to
promote the greatest possible thematic unity

through motivic interrelation. He does not allow
serial procedures to become merely systematic.
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Husa frequently alters the order of notes within
a set to suit his expressive purposes.

The overall form of Music for Prague 1968 is
that of a symphony in four movements — “Intro-
duction and Fanfare,” “Aria,” “Interlude,” and
“Toccata and Chorale.” Within this large struc-
ture Husa uses cyclic return of ideas; music from
the first movement returns in both the “Aria”
and the “Toccata and Chorale.” This use of
cyclic procedure includes the use of musical sym-
bolism; the resolve of the Hussite war song, the
sounds evoking the bells of Prague, and the
opening piccolo solo representing a bird call. In
the composer’s words the bird call is a “symbol
of the liberty which the City of Prague has seen
only for moments during its thousand years of
existence” [foreword to the score of Music for
Prague 1968, Associated Music Publishers, Inc.].
Other musical symbols recur throughout the
score.

AL OV &

he first four bars of the “Introduction

and Fanfare” contain the basic musical

ideas of the entire piece in embryo: the
motive stated in the piccolo; the three chorale
chords in the flutes, clarinets, and horns; and
the Hussite war song outlined by muted timpani.
These ideas are developed and extended
throughout as the introduction proceeds, grow-
ing increasingly more intense until the savage
brass fanfare erupts at rehearsal letter C. In the
remainder of the movement Husa opposes the
ideas of the introduction with those of the fan-
fare, each section growing more restless and
complex. A massive climax is achieved from G
to H, only to dissipate quickly to a reminiscence
of the piccolo and quiet timpani with which the
movement began.

The second movement, “Aria,” is both the
most systematically serialized and formally subtle
of the four movements. Husa superimposes a
modified song form (ABB'A") on an underlying
expressive structure organized like the arch of a
huge span of continually developing melody.
The A section of the song form is a melody
derived from set II, played by saxophones and
low clarinets accompanied by an ostinato in the
percussion that is constructed by the rotation of
the same set. Beginning with nervous rhythmic
figures in the upper woodwinds four bars after ki
the first part of the B section contains a promi-
nent return at K of the chorale chords from the
first movement.

The second part of the B section commences
at the entrance of the bassoons, low clarinets,
and saxophones seven bars after K; this is imper-
ceptibly transformed into the middle of the main
melody of A six bars after L. The rising progress

of the underlying expressive structure can be fol-
lowed from the beginning of the “Aria” by trac-
ing the pedal points, starting low in the tubas
and ascending through the ensemble, to the cli-
max at K. Husa derives these pedal points from
the pitches of set Il in free augmentation.

The “Interlude” is scored exclusively for the
percussion: the snare drum and vibraphone are
the soloists accompanied by three percussionists
playing a variety of instruments selected to
evoke beil-like sonorities. Like the Danish com-
poser Carl Nielsen, Husa sometimes assigns per-
sonality traits to given instruments. In this
movement the snare drum has an elemental,
menacing, and militaristic quality, while the
vibraphone symbolizes a human voice growing
increasingly agitated. The accompanying percus-
sion parts suggest the bells of Prague ringing a
warning against the approach of the invaders;
these parts are rhythmically serialized and orga-
nized in a palindromic structure that progresses
from the beginning to O and then reverses itself
in inversion.

The concluding movement, “Toccata and Cho-
rale,” is a sectional form reminiscent of the “In-
troduction and Fanfare.” The 19-bar introduc-
tion has two parts, the first being seven bars
that contain a rhythmic motive of repeated
notes in groups of five. (Rhythmic figures of five
units have appeared previously in each of the
preceding movements.) The second part of the in-
troduction contains fragmentary motives that
coalesce into the 17-bar first theme played by
the clarinet atr A: .
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From B to C this theme is subjected to a brief
development leading to a second theme played
by the trumpet section at C. This theme is a
17-bar period organized as two asymmetrical
antecedent/consequent phrases separated by
rests and accompanied by high woodwinds and
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At D a restatement of the first theme begins
an elaborate development that continues until F,
when the second theme undergoes an extended
development. The procedure used to build this
first large formal unit of the “Toccata and
Chorale” recalls the French Baroque doublé, a
formal procedure in which a concise unit is im-
mediately followed by a longer, more elaborate
treatment of the same material. We might note
that Husa has long been interested in music of
this period, having produced performing editions
of Lully and Delalande.

=i
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bined in development, and during this section
material from the preceding movements begins
to reappear. At I, for example, the last three
pitches of set Il appear in the flutes, oboes, and
Eb clarinet. Material from E in the “Introduction
and Fanfare” is recalled in the alto saxophone
eight bars after K, while five bars after L the
trumpets play a rhythmically transformed ver-
sion of the fanfare material from the first move-
ment and pitched percussion play the Hussite
war song. One bar later the trombones, bari-
tones, tubas, and string bass begin a version of
the chorale chords heard in the first and second
movements. The Hussite war song makes a dra-
matic appearance nine bars after M, leading to a
return at N of the rhythmic motive of five re-
peated notes with which the movement opened.

The next section, from O to 12 bars after Q,
corresponds to the section in the “Introduction
and Fanfare” from C to E, with slight differences
. in rhythmic adjustment, register, and musical
detail. The rest of Q is a brief transition from
this material to the grand, augmented statement
at R of the chorale chords by the brass, saxo-
phones, and low woodwinds. Eleven bars after R
the opening rhythmic motive of five repeated
notes returns.

After a brief pause the coda begins at S; this is

Rural setting in Prague

the "chorale” section to which the movement’s ti-
tle refers. The Hussite war song, which domi-
nates this coda, is heard fortissimo in the timpani
one bar after S, followed by an instrumental
statement of the song's first of the two phrases.
This is interrupted by a five-note rhythmic figure
in the woodwinds and percussion. After the sec-
ond phrase of the war song is stated, the menac-
ing snare drum of the “Interlude” returns at V
(there is no letter U), sounding its rigid and mili-
taristic rhythmic pattern over a 12- to 16-second
passage of controlled aleatoric playing by the
winds and percussion. This aleatoric secrion is
constructed of many of the main motivic frag-
ments of Music for Prague 1968 in their most elé-
mental form. The terror and dismay of this sec-
tion suggests the wildness of a fearful crowd. A
metered bar of snare drum solo is followed by a
tutti statement of the first phrase of the Hussite
war song, which overpowers the snare drum.
The second measure of this two-bar phrase is re-
peated, and then the last two notes of this sec-
ond bar (C and E) are repeated as a gesture min-
gling defiance, resolve, and hope. The Hussite
war song remains unfinished; so too the search
for freedom is never finished.

he conductor who undertakes a perform-

ance of Music for Prague 1968 faces five

basic challenges. The first of these in-
volves his baton technique, which must be abso-
lutely precise and controlled if the music is to
have continuity. The rhythmic vitality of Music
for Prague 1968 depends on the clarity of the
conductor’s beat patterns, especially in the fast
sections of the “Introduction and Fanfare” and
the “Toccata and Chorale.” The conductor needs
to resist the temptation to be carried away by
the music and begin to rush, which can mar the
precision of the rhythmic values (such as can
happen with 16th notes in the brass fanfare ac C
in the first movement). Allowing the beat pat-
tern to become too large can retard the forward
impetus of the music and cause the carefully
planned formal proportions to fall apart. Cues
need ‘to be absolutely confident and consistent
from rehearsal to performance, especially at such
spots as the cue to the suspended cymbals at C
in the first movement or the off-beat cue to the
muted trombones 12 bars after A in the last
movement. The players must feel absolute confi-
dence in the conductor if they are to be able to
interpret their often taxing parts with convic-
tion.

The second challenge combines these technical
considerations with an element of the conduc-
tor's basic musicality: the ability to remember
and control tempo relationships. It is vitally im-
portant that the forward motion be consistently

SN T S
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maintained throughout Music for Prague 1968.
The musical argument and the formal design are
predicated upon the continuity of tempo, which
is as important in the slower passages in the “In-
troduction and Fanfare” and in the “Aria” as it
is in the faster sections. The “Toccata and Cho-
rale” in particular should have a cumulative ef.
fect, and the music from K to the coda must
move inexorably ahead toward the approaching
tragedy. Wherever Husa has indicated a single
unmodified metronome marking, such as the
/=52 at the beginning, it must be precisely fol-
lowed; when a possible range of metronome
markings is given, such as the opening of the
last movement, J = ca. 120-126, the faster tem-
po is preferable.

The third challenge for the conductor pre-
sented by Music for Prague 1968 is the balancing
of instrumental forces so that the basic thematic
continuity emerges with optimum clarity. The
main thematic line always needs to be balanced
against an often complex and elaborate back-
ground. Without careful differentiation berween
the various elements, the composition can de-
generate into a series of loud gestures without
melodic content, and the success of Music for
Prague 1968 is predicated largely upon the
primacy of its melodic line. Even a cursory study
of the score will reveal the care with which Husa
has indicated the relative importance of the dif-
ferent elements through his orchestration and
expressive markings.

Solutions to problems of balance in the first
movement include doubling the flute flutter
tonguing the low C# if only one flute cannot be
heard, making sure that the baritone saxophone
solo from B to C stands ourt strongly from the
accompanying texture, and reducing the dynam-
ic marking of the trumpets from fortissimo to
forte for the first three bars of E so that the
winds can be heard, as Husa himself does when-
ever he conducts the work. In the second move-
ment the saxophones should gradually dimin-

uendo five bars after L and become quiet only at
M. Husa omits the poco dim. marking in the per-
cussion one bar before M. :

In the “Interlude,” the vibraphone solo needs
to be distinctly differentiated from the accom-
panying bell-like percussion. The additional
snare drums, which enter for the terrific roll that
concludes this movement, should have staggered
entrances and each should begin piano.

Problems of balance in the “Toccata and Cho-
rale” are found nine bars before F, where the
piccolos have to strongly reinforce the trumpets
to help them in this difficult passage. Husa
recommends the use of any extra trumpets to
double the low Gs and F#s here. From ] to K
the glissandi should predominate. especially the
trombone glissandi, which should give the im-
pression of a wailing siren. At five bars after L
the pitched percussion have to play the Hussite
war song loudly enough so that it sounds both
brilliant and resolute.

Attention to details of dynamics is the conduc-
tor's next challenge in Music for Prague 1968. Al-
though the score is conceived on grand terms, it
makes its most complete impression only if the
details are carefully and lovingly prepared, rather
like the way the details of a great fresco by Dela-
croix contribute to the viewer's impression of the
whole. Such details are found in the first move-
ment in the trumpet section six bars after E,
where each trumpeter should have his bell in
the air, campana in aria, so that the colors of
the different types of mutes are heard; at eight
bars after K, where each of the trumpets needs to
clearly articulate the different rhythmic patterns
while playing at high volume, in order to give
the impression of the cruel brilliance of a giant
searchlight; and at H,where the varied grace
notes have to Fe accurately differentiated by
each trumpet in turn. In the “Aria” the upper
woodwinds must crescendo continually after
their forte-piano attacks at M. Another impor-
tant dynamic consideration in this movement is
that the figure in the marimba and vibraphone
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one bar after K should be particularly brilliant.
The principal detail in the “Interlude” is atten-
tion to the accents marked throughout the parts,
but especially in the opening snare drum solo. A
crucial detail in the “Toccata and Chorale”
comes in the handling of the snare drum solo in
the coda: at V the snare drum takes its tempo
from the preceding adagio ( J= ca. 44), and
there is no breath mark in the snare drum part,
which continues without a break from the alea-
toric section into the next metered bar.

_ The final challenge for the conductor of Music
for Prague 1968 is to realize fully the work’s mes-
sage and dramatic content. For example, the fan-
fare at C in the “Introduction and Fanfare” has
to be both machinelike and aggressive. The
thematic line of the “Aria” needs to rise in an
unrelenting curve of anguish and despair. The
“Interlude” must unite the mysterious beauty of
the bell sonorities with a sense of increasing

dread. The “Toccata and Chorale” should hurtle
to its noble and tragic conclusion. When Husa
conducts Music for Prague 1968, he emphasizes
‘the resolve of the ending by holding the last
note, which is marked both with a fermata and
the direction lunga, for eight or nine seconds,
beginning moderately loud and growing to a
massive final sustained sonority. Many a per-
formance of Music for Prague 1968 has been
robbed of its impact by a conductor content
merely to cue in the ensemble and count
seconds at V in the last movement rather than
indicate to the players through some gesture the
terrifying expressive implications of this passage.
Every bar of Music for Prague 1968 is infused
with the burning sincerity and compassion of its
composer; the interpreter of this masterpiece of
the contemporary wind ensemble repertoire must
come prepared with an equal commitment to the
task of bringing the music to life. a

Errata

Errors in the Score
for Editions Published before 1986
Movement |

Page 10, bar one, flutes | & 2: the word tut-
ti is missing in the score and parts.

Page 10, bar four; baritone: the word “mute”
is missing; the baritone is unmuted at C.

Movement II

Page 31, early editions of the score had b=
ca. 60-66 rather than the correct J = cq.
60-66.

Page 41, bar one, vibraphone: there should
be a dyad with the D5 and the F3 played
together.

Movement III
Page 48, two bars before P, vibraphone: the
direction “not necessarily in tempo” should

finish on the third beat.

Movement [V

Page 55, bar four, baritone: “mute” is omit-
ted in score and parts; the baritone should re-
main muted until four bars before K.

Page 65, bar two, xylophone: the last note
of this bar should be an Eb,

Page 88, bar six, contrabassoon and string

should have this: %

Page 91, bar one, trumpet 4: the D should
be tied over from the preceding bar.

Page 98, bars one and two, flute 1: the flute
should play an F6, not an A6.

Errors in Parts
Movement |

Page 9, bar four, clarinet 1, division 3: there
should be a dotted half note on beat two.

Movement 11
Page 39, bar one, trumpet 3: the notes
should read the same as the score.

Movement [V

Page 52, rehearsal letters A-B, bassoon 2:
the number of bars should read 8-8-1.

Page 56, bar three: bass clarinet should have
a quarter note on beat five rather than beat
four.

Page 98, bar four, horn 2; the tempo mark-
ing of adagio is omitted.

Discography for
Music for Prague 1968

Concert Band

University of Michigan Symphony Band,
Karel Husa, conductor, Golden Crest: CRS-
4134 (White Horse Pike and Ehrke Road,
Ancora, New Jersey), presently unavailable.

University of Texas Symphonic Band, William
J. Moody, conductor, Belwin-Mills: BP-136

Orchestra

Louisville Orchestra, Jorge Mester, conductor,
Louisville Orchestra: L5-722
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Karel Husa, 95,

By STEVE SMITH

Karel Husa, a Czech-born
American composer who won the
Pulitzer Prize for music in 1959

" and the Grawemeyer Award for

Musi¢ Composition in 1993, died
on Dec. 14 at his home in Apex,
N.C. He was 95.

His death was announced by
Cornell University, where he
taught composition and conduct-
ing for 38 years.

Mr. Husa created works in most
of the standard concert-music
forms apart from opera, including
two symphonies, several concer-
tos, four string quartets and three
ballets.

Among his works for concert
band are two compositions that
have become staples, “Music for
Prague 1968” (1969) and “Apothe-
osis of This Earth” (1970).

Those pieces illustrate Mr.
Husa’s mature style: a mix of for-
mal rigor, dramatic vitality and
avant-garde techniques used to il-
luminate ethical concerns.

In “Music for Prague 1968, are-
sponse to the Soviet Union's
crushing of the Prague Spring re-
form movement, he incorporated
a 15th-century Hussite anthem
used previously by Dvorak and
Smetana to connote solidarity and
resistance, alongside eerie, unset-
tling microtonal passages and in-
strumental effects evoking bird
song, church bells, Morse code
and gunfire.

The piece, given its premiere by
the Ithaca College Concert Band
in January 1969, became one of the
most-played works in the wind-
ensemble repertoire, with more
than 10,000 known performances

‘to date. Mr. Husa also created an

orchestral version, a rendition of
which was included in “Shadow of
Stalin,” a live album by Esa-Pekka
Salonen and the Los Angeles Phil-
harmonic released in 2008.

« “I don't think of it as a political
message for one country” Mr
Husasaid of the work in 21986 Los
Angeles Times interview. “It is
universal.”

Karel Jaroslav Husa was born
in Prague on Aug. 7, 1921. Follow-
ing early training on violin and pi-
ano, he trained at the Prague Con-
servatory from 1941 to 1945, study-
ing composition with Jaroslav
Ridky and conducting with Pavel
Dedecek and Vaclav Talich. He
wrote his first published work, a
sonatina for piano, in 1943.

A French government schol-
arship allowed Mr. Husa to pursue
training from 1946 to 1951 at the
Ecole Normale de Musique in
Paris, where he studied composi-
tion with Arthur Honegger and
conducting with Jean Fournet. He

The composer and conductor Karel Husa in 1956.

Composer and Conductor

o

CORNELL UNIVERSITY

continued his compositional stud-
ies under the eminent teacher Na-
dia Boulanger, and conducting
with Andre Cluytens.

International recognition came
with his String Quartet No. 1, first
performed in Paris in 1948 and
again on several occasions else-
where. It won first prize at the 1951
Gaudeamus Festival in the
Netherlands.

Influenced by transformative
composers like Janacek, Bartok,
Stravinsky and Schoenberg, Mr.
Husa evolved from an early neo-
Classical idiom through experi-
ments with atonality, serialism,
microtonality and indeterminacy

A musician who won

a Pulitzer Prize for a
string quartet in 1969.

to reach his distinctive style.

Having allowed his passport to
lapse in 1949 — by some accounts
in deliberate defiance of Czecho-
slovakia’s Communist govern-
ment — Mr. Husa accepted a post
at Cornell and emigrated to the
United States in 1954. He became
an American citizen in 1959 and
taught at Cornell until his retire-
ment in 1992.

Among his prominent students
were the composers Steven
Stucky, Christopher Rouse, John
S. Hilliard, David Conte and Byron
Adams. Mr. Husa taught concur-
rently at Ithaca College from 1967
to 1986, and traveled widely as a
guest conductor, lecturer and in-

structor.

“His personal passion and the
really highly dramatic nature of
his music made it approachable
even though it was unfamiliar”
Mr. Stucky said in a 2012 state-
ment circulated by Cornell after
Mr. Husa’s death. “I think that was
a big step in the reception of mod-
ern American music in this coun-
try."

Mr. Husa won the Pulitzer Prize
in 1969 for his String Quartet
No.3, and the Grawemeyer
Award, the most lucrative prize in
classical music ($150,000 at the
time), in 1993 for his Cello Con-
certo.

Among his other major works
are his Trumpet Concerto (1987),
commissioned by the Chicago
Symphony Orchestra, and two
pieces commissioned and pre-
miered by the New York Philhar-
monic: the Concerto for Orches-
tra, conducted by Zubin Mehta on
Sept. 25,1986, and the Concerto for
Violin and Orchestra, conducted

by Kurt Masur on May 27, 1993,

with Glenn Dicterow as the solo-
ist.

He was elected to the American
Academy of Arts and Letters in
1994, and in 1995 was awarded the
Czech Republic’s highest civilian
honor, the State Medal of Merit,

‘First Class.

He is survived by his wife of 64
years, the former Simone Perault;
four daughters, Catherine Hus-
seini, Anne-Marie Katerji, Eliza-
beth Evola and Caroline Husa
Bell; 10 grandchildren; and four
great-grandchildren.

More obituaries appear on
the preceding page.
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one bar after K should be particularly brilliant.
The principal detail in the “Interlude” is atten-
tion to the accents marked throughout the parts,
but especially in the opening snare drum solo. A
crucial detail in the “Toccata and Chorale”
comes in the handling of the snare drum solo in
the coda: at V the snare drum takes its tempo
from the preceding adagio ( 4= ca. 44), and
there is no breath mark in the snare drum part,
which continues without a break from the alea-
toric section into the next metered bar.

The final challenge for the conductor of Music
for Prague 1968 is to realize fully the work’s mes-
sage and dramatic content. For example, the fan-
fare at C in the “Introduction and Fanfare” has
to be both machinelike and aggressive. The
thematic line of the “Aria” needs to rise in an
unrelenting curve of anguish and despair. The
“Interlude” must unite the mysterious beauty of
the bell sonorities with a sense of increasing

dread. The “Toccata and Chorale” should hurtle
to its noble and tragic conclusion. When Husa
conducts Music for Prague 1968, he emphasizes
‘the resolve of the ending by holding the last
note, which is marked both with a fermata and
the direction lunga, for eight or nine seconds,
beginning moderately loud and growing to a
massive final sustzined sonority. Many a per-
formance of Music for Prague 1968 has been
robbed of its impact by a conductor content
merely to cue in the ensemble and count
seconds at V in the last movement rather than
indicate to the players through some gesture the
terrifying expressive implications of this passage.
Every bar of Music for Prague 1968 is infused
with the burning sincerity and compassion of its
composer; the interpreter of this masterpiece of
the contemporary wind ensemble repertoire must
come prepared with an equal commitment to the
rask of bringing the music to life. D

Errata

Errors in the Score
for Editions Published before 1986
Movement |

Page 10, bar one, flutes 1 & 2: the word tut-
ti is missing in the score and parts.

Page 10, bar four; baritone: the word “mute”
is missing; the baritone is unmuted at C.

Movement 11

Page 31, early editions of the score had J =
ca. 60-66 rather than the correct 4 = ca.
60-66.

Page 41, bar one, vibraphone: there should
be a dyad with the D5 and the F3 played
together.

Movement il :

Page 48, two bars before P, vibraphone: th
direction “not necessarily in tempo” should
finish on the third beat.

Movement [V

Page 55, bar four, baritone: “mute” is omit-
ted in score and parts; the baritone should re-
main muted until four bars before K.

Page 65, bar two, xylophone: the last note
of this bar should be an Eb.

Page 88, bar six, contrabassoon and string

should have this: Ctans

Page 91, bar one, trumpet 4: the D should
be tied over from the preceding bar.

Page 98, bars one and two, flute 1: the flute
should play an F6, not an A6,

Errors in Parts
Movement |

Page 9, bar four, clarinet I, division 3: there
should be a dotted half note on beatr two.

Movement il
Page 39, bar one, trumpet 3: the notes
should read the same as the score.

Movement IV

Page 52, rehearsal letters A-B, bassoon Z:
the number of bars should read 8-8-1.

Page 56, bar three: bass clarinet should have
a quarter note on beat five rather than beat
four.,

Page 98, bar four, horn Z; the tempo mark-
ing of adagio is omitted.

Discography for
Music for Prague 1968

Concert Band

University of Michigan Symphony Band,
Karel Husa, conductor, Golden Crest: CRS-
4134 (White Horse Pike and Ehrke Road,
Ancora, New Jersey), presently unavailable.

University of Texas Symphonic Band, William
]. Moody, conductor, Belwin-Mills: BP-136

Orchestra

Louisville Orchestra, Jorge Mester, conductor,
Louisville Orchestra: L5722
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Music for Prague 1968 - Rehearsal Numbers
Measure numbers start over for each movement.

Movement 1 (107 measures)

Letter/Landmark [Measure
A 15

B 29

C 35

D 44

E 60

F 71

G 76

H 88
Adagio 100

Movement 2 (68 measures)

Letter/Landmark [Measure

I 16
i 30
K 36
L 46
M 60

Movement 3 (19 measures)

Letter/Landmark [Measure

Measure after N 1
O 10
P 19

Movement 4 (330 measures)

Letter/Landmark [Measure
A 20

B 37

C 55

D 77

E 94

F 115

G 128




H 141
1 154
I1 (add this!) 158
J 163
K 173
K1 (add this!) 183
L 189
M 203
N 218
O 229
P 247
Q 268
R 287
S 307
T 316
Poco piu vivo 318
\Y 323
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Music for Prague 1968

-Karel Husa
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Music for Prague 1968
Karel Husa
(1921-)

Biography

Karel Husa was born on August 7, 1921, in Prague, Czechoslovakia. Husa
attended an engineering school in Prague and also studied violin and piano at the
behest of his mother. When the Nazis occupied Czechoslovakia in the 1940’s, the
engineering school was closed and Husa enrolled in the composition department
of the Prague Conservatory with no formal training other than violin and piano
lessons.

After the end of World War II, Husa finished his studies at the conservatory and
earned the equivalent of a master’s degree. He then traveled to France to attend
the Ecole normale de Paris where he studied composition with Arthur Honegger
and Nadia Boulanger. Husa also studied conducting with Jean Fournet and Andre
Cluytens. The Academy of Musical Arts in Prague accepted the studies Husa had
done in Paris and awarded him a Doctorate of Music in 1947,

Husa remained in Paris where he continued to compose as well as guest conduct.
Eventually his conducting schedule became so busy that he was finding it difficult
to devote time to composition. In 1959, he accepted a position at Cornell
University where he would conduct the orchestra for one year and teach theory
for three years. Fourteen years later, Husa was appointed to Kappa Kappa Alpha
professorship of music in 1973 where he remained until his retirement in 1992,

Among his numerous honors are a Guggenheim Foundation fellowship; awards
from the American Academy and Institute of Arts and Letters, UNESCO, and the
National Endowment for the Arts; Koussevitzky Foundation commissions; the
Czech Academy for the Arts and Sciences Prize; and the Lili Boulanger Award.
Husa was elected associate member of the Royal Belgian Academy of Arts and
Sciences in 1974 and has received honorary doctorates of music from Coe
College, the Cleveland Institute of Music, Ithaca College, and Baldwin Wallace
College.

Husa has written numerous works for band, orchestra, chorus, voice, piano, and
chamber ensembles. In 1969, he received the Pulitzer Prize for his String Quartet
No. 3.

Karel Husa is “one of the most interestingly human and

humane musical minds in this century’s recent history.”
Elliott Galkin,
Baltimore Sun
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Selected Works List

Orchestral

Band

An American Te Deum for Chorus and Orchestra (1978)
Apotheosis of this Earth for Chorus and Orchestra (1972)
Celebracion (1997)

Celebration Fanfare (1996)

Concerto for Orchestra (1986)

Concerto for Organ and Orchestra (1987)

Concerto for Trumpet and Orchestra (1987)

Concerto for Violin and Orchestra (1993)

Concerto for Violoncello and Orchestra (1988)

Fresque (revised version) (1963)

Monodrama, Ballet (1976)

Music for Prague 1968 (1969)

Overture ("Youth") (1990)

Pastoral (1979)

Reflections (Symphony No. 2) (1983)

The Steadfast Tin Soldier (1974)

Symphonic Suite (1984)

The Trojan Women, Ballet (1980)

The Trojan Women, Scenes from the ballet (1980, rev 1988)
Two Sonnets by Michelangelo (1971)

Al Fresco for Concert Band

An American Te Deum for Chorus and Band (1976)
Apotheosis of this Earth for Chorus and Band (1970)
Concerto for Alto Saxophone (1967)

Concerto for Percussion and Wind Ensemble (1970-71)
Concerto for Trumpet and Wind Orchestra (1973)
Concerto for Wind Ensemble (1982)

Les Couleurs Fauves (1997)

Divertimento for Symphonic Winds and Percussion (1974/95)
Midwest Celebration (Fanfare) (1996)

Music for Prague 1968 for Concert Band

Smetana Fanfare for Wind Ensemble (1984)




Chamber/vocal/solo

Cantata (1983)

for male chorus and brass quintet
Divertimento (1974)

for brass quintet
Divertimento (1958)

for ensemble of brass and percussion
Drum Ceremony (1976)

for 5 percussion
Fanfare (1981)

for ensemble of brass and percussion
Five Poems (1994)

for wind quintet
Intradas and Interlude (1980)

for 7 trumpets and percussion
Landscapes (1977)

for-brass quintet
Postcard from Home (1997)

for alto saxophone and piano
Recollections (1982)

for wind quintet and piano
Sonata a tre (1981)

for clarinet, violin, and piano
String Quartet No. 3 (1968) Pulitzer Prize Winner
Three Dance Sketches (1979)

for percussion
Tubafest Celebration Fanfare (1992)

for tuba quartet

Thoughts on Composing
Husa is emphatic about writing a line of music and assigning a specific instrument
to it right away. So rather than orchestrate from a piano reduction, Husa
immediately has a particular timbre in mind.

He also believes that his conducting has helped his composing.

“I do think at the end that my music is very difficult — or maybe

it’s unusual or unfamiliar, But what I also want to say is that my W e
o : . ) o

music is written for, not against, the instruments, although it may %x\\\ w J,:)cr*” -
sometimes seem to be! I think that is what composers should learn ot TeaS
and know from conducting or performing his or her music. [The Qeff‘?"“ o \
music] can be difficult to a certain degree, but it must be idiomatic /\gﬁg‘“ "\
and possible to play.” (A Talk with Karel Husa, 1997) 0 %) \yprof
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Also, Husa makes a concerted effort not to repeat himself. So even though there
may be threads that run through several compositions, he always attempts to
create something a little bit different or newer.

History

Music for Prague 1968 was commissioned by the Ithaca College Concert Band
and composed during the summer and fall of 1968 in Prague, Czechoslovakia.
The commissioning band under the direction of Kenneth Snapp in Washington,
DC on January 31, 1969 premiered Prague for the Music Educators National
Conference. Over 7,000 known performances have been given of this work since
its premiere. LUX
ot

According to Husa, the introduction to Prague was designed to create an uneasy el " 0\3\5«'
“quietness before the storm.” The innocence of the piccolo, the noble war song in R L e

the timpani, and the underlying minor seconds in the accompanying winds help to  ** o

create this uneasiness.

In an interview with Mark Scatterday and Donald Hunsberger, Husa states that
had he known how saxophones were traditionally used in the wind band, he
probably would not have chosen them to play the melodic line in the “Aria”. For
the orchestral version, that line is played in unison with violas and cellos, rather
than the octaves used in the saxophones.

The percussion interlude came out of a need to create balance with the three
primary sections of the wind band: woodwinds, brass, and percussion. Husa felt
that the percussion section is too often neglected in composition.

Program Note

Karel Husa, in the score for Prague, wishes for this forward to be read or printed
in the concert program for each performance.

Three main ideas bind the composition together. The first and most
important is an old Hussite war song from the 15" century, “Ye
Warriors of God and His Law,” a symbol of resistance and hope
for hundreds of years, whenever fate lay heavy on the Czech
nation. It has been utilized also by many Czech composers,
including Smetana in My Country. The beginning of this religious
song is announced very softly in the first movement by the timpani
and concludes in a strong unison (Chorale). The song is never used
in its entirety.



The second idea is the sound of bells throughout; Prague, named
also the City of “Hundreds of Towers,” has used its magnificently
sounding church bells as calls of distress as well as of victory.

The last idea is a motif of three chords first appearing very softly
under the piccolo solo at the beginning of the piece, in flutes,
clarinets and horns. Later it reappears at very strong dynamic
levels, for example, in the middle of the Aria.

Different techniques of composing as well as orchestrating have
been used in Music for Prague 1968 and some new sounds
explored, such as the percussion section in the Interlude, the
ending of the work, etc. Much symbolism also appears: in addition
to the distress calls in the first movement (Fanfares), the unbroken
hope of the Hussite song, sound of bells, or the tragedy (4ria),
there is also the bird call at the beginning (piccolo solo), symbol of
the liberty which the City of Prague has seen only for moments
during its thousand years of existence.

-Karel Husa



Instrumentation

Piccolo (div.)
Flute 1
Flute 2
Oboe 1
Oboe 2
Eng. Horn

! Bassoon 1
Bassoon 2
Contrabassoon
E-flat Clarinet
Clarinet 1 (div.)
Clarinet 2 (div.)
Clarinet 3 (div.)
E-flat Alto Clarinet
B-flat Bass Clarinet
Alto Saxophone 1
Alto Saxophone 2
Tenor Saxophone
Baritone Saxophone
*(Plus E-flat Contrabass Clarinet, ad-lib.)
Bass Saxophone
*(Plus B-flat Contrabass Clarinet, ad-lib.)
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Trumpet 1 (div.)
Trumpet 2 (div.)
Trumpet 3 (div.)

Horn 1

Horn 2

Horn 3

Horn 4

Trombone 1
Trombone 2
Trombone 3 (Bass)
Baritone (div.)

Tuba (div.)

Percussion (5 players):
Chimes

Marimba

Vibraphone
Xylophone

Timpani

3 Antique Cymbals (c, e, b)
3 Triangles (s, m, 1)
Cymbals

3 Suspended Cymbals (s, m, 1)
3 Tam-Tams (s, m, 1)
Snare Drum(s) (2 or 3)
3 Tom-Toms (s, m, I)
Bass Drum

*This instrumentation is based soley on what Kenneth Snapp told Husa his forced were.
That is the primary reason for 8 trumpets, as well as what Husa termed his “frustration

with the Soviet Union” for invading his homeland.



FORMAL ANALYSIS
L Introduction and Fanfare
INTRODUCTION
Overview: The Introduction is comprised of three primary motives that Husa uses " Hu’ﬁ"“\#
throughout the entire composition. First, is the Hussite war song in the opening , :.g,w‘:ﬁ\ ‘ﬁ\ -
measures played by the timpani. Second, is the bird song played first by the * Rorian

piccolo and later passed on to the flutes. And third, is the “cluster” chords at letter
A played by the clarinets.

It is imperative that strict time is kept throughout to assist players with entrances
as well as exits. Husa is extremely meticulous with how sounds begin and end as

is evidenced by measures 18-28 in the accompaniment.

Husa also makes great use of colors and what I term as “masking” of notes. e /\\3\:*\\-"'\"\5%
® “\ SR

Sustained notes are usually doubled with one voice assisting in the attack of the o o
note and the other voice sustaining the pitch. Examples of this can be seen in ,),K\M_uj‘" e
measure 16 between trombone 1 and string bass as well as measure 20 between R

trumpets 1 & 4 and marimba. The “masking occurs when one pitch is presented in '

it’s “pure” form in one voice while another voice either plays around that pitch by
2 step or colors that pitch by techniques such as flutter tonguing, trilling, or in the
case of the saxophones, playing in % steps above the pitch.

Beginning — A (1-14), Adagio (quarter note = ca. 52)

Conductor’s note: This may be conducted slower than the tempo marked.
M. 1, Timpani — (D-Eb-C#) upper and lower neighbor tones to “D”. This is the
Hussite war song: “Ye Warriors of God and His Law”.

o *NOTE: At the end of the final movement, the same motive only Eb

moves out to E and C# moves out to C.

M. 2, Piccolo solo — birdcall, “symbol of liberty.” Throughout the entire piccolo
and flute solo, no two rhythmic patterns are alike. This is loosely based on 12-
tone technique.
M.3 — M. 8, Sustained intervals closing in from D-Ab in flutes to A-Db in
clarinets to Eb Gb in horns to E-F in flutes followed by trumpets and again by
flutes. (Could symbolize the gradual closing in of the USSR army.)
M. 12, C-C# between clarinet 1 and flute 2. M. 13, C-Db in vibraphone. M. 14,
flute 1 and clarinet 1 unison C. (Completely engulfed.)
Half steps persist throughout in the accompaniment.

o M. 7, trumpets on E-F

o M. 8, flutes on E-F

o M. 9, alto clarinet & flute 2 on D-Eb

o M. 12, clarinet 1 & Flute 2 on C-C#



o M. 13, vibraphone on C-Db

A - B (15-28)

M. 15-18, Clarinets oscillate between chromatic (Eb-Gb-D-E-F) and (F-A-E-D-
F#-G)...(F-Ab) added in M. 17. Common tone “E” also emphasized in trombone
& string bass & marimba and continues through to M. 21,

M. 17, Flute 1 solo picks up from piccolo solo. M. 24 begin tutti flutes.

M. 21, Clarinets mutate chord structure slightly, adding more voices including Eb
clarinet. (Gb-Eb-Gb-F-Ab-D-E-D) to (Gb-F-A-F#-G-E-D-D)

M. 23, Clarinets thin out cluster. Same notes, less octave doubling. “E” continues
to be prominent in oboes and Eng. Horn,

M. 25, Begins staggered entrances with same notes in clarinets.

M. 27, Flute duet with oboes, which continues through M. 31.

M. 27, Vibraphone sustains “D” to foreshadow the “Fanfare” section beginning at
Letter D. _

Flutter tonguing technique is used to mask the true pitches. For example, M. 16,
trombone 1 flutters on an E, which is the common tone in all the woodwind
clusters. NOTE: This is an extremely difficult spot for the bone player. They must
begin by fluttering, then slow to double tonguing, and eventually slow to single
tonguing.

Another masking occurs at Mm. 20-21 in the trumpets. The primary tone is Eb
played by trumpet 2 with a straight mute. Trumpet 1 with a Harmon mute masks
that pitch by coming in an out of the texture on an E.

The entire introduction is a gradual movement from E down to D.

B—C (29-34)

M. 29, Low brass chords (Bb-Db-A-C-Eb-B) to (C-E-Bb-B-Db-A). Virtually the
same but with different voicing...difference being the “E” in the first cluster. The
“D” from the vibraphone could be included to complete the chromatic cluster.

M. 30, Bari Sax outlines.

M. 32, Beginning to show a tendency toward “D-ish” center. Euphonium
sustaining Db. Picc., Fls., Obs., Alto Cl. all on D. Everything is moving toward
the unison “D” in the trumpets beginning at letter C (M. 35).

NOTE: The thread of sustained pitches that moves throughout the opening 34
measures can loosely be traced to the timpani motive of (D-Eb-C#)...of which the
base pitch is the “D”.

A-SECTION

Overview: This is the first section of the “Fanfare” and goes from letter C to letter

E. The primary motive is a manipulation of the Hussite war song into a 4-note
series based on % steps. The first example of this is seen in measure 37 in the
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trumpets. This 4-note series is transformed constantly through inversion,
retrograde, transposition, etc. throughout the entire ensemble.

Tempo should be fairly strict and deliberate to allow for accuracy of 16™ notes in
all voices. Every note is important and must be heard at precisely the right
moment to achieve the full “chaotic” effect.

Colors are again extremely important and must be brought out. For example,
measures 44, 46-47 with the marimbas and vibraphone coloring the trumpet
pitches. “Masking” is also still very prevalent as in measure 54 in the trumpets (D
is masked by a Db and Eb).

The primary pitch in the first movement is “D”. I feel it represents the country of
Czechoslovakia and the pitches that constantly surround “D” are the Soviet Army
invading. If you notice, “D” is rarely presented by itself. More frequently it is
“masked” by other pitches.

C—D (35-43), Allegro (quarter note = ca. 108-112)

Conductor’s note: This may be conducted faster than the tempo marked, but not
so fast as to reduce the clarity of the 16™ notes.
M. 35, Trumpets enter and boldly reinforce “D”!
M. 36, Trumpets begin to disguise the “D”. The progression is as follows:
o (D)
o (Db-D-Eb)
o (Bb-Db-D-Eb)
M. 37, Trumpets move down to unison “C”.
M. 39, Answer in the mid and low brass. Their progression follows:
o (D
o (Db-Eb-C#-D...horns, Db-D-Eb)
o (Bb-D-Eb...horns, Bb-Db-D-Eb)
M. 41-43, Trumpets continue to manipulate the D-Eb-C# motive. Sustaining
pitches on the following:
o Db
o Bb-Db-D-Eb
o Bb-D-Eb
o Finishing on Db
M. 43, Fermata just for a brief moment

D—E (44-59)

M. 44, Marimba and vibraphone are coloring the entrances in the trumpets...and
the woodwinds in M. 45,

M. 45, Woodwinds take over the brass idea of the C-C#-Eb-D motive in octaves
first in the flutes, oboes, and clarinets. Then by the saxophones also in octaves.
M. 45, Mid- and low brass sustain Db-Eb.

mn
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M. 47, Trumpets play against each other with inversions of the 4-note motive.

M. 48, Saxophones and baritones sustain notes D-F, while (M. 49) contrabassoon,
tuba, and string bass sustain a C. (The D-F is an expansion outward of Db-Eb
earlier)

* M. 53, Timpani still play fragments of the Hussite war song. Horns very strong
statement of the note “D”, but are masked by the trombones and tuba/string bass
playing “C”.

M. 54, Trumpets state “D” with 2™ and 3™ trumpet masking on Db-Eb.

M. 58, All woodwinds on D and Eb. Eb masking the D.

M. 59, Manipulation of the 4-note motive in woodwinds.

B-SECTION

Overview: The B-section lasts from letter E to letter F and consists of a new
thematic idea (lyrical, if you will) in the upper woodwinds, trumpets, and low
brass. The tonal center for this section is “E”. While this is not based on a strict
sonata form, it does follow the idea that the thythmic first theme should be
followed by a slower more lyrical second theme.

The 4-note motive begun in the A-section of the composition continues in the
saxophones and it eventually takes over the entire ensemble by letter F, or the
start of the C-section.

Again there is masking of the pitch D in the upper woodwinds at measure 65. An
interesting exchange of the 4-note motive occurs first between the saxophones
and trumpets beginning in measure 67 with one group on the beat while the other
is off the beat, and then the reverse happens. Ultimately this alternation happens
in the entire ensemble by letter F.

To achieve the effects desired by Husa, it is imperative that musicians follow their
own dynamic markings as well as attacks and releases rather than listen to those
around them. More often than not, even within one instrument section, each part
has its own specific responsibilities to the music. This can be said not only for this
section of the composition, but also for the work as a whole.

E — F (60-70)

* M. 60, Saxophones take over 4-note motive from the upper woodwinds.
* M. 60, New thematic material presented in upper woodwinds, trumpets, and low
brass played in octaves. (E-F#-E-F-A-F#-E-Eb).
* M. 60, Contrabass clarinet & saxophones fragment 4-note motive. ..and finally
change it to 5-notes by the end of M. 62. '
® M. 62, Answered by the horns and trombones playing:
o First: Db-Eb
o M. 63, Second: C-D-E (another outward expansion of intervals)
o M. 64, Third: Bb-C-D-Eb-E (further expansion)

11
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M. 65, Sustained “D” masked by “Db” in upper woodwinds. Trumpets begin 4-
note motive in canon/round.

Mm. 66-68, Mid- and low brass alternate between (C-D-E) and (Bb-C#-D- Eb-F-
F#-A). The second chord expanding the outer notes of the first chord.

M. 67, Saxophones join trumpet canon/round only off of the beat. Trumpets and
saxophones alternate who is on and who is off the beat from Mm. 67-70.

M. 70, Woodwinds begin joining the trumpets and saxophones in the 4-note
motive played both on and off the beat.

C-SECTION

Overview: The C-section lasts from letter F to letter G and basically takes the 4-
note motive that has been driving the “Fanfare” and transforms it into organized
chaos. I believe this is directly related to the chaos that ensued as a result of the
Soviet Army invading Czechoslovakia.

One of the BIG moments in the first movement occurs in measures 74-76 when
the trumpets and low brass state the Hussite war song as a complete idea, but with
much intensity using minor 2nds to create stress.

Although it would be easy to get lost in the tangled web of 4-note motives, of
primary concern should be the idea that every motive begins either on the beat or
off of the beat by 1 eighth note. Each entrance should be audible.

F -G (71-75)

M. 71, Horns played mirrored versions of the 4-note motive back to back.
Trumpets are sustaining C-G#-A.
4-note motive continues in intensity until letter G!
M. 72, Brass chord Eb-E-G.
M. 74-76, Brass stating the Hussite war song in strong dissonance:
o G#-A
o B-F#
o G
o B-F#

D-SECTION

Overview: The D-section begins at Letter G and continues through to the Adagio
in measure 100, It is a continuation of the previous C-section climaxing at Letter
H with the entire ensemble on the pitch “D”.

The percussion needs to be careful not the reach ffjf at letter H too early. There
must be direction within the large picture.

1"
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Trumpets and percussion represent the “militaristic” Soviet Army' marching into
Czechoslovakia while the woodwinds represent the chaos that abounds.

Measures 81-88 in the upper woodwinds help to create the chaotic sound by
playing designated rhythms in an aleatoric manner.

It is also very important for the sustained pitches in the brass to be heard over the
rhythmic utterances in the woodwinds. Each brass entrance should have strength
to be audible, but none should be soloistic.

Underneath all of the confusion at letter H is the restatement of the Hussite war
song in the timpani. It should be barely noticeable within the context of the winds.

Finally, the ritard poco a poco that begins at Letter H must be structured so that it
reaches its final tempo no earlier than measure 99. T would suggest that to keep
the continuity of the ritard, the tempo reached should be quarter note = 52 - the
same tempo as the Adagio that follows.

G — H (76-87)

M. 76-87, Percussion states “militaristic” rhythmic pattern that eventually
overtakes the entire ensemble.
M. 76-81, Upper woodwinds trilling and fluttering between G#-A.
M. 77-81, Trumpets also “militaristic” with C-Eb-E chord.
M. 77-81, Low Brass sustains C-E-G#.
M. 79-81, Horns enter with Db-F.
Note from all combined:
o (C-Db-(Eb-E-F)-G#-A)...notice use of ¥ steps.
M. 81, Upper woodwinds begin aleatoric section. Saxophones trilling between C-
E or Db-Eb. (Note: Saxophones have surrounded the “D”)
M. 83, Trumpets bring back the “D” with organized chaos.

H — End (88-107), rit. poco a poco, Adagio (quarter note = ca. 52)

EVERYONE FINALLY REACHES “D” TOGETHER!!!

M. 88-99, Everything gradually slows down to the fermata in M. 99. Organized
chaos turns into fermata.

M. 100, Start of a brief Coda.

o Timpani are left unresolved on “C”, ( 7)
o Piccolo returns with bird call.. .son}iewhat more somber. ) i Y
. . 1 : - %/W‘ g ‘5:45‘
o First movement ends on ? ;mor 2%, (C-CH) Ww\\ q’(ﬂ'%g/f Y. 4(@
: @ ety
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1L Aria
A-SECTION

Overview: In the true sense of the word aria, the second movement is a
“soliloquy” for bass clarinet, contrabass clarinet, and saxophones. The rest of the
ensemble serves as accompaniment for the movement.

The overall form of the second movement is that of an arch with the peak coming
between measures 43-49. It could be viewed as an A-B-A form with the division
of sections blurred.

Interesting note: The rehearsal letters continue from the first movement through
the third movement. In movement four, the rehearsal letters start back at “A”, A
logistical reason, or symbolic?

Beginning — I (1-15), Moderato molto (quarter note = ca. 60-66)

e Three different ideas are presented at the beginning of the 2** movement.
o 1. The seemingly random notes played by the percussion. (Represents the
bells of the City of Prague.)
o 2: The sustained pitches surrounding the melodic line.
o 3: The melodic line itself. (A mournful, sorrowful reflection of the despair
felt by the Czech people.)
* Mm. 1-15, sustained pitches in the tuba, baritone, contrabassoon, and trombones
are as follows:
o G-Ab-Gb-F-C-Db
* The melodic line, played in octaves by the saxophones, bass clarinet, and
contrabass clarinet are as follows:
o E-F-Gb-Cb-Db-C-(E)-D#-Bb-A-G (to breath mark in M. 11)
o Bb-A-G-Ab-Eb-F-E-F#-(D) (to letter I)

* Note: missing is “D”. It is only given to us as the second to last
note in the line one measure before I...and then only on the
weakest part of a weak beat (“a” of 2).

* Note 2: the idea of surrounding a given pitch by ¥ steps above and
below still permeates the melodic line. (Example: E-F-Gb, Cb-Db-
©)

e The percussion pitches are as follows:
o Ab-Gb-F-C-C#-D#-D-E-A-Bb-G-B (mm. 1-3.2)
o F#-F-C-Db-Eb-D-E-Bb-A-G-B-G# (mm. 3.3-6)
o F-C-C#-D#-D-A-(c)-Bb-B-G-Bb-A-F# (slightly different)

1-J(16-29)

¢ M. 16, Accompaniment in winds begins to build vertically.
o M. 16: Eb-F

14
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. 19: D-F
.21: E-F
. 24: A-E-F
.27: A-Eb
. 28: A-Eb-F

M. 29: A-D-F
e Low clarinets & saxophones continue melodic line in octaves.

o (Db-Cb-D)-(Gb-[E-F)-Eb}-Bb-A-G-C...
* Again the idea of surrounding the pitch by % steps above and
below. The parentheses and brackets highlight this.

0 000O0O0
LEEER

B-SECTION

Overview: Although I call this a B-section, the lines between A and B are blurred
the same as in the first movement. The “B-Section” is merely an intetludes
between the two melodic lines stated in the low clarinets and saxophones.

J—K (30-35)

¢ Sustained accompaniment pitches.
o M. 30: B-D-F (b-diminished)
o M. 33: D-Eb-G-Ab-B

e M. 32, Melodic line fades into the background.

e M. 33, Piccolo, flutes, and clarinets present repeated thythmic pattern. (Almost

like a telegraph sending Morse code. Short, short, long...short, short, long, etc.)
o Pitches are unison G splitting to F# and Ab. Here again the idea of
surrounding the primary pitch “G” with ¥ steps.

K - L (36-45)

* M. 36, Sustained accompaniment pitches in the brass. Building a thicker texture
o M. 36: D-F#-F-Ab-E to E-G#-(Eb)-Gb-B-D
* M. 38, The bassoons, trombones, tuba, and string bass play the horizontal
representation of the cluster chord first presented by the clarinets in the first
movement. (D-F#-G-Ab). Repeats this idea in measure 40.
e M. 41-42, Brass chords are as follows:
o Db-E-F-Gb-Ab / Bb-pedal
o Ab-A-C-E / Bb-pedal
o D-E-F-G-Ab/ Bb-pedal
o Db-E-F-Ab/ A-pedal
e M. 42-43, Melodic line returns with a displaced octave version of the 4-note
cluster chord (D-F#-G-Ab).
* M. 43, The music approaches the climax of the second movement. Melodic line
returns and begins a brief journey back to the A-section. For a short time,
bassoon, trumpet 3, horns, and baritone join the primary melodic instruments.
M. 43-45, Chromatic chaos in the upper woodwinds and mallet percussion.

1<
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o M. 43: C-Db-D-E
o M. 44-45: C-Db-D-Eb-E-F

A-SECTION

Overview: Again the line is blurred as to when the “A-section” really returns, but I feel
there is a return to normalcy...somewhat. .. beginning at letter L. From here on out, the
textures begin to thin, the rhythmic intensity begins to wan, and the dynamic level begins
to decrease.

L — M (46-59)

® M. 46, Saxophone melodic lines continues, this time with the brief addition of the
double reed instruments. This is also the first time the line is not in strict octaves.
o Note: The pitches used at measure 46 are still (D-F#-G-Ab, and A)
* M. 47, The melodic lines adds the pitch B (in octaves) to the 5-notes.
e M. 48, “D” returns as a dominant pitch in the melodic line as well as the sustained
accompaniment. The upper woodwinds are still masking it.
M. 49, Trumpets masking the “D” with Db and Eb.
M. 50-52, Melodic line returns to its octave origins...with bassoon. Pitches are as
follows:
o G-Eb-Gb-Db-D-Db-Bb-C-Ab-G-A
M. 53-59,
o E-Gb-D-B-Db-B-Db-G
o (G-B-Bb)-(E-F-Eb)-[Bb-(A-Ab]-...)-(G-Bb-A)-G-Bb-G-E-D
* Note: Sustained accompaniment pitches begin to take on the
characteristics from the beginning of the Aria.

M — End (60-68)

® M. 68 back to M. 57, The sustained pitches from the beginning appear in reverse
order at the end. (See measures 1-11)
o G-Ab-F#-C-Db
* The same can be said for the melodic line looking backwards from measure 68 to
60. (See measures 1-5)
o E-F-Gb-C-B-Db-C

1K




The Composer in Conversation with Bruce Duffie (

This past August, the Pulitzer Prize winning composer Karel Husa celebrated his 80th birthday,
and there were (and still are) concerts being given all over the world to honor this occasion.

Born in Prague, Husa studied there and in Paris with, among others, Arthur Honegger, Nadia
Boulanger, Jaroslav Ridky, and conductor Andre Cluytens. In 1954, Husa was appointed to the
faculty of Cornell University where he was Kappa Alpha Professor until his retirement in 1992.
He was elected Associate Member of the Royal Belgian Academy of Arts and Sciences in 1974
and has received honorary degrees of Doctor of Music from several institutions, including Coe
College, the Cleveland Institute of Music, Ithaca College, and Baldwin Wallace College. He has
conducted professional and student orchestras all over the world, and several of his works have
been recorded commercially and are in the current catalogue. More details can be found on his
page at the Schirmer website.

It was in February of 1988 that Karel Husa was in Chicago for the world premiere of his Trumpet
Concerto, written for Adolph Herseth and the Chicago Symphony. Just before the first
performance, the composer sat down with me for a chat at his hotel. Here is much of what was
said that afternoon.....

Karel Husa: I was at the rehearsals. It was an immense experience for me. You know, sometimes
I conduct my music for the first time and this time I didn't, so I can see how things are
progressing. 1 think it's going very well. Mr. Herseth is terrific, and Sir Georg and the orchestra
are incredible.

Bruce Duffie: Is it better if you conduct your work for the first time, or let someone else do the
premiere?

KH: I think that I prefer others to conduct my music. It just happened in the past that I conduct it

myself. 1 like to conduct my music, but I also learn from others many things that I haven't
thought of.

BD: When you conduct your own works, are you better at it because you also conduct works by
others?

KH: T don't know. I would say that to conduct my own music it's more authentic, but a composer
doesn't live by conducting his music. It has to be conducted mostly by others. When I was a
student in the conservatory, I thought about conducting. It was offered at the same time as
composition, so it was convenient and I saw that when I started to conduct my own music, it
would be easier especially when I was young. When you're just starting out, it's difficult to be
performed, and to have a conductor learn a piece of music just for one performance can be
impractical. So a composer can demonstrate it very well.

BD: Now, when you conduct a work you wrote many years ago, do you have to approach it as if
it was brand new?

KH: In a sense, but I have a feeling that I know the piece. Once I've conducted it or have heard it,
T know it. Before that, I don't.
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BD: Are you ever surprised by what you hear?

KH: There are times, yes. It happens both ways - sometimes I miscalculate, and other times it
sounds even better than I thought. But those surprises are not very big.

BD: Is it safe to assume that you've been pleased with most performances you've heard of your
music over the years?

KH: It sounds a little narcissistic, but yes, I would say so in genecral. There are some
circumstances that your music gains because another conductor or performer has a different view
and may embellish your music more than you would dare to. When I am on the podium and
speak about "my music" or "my work," it sounds a little too big. One has to keep some modesty
and not overdo it in front of the orchestra. I usually didn't rehearse my music too much because
of that. When you have a soloist, you have to give time to them for their performance, and if you
don't rehearse the standard work(s) on the program, the orchestra will somehow feel abandoned.

BD: Then your piece gets short shrift?

KH: I feel that I don't have to give as much rehearsing, but rather show in the actual concert what
I really thought.

BD: Speaking as conductor, do you do all of your work at the rehearsal, or do you leave a little bit
for the moment of performance?

KH: Due to the shortness of rehearsal time, especially with orchestra, it usually happens that one
leaves enough - and often a lot - for the concert. That depends, also, on the quality of the group.
I have conducted young ensembles in the high school or university where the situation is
completely different from a professional orchestra. But there is practically never a time when the
conductor can say, "We've accomplished enough” and not have rehearsal the next day. That
doesn't exist today. But something special happens in the concert, hopefully. It might also be like
Berlioz describes in his concerts, but in general I get the feeling that it's something special.

BD: You've been teaching for many years. Is there any real difference between the students of
today and those when you started out?

KH: I think so. They are better equipped and maybe smarter in general. They know more and
have the advantage of hearing much more music than T have heard. They have access to excellent
recordings and scores. As a composer, one learns the most from scores, so technically they are
very good. The ideas, or the inspiration, are probably the same as it was, but technically, they are
better prepared. And the performers are better, I think. They have to be because they live in a
constant competition. If you want to get into a school of music today, you have to be very good
and they only accept a certain number. Then after you finish school, again you are in competition
when you look for a position. For a composer-position in a university today, there will be easily
120 applicants.

BD: Is that perhaps too much competition?




KH: Oh yes. It's very, very tough, and to a certain degree it's too much. We are too many for the
few positions that exist.

BD: What advice do you have for all of these graduates you're turning out in composition?

KH: Well, it was always hard, but it is very difficult. I was told by my teachers that you couldn't
live from composition or from teaching composition. We had to be prepared to do something
else. Even before they are accepted, I point out the number of people who get positions against
the number of those who apply.

BD: Then once they've been accepted, they've already cleared a huge hurdle.

KH: That's true. And the competitions for an orchestral position have at least as many applicants.
They don't audition all the applicants, but they invite certain people. But everyone who applies
must think that he or she will be one of those who probably will be invited.

BD: As teacher and composer and conductor, how do you balance the three sides of that triangle?

KH: Somehow I try and it works out. The university gives the composer a lot of leeway as a
teacher. If I miss one week, I make up my lessons the next week. Until now, I have worked it
out, and I have about three more years to teach so I think I will be all right.

BD: Would you balance the legs of the triangle differently if you could?

KH: No. I like all three of them - certainly composing the most - but I like the three of them so
much. IfI had to choose only one, I would compose. But the problem of only composing is to be
always at home writing, and I wouldn't be able to stand it for long. To sit and write music and be
by oneself, and be at the table or go to the piano all day long... I couldn't do it. It's a very tiring
profession in the sense that the blood cannot circulate. I'm not a gymnast, but one has to do
something else. I have to go and I have to speak to people and I have to sec what other people
think. That's my contact. As a teacher, it's advantageous to have students come and show you
and speak to you about other music. That way, you don't get closed off.

BD: Is it a mistake for a composer to closet himself or herself?

KH: People have different characters. I also feel that as a conductor, performing music is magic
to me. I need the outlets to all of that.

BD: Then here's the big question: What is the purpose of music in society?

KH: That's a very difficult question. I hope I can answer... When I was 17 or 18, I went for the
first time to a concert. I went to art exhibitions because I was interested in it. I had been reading
poetry because I loved it. That first concert was a violin and piano recital of the Kubeliks — Jan
accompanied by his son Raphacl. At the time, Jan was over 60 years old, and it was an amazing
experience for me to go to a concert and hear music. A week later, I bought a ticket to an
orchestra. Before that, I had the impression one couldn't go to a concert without being properly
dressed, which meant having a tuxedo. I felt it was only for the highest society. But I went, and



the impression I got from the music - which I didn't understand - was overwhelming. So the
purpose, I guess, is the communication. The sounds poured on me and soaked in. Then to see the
players perform, that is something I have always admired. It's something that can lift me,

cven at my age. Iam sometimes moved to tears when I hear passages, and that is amazing,

BD: Do you get the same fecling when you listen to your own music?

KH: No. These days, I am too scared. In general, I am worried and nervous about it, so I'm not
so frec. When I listen to my music in concert - for instance the Music for Prague, which I've
heard numerous times - I'm a little impatient because I know it a little too well. 1 have the
impression that the audiences who are listening find it too long or boring.

BD: But you wouldn't go back and make changes in the score?

KH: No. In the end, I don't think that the piece is too long, but it's Jjust the impatience of
somebody who has heard it too often.

BD: Perhaps you should just show up when the final notes are sounding!

KH: No, no. T still like it, but that's the feeling.

BD: Some of your pieces have different versions. For instance, Music for Prague was written for
band and later scored for orchestra. Is it two different picces, or just one piece in two versions,
and how do they differ?

KH: I would say in that case, it's one piece in two versions. It was originally commissioned for
band. In 1968, I had a commission to write a piece for wind ensemble at Tthaca College. At that
time, the events happened and 1 saw that it would be a terrific vehicle with the power of the winds
plus percussion. Later, I was going to guest-conduct in Europe and America, and I thought I'd
make a transcription of it myself. That's how it started. I didn't expect that it would be played so
often by orchestras, but it is. That's a nice feeling.

BD: Is one or the other version better?

KH: No, I would say they are two children of mine and I like them both.

BD: Like twins?

KH: Perhaps, yes. Sometimes, one child is more impressive in one concert, and other times, the
other child is more impressive in its concert. If the orchestra is powerful and has a large string
section, then the sound is very good. If the string section is smaller, then it can be overpowered
by the winds and percussion. You might think I'd prefer the orchestra version because bands are

not usually professional organizations, but I have heard some very moving performances by
young bands, even all-state high school bands which were really excellent.

BD: You get many commissions. How do you decide which to accept and which to set aside?



KH: I wouldn't say that I get too many commissions, but it has worked out that I could accept
many. When I was approached a year and a half ago to write a concerto for Mr. Herseth and the
Chicago Symphony with Maestro Solti, there's not a choice to make. You have the perfect
commission there can be. It was the same when I was approached by the New York
Philharmonic. When I was younger, I was not approached by these great ensembles, so I
accepted most things that were offered. Today, it's a little different because there are young
composers with impressive amount of commissions. That stems from organizations like Meet the
Composer, who tries to arrange things. Also the National

Endowment for the Arts. That helps. In fact, I think that life for composers today is very good.
There are outlets and they can get commissions and be performed. Of course, one has to be
‘good' . ..

BD: Then let me ask that question - what contributes to being a ‘good’ composer?

KH: Ideas, definitely. Many scores will be refused by conductors and members of committees on
the basis that they are technically not as good yet. It would be like writing a proposal and making
grammatical mistakes. That would be terrible, and the same thing is true in music. If a composer
writes things that are impossibly wrong, or which don't exist, that's how they start to eliminate
some works from the stack.

BD: As Music Director of orchestras, is this how you select which pieces you will and will not
put on various programs?

KH: I am only a guest conductor, but in the past I have been a member of some committees, and
yes, it's true. If there is a competition for composers, there will be 500 or 600 scores. Another
committee will be there to eliminate those which are not technically very good. They will have
many good scores, and one has to arrive at a small number to make the final selection.

BD: When putting together symphonic programs, how do you balance the old works with new
ones?

KH: T like to do that. I like to play one modern composition in every program. I think the
audience will not rebel against that. They may not like the piece, but they accept it and this is not
a new idea. I remember Charles Munch in Europe and Talich in Prague and many others always
had a modern piece in subscription concerts. I think it has to be. Composers have a very difficult
task. We are competing against music of 300 or 400 years. Performers are different. They only
compete against other performers who are alive for the slot on the schedule. When selecting a
soloist, they are the ones who are available to perform. When selecting music to play, they take
Beethoven and all the rest, and eventually there is no place for the living composer.

BD: But aren't the performers competing against the memories and recordings of the past?
KH: In a sense, but the orchestra cannot engage Heifetz any more. To get a sold-out
performance, the might do only Beethoven, Brahms, Bach, and the audiences will definitely will

come.

BD: What do you expect of the audience that attends one of your works - either an old one or a
world premicre?

KH: T expect that they listen to the piece and not compare it to the style of Handel or Bach or
Beethoven because 1 don't write in that style. I admire those composers so much and they have



done it so well that I cannot compete with them on that level. But Beethoven didn't write like
Handel. It was a completely different style, just as painting is not only’ Rembrandt, Da Vinci,
Raphael. They are only part of the whole literature that we have. If I had been born in Asia, my
concept of art would have been very different. If I'd been born in Mesopotamia behind Turkey, 1
might say my style of art is truly beautiful and I don't need Beethoven. It would be wrong again,
but it shows that these composers were not part of a culture in other countries.

BD: So you are encouraging the expansion of everything,

KH: Yes, of all arts. Not too long ago, we didn't think of music as anything other than European.
Today we are interested in Javanese music and the culture of Tibet and many, many things.

BD: It's a good thing to always learn more?
KH: I think so. One has to learn constantly.
BD: In music, where is the balance between the artistic achievement and an entertainment value?

KH: I really don't know. I often wonder where that is. When I go to a concert, I don't think of it
as entertainment. I think that it will enrich me in some way. Entertainment, as wonderful as it is,
doesn't come too much to my mind. I like to hear light pieces, too, and there are some beautiful
excerpts from larger works I played on the violin. When I was a student in Prague, I was at a
concert or an opera practically every day. I remember how touched I was by hearing operas and
operettas that others considered simple. I took everything at its highest value.

BD: Why didn't you write operas?

KH: I didn't have the chance. I would have loved to, and maybe it's not too late for me. All
music has some function. I like to hear a light overture, but I also like to hear something
substantial in a concert. The problem is that some audiences come to a concert tired after a day's
work, and they would like the music to entertain them. Many times that doesn't happen because
the composer wants to be serious. We can't always write music just to entertain people. It's
amazing to say this because I've written some pieces which I call divertimento. That word means
to entertain. They are short pieces and I've had so much critique that they are too simple.

BD: But you do like them just the same?
KH: I do like them because I like to laugh and be happy and even talk nonsense sometimes.

BD: You've not written an opera, but you have written for the voice. Tell me the joys and
sorrows of writing for the human instrument.

KH: I've not written much, and the reasons are practical. By the time I thought I would like to
write for voice, I left Prague and went to Paris. So I had to capture and learn about the French
language. I read many French poets and would have liked to set them, but I wasn't ready. Then I
left and came to America and I thought I'd better wait before writing in English. I did set 12
Moravian Songs for voice and piano, but that used a Moravian text and it was translated. Then I
set some Henry David Thoreau, whom I admired, and I've also written An American Te Deum
which is about 46 minutes. That was for chorus and it was a great experience.



BD: Some of your music has been recorded. Is it special to get a broader audience in this
fashion?

KH: T guess it's one of the ways that a composer is known, but a concert is something that really
happens. That live experience lets me feel things and be in the middle of things. But recordings
arc a wonderful help to the composer to be heard on radio and in homes all over. That's part of
what life is today.

BD: Are you basically pleased with the recordings that have been made?

KH: Yes, I think so in general. The recording which the old Fine Arts Quartet made of my
Second and Third Quartets I still think is just terrific. 1 conducted a recording of the University
of Michigan Band of Music for Prague and Apotheosis, and just yesterday I spoke with one of the
Chicago Symphony brass players and he said it was one of his favorites! When you record with a
school or university ensemble, you think it's not as good or not on the professional level, but this
was a live concert and not a recording session. The Alard Quartet did my First Quartet, and the
Verdehr Trio did the Sonata a Tre and I'm most pleased.

BD: Is there ever a chance that the records can be too technically perfect because of the cut-and-
splice?

KH: That is true. That has happened in recordings earlier in my career. In 1954 in Paris we did
Bartok's Miraculous Mandarin. We had to make about 20 or 25 splices because we would
rehearse and record the first five minutes of it, then we took the next four or five minutes and
made two or three versions of each. But we had to splice it because sometimes a mistake would
happen and people would look for the mistakes in recordings. Perhaps today one doesn't do it as
much, but after maybe 30 splices, it was very good. I also did the Brahms First Symphony, and
was supposed to do the Prokofiev Cello Concerto, which is a symphony in itself, but that was
when I received a letter from Cornell asking if I was interested in coming to the US for three
years to teach composition. So, I abandoned the project because I was a composer first.

BD: Where is music going today?

KH: The fastest and the best description would be 'the same direction that the world is going,' so
we really don't know. In my case and in my thinking, music has mirrored the life we live in. You
can sce it backward. When you listen to Bach, it reflects the life and you can imagine it as it was
at that time. When you listen to Beethoven, after the Third Symphony, you know that there is a
revolution in Europe. It's in the music, too. But it was in literature and painting, and music was
probably the third in order. When you listen to Debussy, you know that he has gone into the
atelier of impressionistic painters and that he has read the poetry of the symbolists and
impressionists. When one listens to music of Berg, you can imagine the life in Vienna and all the
things that happened. When you listen to music of Kurt Weill, that was Berlin at that time. I
think my music also mirrors what is happening today. A lot of music does. So we have the high-
powered, twenticth century music and we also now have at the same time something very easy to
listen to and things in between. We are so different as people and we are so different as
composers. Diversity is today's trend and the music reflects that, too. There are so many good
things in the world and we dispose of them too fast. Some things are left untouched. Some




things are taken and others are not. That's in music, too. I'm sure there is beautiful music from
many gifted people, but we are too many composers. We are too many performers. We are too
many sports figures. The schools are turning out

so many professional athletes as well as so many instrument players. How many can get to that
top level? That's today's life.

BD: Do you feel that you are part of a lincage?

KH: Yes, I think so. In many ways I am a traditionalist. Perhaps not in that exact term, but I
have roots that came from the past. Philosophically, I am the son of somebody, not only in life
but also in music. Somebody gave me the help and knowledge and I have taken it from that
person who was my musical father and have tried to do something with it, and then pass it to
others. That's how it goes.

BD: You have worked with quartertones and polytonality. Are these things you have accepted
and rejected, or have they filtered throughout your music?

KH: They have filtered throughout my music. I think we have very good ideas today and I accept
new things. I'm not revolting against something new. On the contrary, I think there must be
some potential good in new things. Composers don't want to write bad music and alienate the
audiences. Even in revolutionary times, it's the necessity that the composer feels to do it. The
avant guard is the faction that keeps us going on ahead. We would become senile if that didn't
exist.

BD: Are you optimistic about the future of music?

KH: I .am. T think that there are so many excellent musicians and many very good composers.
Still I think that we have much more music today than we have ever had in the past. There may
be too many concerts to which audiences don't come, but later everything will be sorted out. We
will take what we need and what represents this period. The only music that will exist is that
which is accepted first by performers and then by audiences.

BD: Slonimsky says your music, "has been oxygenated by humanistic romanticism.” Is that
accurate?

KH: If to express human feelings - joy, love - is romantic, then I am romantic. Expressing a fight
for freedom must be romantic, too. I think that music can express these things and I don't want to
be a cercbral composer. I want to be inventive, to have a score that will reveal something
interesting and intriguing and sophisticated to the performer or conductor, .or to another
composer. At the same time, it must be musical and warm, and show that I care about other
people.

BD: Is composing fun?

KH: At some moments, it's fun. When it gets closer to the deadline, then it can be frustrating.
When you have time to think and prepare, it's fun. When it's the time to put things together, the
composer is not different from the manager of the orchestra who has to produce all the press

releases and meet people and make sure it's all done on time.
P

BD: Do you like meeting the public before or after concerts?



KH: I like to explain to audiences, when they ask me, what the composer is trying to achieve.

BD: Does that change from piece to piece, or are you trying to achieve something over a lifetime?
KH: It changes from piece to piece. But the audiences who are interested in the composer like to
listen. Even if they don't agree with me, they like to accept an explanation from a composer. [
like to say why I'm doing what I'm doing. People have the right to listen to it.

BD: Tell me about winning the Pulitzer Prize.

KH: The Pulitzer Prize is a very important prize, and the moment you receive it, it's like a zoom
on one moment in your life. Then it remains, but it doesn't mean that the works either before or
after arc either worse or better. The members of the Fine Arts Quartet submitted my Third
Quartet and didn't want to let me know - in case I didn't win.

BD: Does having the prize, then, focus too much attention on that piece?

KH: In my case, there seems to be more focus on Music for Prague. It's a curious thing because I
like other things just as much. Apotheosis of this Earth, for instance, or Concerto for Orchestra.
But it's Music for Prague that gets the attention.

BD: You're not sick of that one, are you?

KH: (laughing) No, no. There is enough narcissism left to fight this!
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