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World Music Forum in Tallinn
The author elaborates on the course and contents of the 4th World Forum on Music held in
Tallinn, Estonia, under the patronage of the
International Music Council, the European
Music Council and the Estonian Music
Council. The paper deals with areas that are,
according to the author, key ones – students´
initiatives and projects and new trends in music education in various countries around the
world. It is a great challenge for all those who
care about the future of Music Education and
the development of children´s musicality.
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KONVALINKOVÁ, J.
Eurythmy as a Movement Art and
a Teaching Subject of Waldorf
Pedagogy – Part I
Eurythmy is a movement art, by its mean an
individual should aspire after expression of his
or her personality in relation to a character of
a poetic or music piece. Helpful are characteristics, images or tuning of speech sounds,
tones, intervals and music keys. A deep human
spiritual experience can be reflected in a poetic
or in a music piece.
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Josef Bartoš – How to listen to music
“How to listen to music“ from 1916 is an
interesting testimony educational and awareness activities Czech musicology during the
First World War. The methodology of music,
condensed into six tutorials, remarkably synthesizes two didactic and aesthetic counterparts – an analytical approach in the spirit of
aesthetic formalism with interpretation along
the lines of the so-called expressive aesthetics.
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O hudbě anglicky –
Echoes of Czech Music in America (2nd part)
Stanislav Pecháček
I’d like to conclude with four historical
examples:
a) The first music from the Czech lands that
crossed the ocean was brought by Moravians
who settled in America during the 18th century,
chiefly in Pennsylvania and North Carolina.
They belonged to the Moravian-German religious group which was formed in the area
of Herrnhut, but they followed the religious
and musical tradition of the Bohemian and
Moravian Brothers. The latest edition of the
“Moravian Book of Worship”, published by
Moravian Church in America in Bethlehem
and in Winston-Salem in 1995, contains sixteen hymns with connections to Czech and
Moravian tradition, including songs by J. Hus,
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M. Kunvaldský, Lukáš of Prague, J. Roh and
others which were originally published in the
hymnals of the Bohemian Brethren during
the 16th century. It is gratifying that two chorales ascribed to Roh, “Join We All with One
Accord” and “Once He Came in Blessing,”
are now among the most popular hymns of
American Moravians. What a nice echo of historical Czech music in America after several
hundred years!
b) B. Martinů lived in the U.S.A. from 1941 to
1955. His symphonies were commissioned and
performed by the finest ensembles such as the
Boston Symphony, and by renowned conductors such as S. Koussevitzky and Ch. Munch. In
his immensely popular “Memorial to Lidice”,
Martinů commemorates the history of the

Czech village that was burned down during
the Nazi terror following the assassination of
the Reichsprotektor Heydrich. Martinů was, after Dvořák, the second most important Czech
composer who lived and worked in America.
However, unlike Dvořák, he had many great
rivals in America: immigrants from Europe
including Stravinsky, Bartók, Schoenberg
and Hindemith, as well as the Americans who
were bringing to life Dvořák’s conception of
American national music.
c) I have mentioned several important Czech
composers working and living in America in
the second half of the 20th century. Many of
their compositions have been well received,
and one achieved enormous success: K. Husa’s
“Music for Prague 1968”. The composition

which quotes the Hussite chorale “Thou Who
are God’s Warriors” was spontaneously written
to protest the occupation of Czechoslovakia
by Soviet troops in August 1968. This work in
its original form for band and its subsequent
symphonic version was performed about seven
thousand times in the 1970s and 1980s – not
only because of its timely appeal, but also because of the excellence of Husa’s music.
d) Other echoes of Czech music in America
are somewhat surprising to native Czechs. As
consequence of today’s American efficient
musicology and excellent performing arts,
Americans have been exploring Czech music more and more deeply from their own
point of view. One can meet them every day,
doing research in Czech musical archives
or libraries in Prague, Brno, or Kroměříž.
They may be eager to introduce the first
modern performance of an interesting,
as yet undiscovered piece. Modern performances of the remarkable masses and the
“Requiem Claudiae Imperatricis” of P. J.
Rittler, thanks to J. Kite-Powell, premiered
in Tallahassee, Florida, in the 1990s, rather
than in Olomouc or Kroměříž where this
Baroque composer of the 17th century lived
and left his manuscripts. The conference
and festival “Dvořák in Boston” included
first performances of compositions based
on Dvořák’s American sketches. There has
not been any comparable festival in the
Czech Republic in the last few years. A future conference and festival on A. Michna
z Otradovic, planned for December 2000 in
Santa Barbara, California is also expected to
be a great success.1 American musicologist
M. Beckerman’s question to me was typical:
do Czechs know the value of Michna’s music? I am sure that some Czechs know, but
lack of money, capacities, performers, and
public interest in the numerous treasures
of Czech music has made them passive. The
rediscovery of Czech music by Americans,
West Europeans and Japanese may be a pity
for contemporary Czech musical culture,
but is it not a wonderful thing for the musical world?
Vocabulary

chiefly
worship
hymnal
brethren (pl.)
gratifying
commission
immensely

především, zejména
pobožnost, bohoslužba
kniha hymnů, zpěvník
bratři, krajani (zast.)
potěšitelný, radostný
objednat
ohromně, nesmírně

This conference did not take place as planned,
but it is hoped that it will take place in the future.
1

assassination
eager
sketch

atentát
dychtivý, nedočkavý,
netrpělivý
náčrtek, skica
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O hudbě anglicky – Instrumental Groups

For all instrumentalists, one of the most
challenging and rewarding of all musical
experiences is to play with others. The name
given to music for a small number of players,
each having his own line of music to play, is
chamber music – literally “room” or domestic
music. The performance of chamber music
requires long and careful rehearsal since inaccuracies of any kind show up very clearly
in the instrumental texture. The performers
therefore have to rely on each other to regulate
the tempo, balance, and light and shade of
the piece. The difficulties of playing chamber
music are the very aspects that most musicians
enjoy. Many groups meet rather in the spirit
of the early chamber musicians – that is, to
make music principally for their own enjoyment rather than with any thought of a specific
public performance.
One of the most popular instrumental
groups is the duo. The various duo combinations are many, but the commonest is that of
a “melody” instrument, such as a violin or
clarinet, with an “accompanying” one, such
as a harpsichord or piano. In many ways combinations of this type are ideal; a keyboard
instrument, capable of supplying a full, rich
accompaniment, is a perfect foil for single-note
instruments, but can also take the role of soloist when a contrast is required.
A natural extension of the duo is the trio.
A trio can be any combination of three instruments, but one of the most popular has been
that of a keyboard instrument with treble and
bass melody instruments – a grouping that
provides wide melodic and tonal range.
The string quartet is probably the bestknown of all chamber ensembles. As instrumental groups go, it is a comparatively new
grouping – the first important examples of
string-quartet writing date from the end of
the eighteenth century. It consists of two violins, a viola and a cello. The string quartets
homogeneity of tone colour makes it an outstandingly successful combination. Some of
the very finest chamber music, notably works
by Haydn, Mozart, Beethoven and Dvořák, are

for string quartet. Debussy, Ravel and Bartók
also wrote for this ensemble, exploiting the
different sonorities of the instruments and
combining them to produce unusual textures.
The standard formation of the wing quintet is flute, oboe, clarinet, bassoon and horn.
This grouping lacks the unified tone colour
of the string quartet but can offer a composer
five completely contrasting timbres. In larger
groups – particularly those involving woodwind and brass instruments – attention has to
be paid to the seating of players. In the absence
of a conductor the players need to be able to
see each other easily. Also, the balance of the
different instrumental sounds need to be just
right; the flautist, for instance, usually directs
his flute towards the audience to maximize the
volume while the horn-player ensures that the
bell of his horn is directed slightly away from
the audience. Arrangements obviously change
according to the acoustics of the room or hall.
The sextet has been less popular with composers than smaller ensembles. Composers
have tended to favour using pairs of instruments; e.g. the grouping of two clarinets, two
horns and two bassoons is for Beethovens
Sextet op. 71.
Combinations of seven or more instruments
are comparatively rare, though septets, octets
and nonets have been written by several composers, including Ravel, Mendelssohn and
Spohr. Writing for such combinations is very
difficult and, with some exceptions, composers
have tended to use techniques more usually
associated with the composition of orchestral
music than chamber works. An exceptionally
large group of instruments was used by Mozart
in his Serenade, K. 361, scored for two oboes,
two clarinets, two basset horns, two bassoons,
four horns, and double-bass (or contrabassoon); for large ensembles such as these,
a conductor is usually necessary.
Vocabulary

challenging
rewarding
inaccuracies
foil
treble
lack
bell

podnětný
vděčný, užitečný
nepřesnosti
doplněk, pozadí
diskant, soprán
postrádat
zvon, kalich
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