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• born in NYC 

• some 12-tone compositions 

• film scores in early 1960s 

• Reich worked with the San 
Francisco Tape Music Center 
along with Pauline Oliveros, 
Ramon Sender, Morton Subotnick, 
Phil Lesh and Terry Riley 

• tape loops for phasing patterns 

• minimalist??
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Demonstrators carrying photographs of a policeman 
Harlem, 1964

Soldier and burning building 
Watts, 1965

National Guard & protesters 
Newark 1967
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L U C I A N O  B E R I O  
( 1 9 2 5 - 2 0 0 3 )

• collage: a kind of cutting and pasting 

• Sinfonia (1968): sprawling composition 
for 8 amplified voices and orchestra 

• Second Movement: tribute to the slain 
civil rights leader Martin Luther King, Jr. 

• Third movement: based on third 
movement of Mahler’s Symphony No. 2 

• Mahler’s movement unwinds as 
background to a kind of “aural graffiti” 
by Berio, including spoken words, 
solfège syllables, allusions to Debussy, 
Bach, Beethoven, Brahms, Schoenberg























K A R E L  H U S A  
( 1 9 2 1 - 2 0 1 6 )

• born in Prague 

• 1939: affected by 
German the 
occupation

• postwar: fellowship to study in Paris (works with Honegger, some with 
Boulanger & Milhaud) 

• 1948: Czech govt. falls under Communist control—Husa refuses to go 
back 

• 1954: comes to United States as visiting professor of theory at Cornell 

• 1959: takes U.S. citizenship
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• Husa Hussite war song “Ktož jsú boží bojovníc”
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• two 12-tone rows

Zachary Cairns446

Studia Musicologica 56, 2015

the use of the first 4 measures from a Hussite war song (see Example 1) as a uni-
fying motive throughout, not unlike Smetana’s use of the same song throughout 
the “Tábor” movement of his Ma Vlast.6

Husa also employs two distinct twelve-tone rows as generators of pitch ma-
terial (Example 2). Additionally, militaristic sounds of snare drums and fanfare 
trumpets populate the score, and the sounds of battle are frequent throughout the 
piece, particularly during the first and last movements.

While Music for Prague uses these specific representational musical ideas, it is 
important to remember that, at this point in his life, Husa was creating his display 
of the resilience and strength of the Czech nation while being himself a citizen of 
the United States of America. He left Czechoslovakia and lived in Paris where he 
studied with Arthur Honegger and Nadia Boulanger from 1946 to 1954. During 
this time, he forfeited his Czechoslovakian citizenship and moved to the United 
States to accept a position in 1954 at Cornell University in Ithaca, New!York. 

  6. Smetana was not the only earlier Czech composer to draw from this war song. Byron Adams points out 
that this war song is also present in Dvořák’s overture’s My Home (op. 62) and Hussite Overture (op. 67) and 
Josef Suk’s symphonic poem Prague. See Byron Adams, “Karel Husa’s Music for Prague 1968: An Interpre-
tive Analysis,” The Instrumentalist 42/3 (October 1987), 20.

EXAMPLE 1 Hussite War Song “Ktož jsú boží bojovníc” [Ye warriors of god]

EXAMPLE 2 Two Primary Rows from Music for Prague 1968

Row A

Row B
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the piece in a program note aimed at a general audience, it is far from convincing 
on much more than a superficial level.

For example, in the excerpt shown in Example 3 , the trumpets and low brass 
play the war song. But the theme itself is presented in an extremely dissonant har-
monization, with a biting half-step crunch. Immediately following this purported 
outburst of resistance, the trumpets (who, earlier in the movement, used twelve-
tone fanfares to announce the arrival of the Soviet army)10 immediately abandon 
the Hussite theme to join the cause of the invading army, partnering with the mil-
itary drums in their syncopated rhythmic patterns (Example 4). As is easily seen, 
the mapping of “atonal/dodecaphonic music=invading army” and “Hussite war 
song=Czech resistance” cannot be applied with any degree of generality.

Rather than attempting to label certain musical elements as “Czech” and oth-
ers as “Soviet,” it is more important to take note of the ways in which Husa has 

 10. Sharp, “A Study of Orchestration,” 222.

EXAMPLE 4 Brass statement of “Ye Warriors of God” and the following measures,  
Music for Prague 1968, first movement, G–2–G+4, reduction
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submersed these apparently nationalistic or symbolic Czech elements in an entire-
ly Western European/American musical language. Example 5  shows the opening 
phrase of MfP.

The first sound in the piece is that of muted timpani, intoning the opening 
rhythm of the war song. A solo piccolo interrupts, playing what Husa describes 
as a bird call, which he sees as a symbol of freedom. Three soft, dissonant chords 
support this solo, and the four-measure phrase concludes with the timpani playing 
the next three notes of the Hussite theme. The timpani’s version of the war song 
is chromaticized: where the notes should be D–E–C, Husa instead surrounds the 
opening pitch with semitones, as D–E4–C3.11 The accompanying chords on the 
middle staff are taken from three-note segments of one of Row A (cf. Exam-
ple! 2 ).12 The piccolo solo in measure 2 is taken from this row as well. The E–
G3–D figure contains the row’s first two notes, followed by a high G5, the note 
found at order position 3.13 But the E that begins the piccolo solo is far out-of-
place: it should be at order position 9 in the row, and here it is found at the very 
beginning of the phrase. This note serves as a connecting pitch between the tim-
pani’s opening D, and its eventual resumption on E4 and C3. The E5 in the piccolo 

 11. Hartzell makes a similar point about the passing of the war song from timpani to piccolo and back, but 
layers a tonal reading (of the C3 as a leading tone) with which I disagree. See Hartzell, “Karel Husa,” 94.
 12. The A4 here is listed as order position “9,” even though order position 9 should actually be A3, as found 
in the primary row. An early sketch by Husa (shown here as Example 10 ), has this chord written with an A3 in 
place of the “incorrect” A4 found in the published score. To be clear, I do not believe this to be a publisher’s 
misprint, but I am uncertain of when and why Husa made the decision to change the sketched A3 to A4.
 13. Following the convention established by Andrew Mead, I will underline order position numbers to 
visually distinguish them from pitch-class integers. See Andrew Mead, “Large-Scale Strategy in Arnold 
 Schoenberg’s Twelve-Tone Music,” Perspectives of New Music 24/1 (Autumn–Winter 1985), 120–157.

EXAMPLE 5 First movement, measures 1–4, reduction
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– they are used exclusively with the parts of the music that represent the city of 
Prague itself. I believe that the strict integral serialism used here arose from more 
pragmatic concerns. Specifically, church bells chime at predetermined, regular in-
tervals, which can be easily expressed through strict control of note durations; the 
positioning of the bells around the city can be easily expressed through a similarly 
strict control of dynamics.16 If the metallic percussion instruments are supposed to 
sound like a large number of church bells ringing, then it is not difficult to see how 
an American composer in the late 1960s might find integral serialism as a perfect 
way to create a realistic depiction of that sound.

 16. Husa’s own performance note for this movement suggests that the composer was thinking spatially 
to some degree. He requests that the metallic instruments be spread across the entire rear of the percussion 
ensemble, rather than being in close proximity to one another.

EXAMPLE 6 Printed score of Music for Prague 1968, beginning of the third movement



H U S A  A N D  P O L I T I C S

• Music for Prague 1968, was just the first of several works in which he has 
demonstrated his engagement with social issues. For example, Husa has 
written that Apotheosis of This Earth for chorus and band or orchestra "was 
motivated by the present desperate stage of mankind and its immense 
problems with everyday killings, war, hunger, extermination of fauna, huge 
forest fires, and critical contamination of the whole environment." 

• Husa points out that such works are far outnumbered in his catalog by 
abstract sonatas and such, but allows, "I think there are times when we who 
write music or we who paint or we who write novels or poetry, we feel to a 
certain degree that we are chroniclers of our times. Bach did it with his 
music. I don't think he wanted to demonstrate anything in particular, but it's 
there in the music anyway. I think it's a natural thing that we are concerned 
about these matters and that we are not writing only music that is completely 
detached from life."



H U S A  A N D  P O L I T I C S

• Shortly after the Velvet Revolution overthrew the Communist government, Husa 
was invited to Prague in 1990 to conduct his own music. It was the first time in 
years that anything of his had been heard in the concert hall there, although 
some of his scores did circulate underground. "I didn't know how the orchestra 
and the audience would react, but the reception was great," he says, with 
lingering relief and pride. 

• In 1995, Czech President Václav Havel awarded Husa the State Medal of Merit, 
First Degree. (Husa was having surgery in America at the time, so he sent his 
youngest daughter to the ceremony after teaching her how to say "Thank you, 
Mr. President, for my father" in Czech.) 

• "Since then," he reports, "my music has been played much more in the Czech 
Republic. I have just received a very big article from a daily newspaper in Prague 
that says now I have become the 'prophet' there. Which is very nice, that I am 
now finally accepted at home."


