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Jemné nuance mezi tony.
O cem vypovidaji dokumenty
z pozustalosti Aloise Haby

VLASTA REITTEREROVA

Poz&stalost umélce predstavuje zasadni pramen k poznani jeho Zivota, procesu tvorby
a dobovych souvislosti, osvétluje jeho pfimé kontakty i vedlejSi vztahy. V pFipadé tak
mnohostranné osobnosti, jakou byl Alois Haba (1893-1973), to plati v pIné mife. Habova
rozsahla pozUstalost, ulozena v Narodnim muzeu - Ceském muzeu hudby (CMH), poskytu-
je nescetné, v mnoha pfipadech mozno fici klicové dokumenty k situaci v hudebnim Zivoté
mezi dvéma svétovymi valkami i v dobé povaleéné a zahrnuje také mimohudebni oblast.
Je v ni soustfedén material, dokumentujici spolecenské, kulturni a politické souvislosti
doby v jejich vyvojovych proménéach a zvratech. Nasledujici stat charakterizuje pozUstalost
jako celek a jeji okruhy a uvadi nékteré konkrétni priklady k méné znamym faktlim.*

Je témer jisto, ze vsechny zvukové prostiredky hudebniho vyrazu, jez se daji kombi-
nacné odvoditi z palténové soustavy, jsou jiz zde. Nové hodnoty umélecké v této sou-
stavé 1ze vytvoriti jen rozdily v hudebnim slohu. AvSak ani vlastni sloh nedovede vzdy
uspokojiti, nevyhovuje-li tviir¢i povaze a vnitrnimu slySeni hudebnich predstav tonovy
material. Ovladam jej v ptltonové soustavé, ale nehodi se mi k hudebnimu vyrazu
pro mou dalsi tvorbu.?

Tato slova napsal Alois Haba ve své prvni samostatné tiskem vydané publikaci z roku
1922. Narodil se v méstecku Vizovice na Moravském Slovacku, v détstvi ho vyrazné ovliv-
nila lidova kultura, v obdobi dospivani béhem studia na ucitelském dstavu v Kroméfizi
tamni patrioticky orientovani ucitelé. Je jednim z nejznaméjsich zak( Vitézslava Novaka,
studia dokon¢il u rakouského skladatele Franze Schrekera ve Vidni a Berliné. ProSel bojisti
prvni svétové valky, podafilo se mu dostat k praci v tylu pfi tiskovém Ustfedi rakouského
ministerstva valky, kde se podilel na velkém nedokonéeném projektu sbéru vojenskych
pisni, a sbératelskou ¢innosti se zabyval i pozdéji na Slovacku.® Velice brzy se pfipojil k nej-

hudebnich spolk( a predevsim v Mezinarodni spole¢nosti pro soudobou hudbu.* Tricet let,

1) Pokud neni uvedeno jinak, jsou citované dopisy a dalSi dokumenty soucasti pozlstalosti, ktera se nachazi
ve stadiu zpracovani. Jednotky dosud nejsou opatfeny inventarnimi Cisly a signaturami.

2) HABA, Alois: Harmonické zaklady Gtvrtténové soustavy, Hudebni matice Umélecké besedy, Praha 1922,
uvedeny citat na s. 6.

3) REITTEREROVA, Viasta: Folkloristicka epizoda Aloise Haby, Opus musicum, roé. 40, &. 2, 2008, s. 4-13.

4) International Society for Contemporary Music (ISCM), Internationale Gesellschaft fir Neue Musik (IGNM),
Société Internationale de Musique Contemporaine (SIMC), zalozena roku 1922 v Salcburku, oficialné jako
mezinarodni organizace od roku 1923 s Gstfedim v Londyné.
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az do svého penzionovani roku 1953,
byl pedagogem prazské konzervatore.
Inicioval stavbu novych hudebnich na-
strojd, plsobil jako hudebni propagator
a organizator, teoretik, polemik, kul-
turni politik, divadelni feditel, hudebni
publicista a kritik, uplatnil se také jako
libretista a svérazny filozof. RGzné akti-
vity tvorily nedilnou soucéast profilu jeho
osobnosti, nejen pouhy doplnék tvirci
cinnosti.

Do svéta ,nové hudby“ Haba vtrhl
takrka raketovou rychlosti. Ve tficeti le-
tech uz nebyl mladik, u néjz by se po-
dobné vykroceni na neprobadanou ces-
tu dalo nazvat mladickou nerozvaznosti.
V prosinci 1920 se uskutecnilo provede-
ni jeho pozdné romantické Ouvertury,
op. 5, absolventské prace ve tfidé Fran-
ze Schrekera na berlinské Hudebni aka-
demii. Nasledujiciho roku v Cervenci za- o raie 0. l6ta 20. stoleti / Photograph, 1920s
znél pfi zahajovacim koncertu festivalu ~ NM-CMH &. p¥. / Acquisition number 40/90
»,Donaueschinger Musiktage® vznikem
o rok starsi Smyccovy kvartet ¢. 1, v némz se uzZ sice projevoval Habuyv silny sklon k chro-
matismuim, stale vSak zlistaval v oblasti ,kultivace tematické prace podle vzoru Johanne-
sa Brahmse*“,% jak Habu vedl jeho uditel Franz Schreker.® O to vétsi pfekvapeni zpUsobilo,
kdyz 3. ¢ervna 1922 pri zahajovacim koncertu ,Tonklinstlerfestu“ v Disseldorfu, jehoz
poradatelem byl Allgemeiner Deutscher Musikverein, zaznéla Habova Symfonicka fanta-
zie pro klavir a orchestr, op. 8 a Haba v této souvislosti prohlasil, Ze je to jeho ,posledni
dilo v plltdnovém systému*“.®8 Své proklamované rozlouceni s pultonovou hudbou pfitom
stvrdil kompozici, kterou vétSina kritik(i odsoudila jako naprostou absenci hudby, tryzen
pro hudebniky i posluchace, jako pfipad, kdy skladatel sice o svych zamérech vzletné ho-
vorfi, avSak vysledek je zvukové neuspokojivy, a vyslovila politovani nad talentem, ktery se
védomé vydava na scesti.

Alois Haba

5) HAUSLER, Josef: Spiegel der Neuen Musik: Donaueschingen, Kassel 1996, s. 30. Josef Hausler, byvaly
pracovnik stanice Stidwestfunk v Baden-Badenu, byl rovnéZ v kontaktu s Aloisem Habou. Hausler mél podil
na zafrazeni premiéry Habova Smyccového kvartetu ¢. 12, op. 90 na program ,Donaueschinger Musiktage“, kde
zaznél v 15. fijna 1960 v provedeni Novakova kvarteta, a na jeho natoCeni pro Stdwestfunk tymzZ souborem
13. fijna 1960.

6) Hablv Smyccovy kvartet ¢. 1, op. 4 v plltonovém systému zaznél v Donaueschingenu 31. cervence 1921 spolu

se skladbami Ernsta Kfenka a Wilhelma Grosze, rovnéz zaku Franze Schrekera.
7) Sdlistou byl Eduard Erdmann (1896-1958), dirigentem Karl Panzner.

8) Znacka E. S., in: Rhein-Westfalische Zeitung Essen, 6. ervna 1922. Vystfizky s kritikami, které si Haba
nechal pofizovat vystfizkovou sluzbou, jsou soucasti pozlstalosti.
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Ziskani pozustalosti a jeji charakteristika

PozUstalost Aloise Haby pfesla do majetku Narodniho muzea - Ceského muzea hudby
v nékolika etapach. Jeji posouzeni a postupné prevzeti bylo vysledkem pomérné kompliko-
vaného procesu, zapficinéného zménami Habovy zavéti v poslednim obdobi Zivota a v dU-
sledku toho naroky, uplatnovanymi na jedné strané Habovou vlastni dcerou z prvniho
manzelstvi Milusi Ziegenfussovou® jakozto dédickou ze zakona, a jeho druhou manzelkou
Emilii Stursovou.® Posledni znéni Habovy posledni ville bylo sepsano den pred jeho smrti,
17. listopadu 1973. Jim zrusil ,veskeré své posledni vile“ a ustanovil manZelku dédickou
podilem 5/8 veskerého svého majetku a dceru podilem 3/8; Habovou rukou je pfipsano:
,V pripadé ztraty prvopisu plati tento koncept.“** 8. dubna 1974 pak byl vyhotoven Stat-
nim notarstvim pro Prahu 4 ,Protokol ve véci dédictvi“ po Aloisu Habovi. Habova dcera
vdak se zmé&nou zavéti vyrazné zvyhodnujici Emilii Stursovou nesouhlasila, jak doklada
dokument ze 17. Gnora 1975,*2 ktery obsahuje také ocenéni hudebnich nastroji z Habova
vlastnictvi.® Jednani se z(éastnil pracovnik Ministerstva kultury CSSR Richard Klos, ktery
upozornil, Ze vSe, co souvisi s Habovym povolanim, je narodni pamatkou a bude sepsa-
no a projednano zvlast. ZaleZitost pozUstalosti tim nekonéila. Emilie Stursova datovala
10. kvétna 1975 Statnimu notarstvi pro Prahu 4 ,0pétny navrh na vyporadani dédictvi
po A. Habovi“, v némz uvadi, Ze se s Habou seznamila roku 1946 v Divadle 5. kvétna
a blize pfi inscenaci jeho opery Matka pro Maggio musicale ve Florencii roku 1964.%
Podle ni si Haba ,stéZoval na nepochopeni, které se jeho objevnému hudebnimu uméni
[doma] dostava, zatimco v ciziné je predmétem obdivu a nadSeni*, a projevil obavy o osud
dila po své smrti. Stursova uvadi, Ze ji Haba v zavéti ze 4. 3. 19735 ustanovil univerzalni
dédickou a vyslovné si pral, aby bydlela v domku ¢. 409 v Podoli s tim, Ze pietné uchova
jeho pracovnu s hudebnimi nastroji, knihovnu a rukopisy. 29. kvétna 1975 je datovan
sedmnactistrankovy strojopisny soupis ¢asti pozlistalosti, ktery pofidil pracovnik Ceského
hudebniho fondu Antonin Cubr.

9) MiluSe Habova, provd. Ziegenfussova (1932-1988).

10) Emilie Brozkova, rozv. Stursova (1907-1986).

11) Pfedchazel jiny, nedatovany koncept, psany cizi rukou, kde jsou rovnéz jmenovany obé dédicky, Emilie
Stursova jako pfitelkyné, s niz Haba hodla uzavfit shatek, a dcera MiluSe, kazda s polovicnim podilem. Snatek
Aloise Haby a Emilie Stursové byl uzavien 21. 7. 1972 na Praze 4.

12) Statni notafstvi pro Prahu 4 ze dne 17. Unora 1975. Obsahuje zaznam ,vyjadreni pozlistalé manzelky
[Emilie Stursové] k tvrzeni a navrhim pozlistalé dcery M. Ziegenfussové“. Doklad stvrdil platnost zavéti a navrhl
vyslechnout celkem 32 svédkd. Mezi nimi jsou jmenovani Jifi VyslouZil, Jifi Pauer, Viktor Jufina, Vaclav Kucera,
Stépan Lucky, Karel Reiner, Josef Palenicek, S. Ostrazi [! - spravné Slavek Ostrezi], Josef Horak.

13) Harmonium 1/4tonové skladaci prenosné Forster (5 000,-), harmonium 1/4tonové Forster (20 000,-),
harmonium 1/6tonové Forster (35 000,-), pianino Forster (25 000,-), kytara Luby rok vyroby 1950, poSkozena
(200,-), kytara 1/4tonova Luby, poskozena (200,-), housle Jan Basta, opravované (250,-). Dale se uvadél gramofon
Columbia na péro (100,-), 21 gramodesek mono (21,-), harmonika Weltmeister, poskozena (800,-) a magnetofon
Grundig (1 000,-), o némZ E. Stursova prohlésila, Ze ji ho Haba koupil k vykonu povolani. Emilie Sturspvé byla
tanecnice a choreografka. Viz REITTEREROVA, Viasta: Témér anonymni torzo. Informace o Milu Stursové-
-Brozkové, in: Stopy tance, Sbornik praci Ustavu pro tanec¢ni védu pfi HAMU Praha, ed. Dorota Gremlicova, Praha
2008, s. 88-100.

14) Nastudovani Matky pro Maggio musicale bylo tfeti a dosud posledni inscenaci této opery vliibec. Svétova
premiéra se uskutecnila (v némciné) 17. kvétna 1931 v Mnichové, Ceska premiéra 23. kvétna 1947 ve Velké
opere 5. kvétna (dnes Narodni divadlo - Statni opera Praha).

15) Kopie ani opis tohoto dokumentu se v pozUstalosti nenachazi.
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Nasledovaly vSak dalsi roky pratahl. Konecny posudek o umélecké pozlistalosti Aloise
Haby byl vyhotoven 29. ledna 1980. Usneseni o dédictvi vystavila Emilii Stursové Advokat-
ni poradna 2, Praha 2 (JUDr. Oldfich Horak) 25. listopadu 1981. Soupis ¢asti pozUstalosti
nabidnuté k prodeji byl pofizen 11. fijna 1984. Prvni &ast byla odkoupena CMH od Miluse
Ziegenfussové a Emilie Stursové-Habové 30. listopadu 1984 (¢. pt. 163/84). Tato ast
obsahovala na tfi sta Habovych notovych autograf(, provoznich opist a tiskl jeho skladeb
a soubor gramofonovych desek, ktery byl pfedan do fondu fonotéky CMH. Emilie Stursova
zemrela v kvétnu 1986, fizeni pak preslo na jeji sestru Jifinu Melicharovou. Druhou ¢ast
pozlistalosti, v niZ byla podstatna ¢ast Habovy korespondence, zakoupilo CMH 1. listo-
padu 1988 od Miluse Ziegenfussové a Jifiny Melicharové (¢. pf. 52/88), tfeti ¢ast s dalsi
korespondenci, osobnimi a rodinnymi doklady,*® diplomy, tiskovou dokumentaci, dalSimi
hudebnimi tisky a rukopisy pak od Habova vnuka lvana Ziegenfusse a Jifiny Melicharové
(G. pt. 27/89). Poslednim dédicem v fadé se po smrti Jifiny Melicharové stal jeji vnuk
Ing. Jan Andreska, jenz je dnes vlastnikem dédickych prav spolu s Ing. lvanem Ziegen-
fussem. DalSim krokem v ziskani pozUstalosti byly dvé kupni smlouvy z 25. fijna 1990
s Ilvanem Ziegenfussem a s Janem Andreskou (oboji €. pf. 40/90). Zahrnovaly fotografie,
dalsi tiskovou dokumentaci, nenotové i notové rukopisy, dodatek korespondence a knihy.
Posledni nakup se uskutecnil roku 1992 od Ivana Ziegenfusse (knihy a ¢asopisy).

Habova pozUstalost je nepfehledna, jednotlivé polozky maji velmi rozdilnou historic-
kou hodnotu. Haba soustfedoval vSe, co se tykalo soukromych i vefejnych zalezitosti, coz
také ztézuje spolehlivé rozliseni dokumentarné vyznamného a podruzného materialu.’
Zpracovani pozlstalosti s cilem vyhotovit inventar zapocalo po predbéZzném roztridéni,
provedeném pracovniky CMH, roku 1995. Na zakladé roéni podpory udélené Ceskym hu-
debnim fondem se na ném podilela trojice tehdejSich studentl hudebni védy Filozofické
fakulty Karlovy univerzity Jan Kachlik, Tomas Novotny a David Stranofsky pod dohledem
Vlasty Benetkové (Reittererové). Byly vytvoreny zakladni reSerSe Casti korespondence
(cca 3 800 jednotek), prace vSak v daném ¢asovém limitu jednoho roku nemohla byt
dokonéena. Zpracovani pozUstalosti pak prerusilo stéhovani CMH z Velkoprevorského na-
mésti do nynéjsiho sidla v Karmelitské ulici.

Roku 2003 bylo pfi Ustavu hudebni védy Masarykovy univerzity v Brné zalozeno Cent-
rum pro vyzkum dila Aloise Haby (Center for Research on the Works of Alois Haba) a ziska-
ny grant umoznil ve zpracovani pozlstalosti pokracovat,*® resp. znovu zacit, nebot po pre-
stéhovani fondu se musely dosavadni zaznamy prekontrolovat a teprve potom se mohlo
prikroCit k ¢lenéni do tematickych oddilli a prejit postupné k dalsim soucastem fondu.

16) Doklady Habova rodu, rodiny Habovy prvni manzelky Emilie, roz. Rolencové (1908-1972), a rovnéz nékteré
pisemnosti Emilie Stursové.

17) Prvnizpravu o uloZeni a charakteru pozustalosti podal ANDRESKA, Jan: Der NachlaB Alois Habas, in: Horst-
Peter Hesse - Wolfgang Thiess: Gedanken zu Alois Haba (= Wort und Musik. Salzburger akademische Beitrage
35), Anif/Salzburg 1996, s. 101-102.

18) Vedouci projektu Lubomir Spurny, ¢lenové tymu Vlasta Reittererova, Tereza Horlitz (roku 2006 presidlila
do Némecka), Ondfej Pivoda, odborny konzultant Jifi Vyslouzil. Bibliografické odkazy v tomto ¢&lanku
poukazuji k publikovanym statim, vytvorenym v ramci tymového projektu Centra pro vyzkum dila Aloise Haby
(GA 408/05/0375, GA 408/09/0404).
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Prvnim konkrétnim, knizné vydanym vystupem se pak stalo publikovani katalogu Habovy
kompozi¢ni tvorby,*® vzniklého na zakladé detailni prace s prameny ulozenymi v pozUsta-
losti a dalSimi zjiSténymi zdroji informaci. V sou¢asné dobé probiha zaroven s dokoncéova-
nim zpracovani Habovy pozUstalosti a vytvofenim inventare vybér materialu k vytvoreni
online edice vyboru z korespondence.?°

Rozmanitost fondu

Habova notova pozUstalost neobsahuje pouze viastni tvorbu skladatele, nybrz také hu-
debniny, které si opatioval jako studijni material, skladby soucasniki ziskané jako dary
a skladby zaki, véetné nékolika autografd. K Habové vlastni tvorbé je zachovan rovnéz kon-
volut skic a particellovych nacrtkl. S celkem Habova dila souviseji rukopisy jeho prednasek,
privodnich textl k vlastnim skladbam, rukopis druhého dilu jeho Nauky o harmonii, vydany
tiskem teprve roku 2007,%* a dalsi texty, slouZici k pochopeni Habova teoretického mysleni.??
Jsou zde koncertni programy a programy festival(l, na nichz byly uvadény Habovy skladby,
a programy dalSich kulturnich podnikd, které Haba navstévoval a v nichz se zhusta vyskytuji
jeho glosy. Ikonograficka ¢ast zahrnuje fotografie rodinné, z koncertt, divadelnich predsta-
veni a festivall ¢i z navstév v ciziné. V pozUstalosti je znacny pocet hudebnich ¢asopist,

do nichz Haba prispival, které odebiral ¢i dostaval od zahrani¢nich kolegu.

Idealni hodnota pisemnosti v pozlistalosti je vzhledem k Habovym rozsahlym mezina-
rodnim kontaktlim nesmirna. Korespondence, kterou ved! s jednotlivci i institucemi, zahr-
nuje ¢asovy lUsek 1915-1973 a obsahuje pres 8 000 polozek. Jsou v ni zastoupeny vyraz-
né domaci i zahrani¢ni osobnosti hudby 20. stoleti, napf. dirigent Karel Ancerl, skladatel
Fritz Blchtger a dirigent Hermann Scherchen, ktefi se zaslouZili o svétovou premiéru Ha-
bovy opery Matka; Vitézslava Kapralova, ktera pred odchodem do Francie usilovala o stu-
dium u Haby, i jeji otec Vaclav Kapral;? filozofka a muzikolozka Lotte Kallenbach-Greller,
s niz mél Haba mezi roky 1923-1926 Uzky osobni i pracovni vztah;?* litevsky skladatel
a Hablv zak Jeronimas Kacinskas; brnénsky rodak a prvni interpret Habovych klavirnich

19) SPURNY, Lubomir - VYSLOUZIL, Jifi: Alois Héba. A Catalogue of the Music and Writings, KLP - Koniasch
Latin Press, Prague 2010.

20) REITTEREROVA, Vlasta - SPURNY, Lubomir: Re¢ autografti: k problematice zpracovani pozistalosti Aloise
Haby, Opus musicum, ro¢. 46, ¢. 6, 2011, s. 31-37.

21) HABA, Alois: Harmonielehre des diatonischen, chromatischen, Viertel-, Drittel-, Sechstel-, und Zwélftel-
Tonsystems |l, ed. Horst-Peter Hesse, némecky preklad Véra VyslouZilova, 2 sv., Norderstedt 2007. K tomu také
VYSLOUZIL, Jifi: O nalezu a vydani Habovy Nauky o harmonii z roku 1943, in: Muzikologické kolokvium Ustavu
teorie hudby, AMU, Praha 2005, s. 15-20.

22) SPURNY, Lubomir: Pokus o typologickou charakteristiku Hébovy teorie, Hudebni véda a vychova, roé. 7,
1996, s. 31-45; tyz: Mezi radem a chaosem: prispévek k principu Habova hudebniho myslenti, Sloven§ké
hudba, roc. 30, 2004, s. 114-119; tyz: Habova Neue Harmonielehre - Alois Haba a Arnold Schénberg, in: Ziva
hudba, Sbornik Ustavu teorie hudby HAMU, ro€. Xlll, Praha 2004, s. 51-58; tyz: Harmonie v nesnazich. Nékolik
poznamek k Habové Neue Harmonielehre, Hudebni véda, ro¢. 44, ¢. 3-4, 2007, s. 261-288, némecky jako: Was
ist neu an Habas ,Neuer Harmonielehre“?, Zeitschrift der Gesellschaft fir Musiktheorie, ro¢. 4, ses. 3, 2007,
s. 25-35.

23) VHORLITZ, Tereza: Vitézslava Kapralova jako Habova Zacka?, Opus musicum, ro¢. 38, ¢. 4, 2006, s. 10-14;
taz: Sest dopist Vaclava Kaprala Aloisu Habovi, Opus musicum, ro¢. 39, ¢. 1, 2007, s. 16-19.

24) REITTEREROVA, Vlasta: ,Jsem z onéch vzacné se vyskytujicich typt muzt, ktefi radéji slouzi, chrani...“, Opus
musicum, ro¢. 41, ¢. 1, 2009, s. 15-29 (1. ¢ast); €. 2, s. 4-22 (2. ¢ast).
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skladeb Felix Petyrek; Hablv slovinsky zak Slavko Osterc;?® saxofonista Sigurd Rascher;
basnik Hans Reinhart a jeho bratr mecenas Werner Reinhart; predstavitelé a ¢lenové Me-
zinarodni spolecnosti pro soudobou hudbu (ISCM), mezi nimi jeji prezident Edward Dent,
ukrajinsko-polsky skladatel Jozef Koffler, Spanélsky skladatel Roberto Gerhard?® ¢i Anton
Webern; kolegové z dob videnskych a berlinskych studii, z nichZ se mnozi stali Habovymi
celozivotnimi prateli (napf. Hanns Eisler, Ernst Kfenek) a dalSi znami z dob jeho pobytu
v Némecku. Jsou zde dopisy Habova ucitele Vitézslava Novaka,>” Habova zaka a pozdé-
ji spolupracovnika v Divadle (Velké opere) 5. kvétna Karla Reinera a svédectvi dalSich
kontaktd - trvalych, i omezenych na Gzké Gasové rozmezi. S Habou byli v pisemném sty-
ku také néktefi predstavitelé ruské, posléze potlacené avantgardy, mezi nimi i prikopni-
ci Ctvrttonové hudby, napf. vnuk Nikolaje Rimského-Korsakova Grigorij Rimskij-Korsakov
a lvan VysSnégradskij (Wischnegradski), s nimz Haba sdilel prvni plany na myslenku kon-
strukce Ctvrttonového klaviru.?® V teoretickych otazkach si Haba vyménoval nazory napf.
s Josefem Rozsypalem z Kroméfize, Mordecaiem Sandbergem,?® mexickym skladatelem
Julianem Carrillem, italskym skladatelem a teoretikem Edoardem Cavallinim ¢&i s fyzikem
a konstruktérem varhan s oktavou o 31 ténech Adriaanem Danielem Fokkerem.3°

Vyznamnou soucast korespondence predstavuji dopisy, vztahujici se k ¢innosti Ces-
koslovenské sekce ISCM a piipravy jejich festival(l, konanych v Ceskoslovensku.3 Archiv
k ¢innosti sekce mezi valkami dnes neexistuje a listinné dokumenty v Habové pozUstalosti
tak (kromé zprav v dobovém tisku) predstavuji neobycejné vyznamny pramen.3? Dal$im
dilezitym zdrojem informaci je korespondence, vztahujici se k zalozeni Spole¢nosti pro
hudebni vychovu.*?

25) REIﬂEREROVA, Vlasta: The Haba ,School“, Czech Music (dnes Czech Music Quarterly), ¢. 3, 2005, s. 9-16;
REITTEREROVA, Vlasta - REITTERER, Hubert: Alois Haba - Slavko Osterc: Briefwechsel 1931-1940, in: Musik-
geschichte in Mittel- und Osteuropa (= Mitteilungen der internationalen Arbeitsgemeinschaft an der Universitat
Leipzig, H. 10), eds. Helmut Loos - Eberhard Mdller, Leipzig 2005, s. 156-168, a online dostupny z: http://
www.gko.unileipzig.de/fileadmin/user_upload/musikwissenschaft/institut/arbeitsgemeinschaft/musikerbriefe/14_
ReittererEd.pdf.

26) Vybér korespondence s predstaviteli a ¢leny ISCM publikovan in: REITTEREROVA, Vlasta - REITTERER,
Hubert: Musik und Politik - Musikpolitik, Miscellanea musicologica XXXVI, Univerzita Karlova Praha, 1999,
s. 129-310.

27) BENETKOVA (= Reittererova), Vlasta: Korespondence Vitézslava Novaka Aloisu Habovi, Hudebni véda,
ro¢. 32, ¢. 3, 1995, s. 314-321.

28) REITTEREROVA, Vlasta: Hudebni uméni jako realizovana pravdivost. Podil Aloise Haby na stavbé a propagaci
Stvrttonového klaviru, Hudebni véda, roc. 45, ¢. 1-2, 2008, s. 125-179.

29) Mordecai Sandberg (1897-1973) pochazel z nékdejsi Moldavie a byl spoluzakladatelem sekce ISCM
v Palestiné (1927). Povolanim byl IékaF, pozdéji se orientoval na tzv. pfirodni medicinu a byl rovnéz jednim
z prikopnikd mikrointervall. Vyvinul vlastni ,univerzalni tonovy systém“ jako syntézu mikroténl, uZivanych
v hudbé Vychodu i Zapadu. Habovi adresoval ¢tyfi dopisy mezi roky 1926-1929, v nichz jej informuje o snaze
zaloZit Institut pro Novou hudbu v Jeruzalémé.

30) Viz také REITTEREROVA Vlasta: Alois Haba - Experimentator oder Eklektiker?, in: Littera Nigro scripta
manet. In honorem Jaromir Cerny, eds. Jan Bata - Jifi K. Kroupa - Lenka Mrackova, Praha 2009, s. 179-206.
31) BENETKOVA (= Reittererova), Vlasta: K historii Seskoslovenské sekce Mezindrodni spoleénosti pro soudobou
hudbu a jejicf] festivalt, Hudebni véda, roé. 33, ¢. 2, 1996, s. 139-158; ¢. 3, 245-259; ¢. 4, 337-356;
REITTEREROVA, Vlasta: Alois Haba und die tschechoslowakische Sektion der IGNM: Niederlagen und Siege,
in: Aspekte der Musik, Kunst und Religion zur Zeit der Tschechischen Moderne (= Martind-Studien 2), eds. Ales
Brezina - Eva Velicka, Peter Lang, Bern 2009, s. 237-250.

32) Vybér z dopisu vztahujicich se k Cinnosti ISCM viz op. cit. v pozn. 26.

33) Vybér publikovan tamtéz.
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ObsaZznou cast korespon-
dence tvofi dopisy Habovych
Zakl. Mnozi z nich udrZovali
s Habou dlouholety kontakt,
ktery se v fadé pfipadd pro-
ménil v pratelstvi. Patfi k nim
jiz zminény litevsky skladatel
Jeronimas Kacinskas, slovinsti
skladatelé Slavko Osterc,®* Mi-
lan Risti¢ a Dragutin Colié, Vo-
jislav Vuckovi¢ a Ljubica Mari¢

. L L ze Srbska Ci houslista Franz
Alois Haba s Ladislavem Cernym / with Ladislav Cerny Wi Al usobici
Fotografie / Photograph, Praha / Prague, 1935 'esme}/er (pIO _\_/a ce PUS:O ICi
NM-CMH &. pF. / Acquisition number 40/90 ve Velké Britanii pod jménem

George Whitman) aj. Haba ko-
lem sebe také soustredoval okruh interpret(l, bez jejichZ pochopeni a zajmu by se Ziva
realizace Habovy hudby nemohla uskuteénit. Témi byli v prvé radé klaviristé, feSici spolu
s Habou problém hry na ¢tvrtténovy nastroj (Erwin Schulhoff a Karel Reiner). Pozdéji se
Habovy tvorby ujali dalsi, ktefi svymi podnéty mimo jiné vyrazné pfispéli ke vzniku novych
dél: harfistka Marcela Kozikova, klaviristka Emma Kovarnova a basklarinetista Josef Ho-
rak (Due Boemi) ¢i primarius Novakova kvarteta Dusan Pandula.

N

i,

T
; ]
=

Zajimavé informace pfinasi rovnéz ¢isté soukroma korespondence. Dlouholety pisemny
a pfi svych navstévach v Némecku i osobni kontakt udrZzoval Haba s byvalou ¢lenkou sbhoru
prazského Nového némeckého divadla, zpévackou Tilde Merz-Seidl, kterou s Habou spo-
jovalo zaujeti antroposofii. Pisatelka Hdbu mimo jiné informovala napt. o ohlasu hostovani
Ceskych umélcd v Hamburku ¢i jinde v Némecku. Rlzné Zeny si se skladatelem kromé ota-
zek tykajicich se hudby vyménovaly i svétonazorové myslenky (napf. ucitelka hudby a spi-
sovatelka Marie JeZkova z Turnova), mnohdy se podilely na prosazeni Habovych skladeb
v ciziné (americka skladatelka némeckého plvodu Johanna Magdalena Beyer, varhanice

respondence adresovana Habovi otevira cestu k GUplnéjSimu obrazu popisovanych udalosti.

Korespondence Habovy Sirsi rodiny osvétluje jeho osobni problémy, pocinaje konfliktem
s rodici v poloviné dvacatych let a pozdéji s bratrem Karlem, zahrnuje turbulence Habova
prvniho manzelstvi,®® slozité hledani Zivotniho cile jeho dcery a posléze potiZe souvisejici
s psychickym onemocnénim Habovy tchyné i manzelky. Patfi sem i Habovy intervence
ve prospéch Emilie Stursové pi hledani jejiho uplatnéni, kdy nevahal pouZit svych politic-
kych kontaktl. Haba, obecné povaZovany za nekompromisni charakter, dal v fadé pfipadd
prednost pragmatickému reseni.

34) V tomto pfipadé se jiz podafilo zkompletovat oboustrannou korespondenci, viz pozn. 25. Habovy dopisy
Ostercovi jsou uloZeny v Narodna in univerzitetna knjiznica Ljubljana, fond Slavko Osterc.

35) Manzelé se roku 1939 rozvedli, nadale vSak sdileli spoleénou domacnost, zfejmé po dohodé, respektujici
oboustrannou volnost. V pozlstalosti se nachazi fotografie manzeld pred jejich domkem cca ze Sedeséatych let
s poznamkou na zadni strané ,,obnoveny snatek“, doklad o uzavieni nového manzelstvi v pozustalosti chybi.
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Haba jako pedagog

Habovy Zaky Ize rozdélit do nékolika skupin. Do prvni patfi ti, ktefi soustavné navste-
vovali kurzy, respektive oddéleni ¢tvrttonové hudby a vykazali se mikrointervalovou sklad-
bou. Nahodné informace mame o soukromych Zacich. Haba plsobil na posluchace sa-
moziejmé také pfi vyuce obligatnich hudebné teoretickych predméti. Svym zplsobem
Ize za jeho ,zaky“ povaZovat rovnéz interprety, ktefi hrali jeho skladby, nebot je pfi studiu
nutné zasvécoval do svého hudebniho mysleni.

Habovo Usili o uznani vyjimecnosti snah v prosazovani mikrointerval(l a o etablovani
vlastni tfidy dokumentuji strojopisné priklepy, opisy a koncepty dopisli a memorand, ad-
resovanych Ministerstvu skolstvi a ndrodni osvéty (MSaNO) a dalsim institucim. Dokladaji
jeho zapas o prosazeni a obhajobu ctvrtténové vyuky. Je z nich zfetelné Habovo presvéd-
¢eni o vlastnim ,poslani“ a jeho témér mesianisticka predstava o jediném mozném bu-
doucim vyvoji svétové hudby v obohaceni jejich prostiedkd o mikrointervaly. Pocatkem

tficatych let sepsal napf. MSaNO adresované ,memorandum®, v ném? stoj:

Ctvrtténova hudby vybudovana na piivodnich, z jinych kultur neodvozenych slohovych
a zvukovych principech, jez jsem [...] vyposlouchal z nasi slovacké a slovenské lidové pra-
xe hudebni, je podnétem jednak rdzu narodniho, ale i vitid¢iho ve vyvoji moderni hudby
sveétové. Na objektivnich skladebnych, slohovych a zvukovych principech budou si moci
i prislusnici jinych narodt budovati sviij vyraz hudebnd. [...] Zasadni rozdil mezi ¢tvrtto-
novym oddélenim skladebnym a skladeb. oddélenimi ptilténovymi, jez vedou na stived.
gkole konservatore prof. Sin, Jirak, Kii¢ka, Karel a na mistrovské Suk a Novak, je nasledu-
jici: V ptilténovych oddélenich naudi se zaci vice-méné tomu, ,,co jest“. Ve ¢tvrttonovém
oddéleni naucdi se chapati i vykondvat, co se méa a musi vyvojove stati.

Roku 1934 dosahl tehdejsi rektor Josef Suk pro Habu jmenovani profesorem. Polovina
tricatych let se pak stala jednim z nejaktivnéjsich Gsek( Habova Zivota jak v ¢innosti peda-
gogické, tak organizaéni ve spolcich a dalsich zafizenich. Rada Habovych pfimych 7akd se
stala ob&tmi holocaustu a druhé svétové valky (Viktor Ullmann, Sigmund Schul, Franz Sturm,
Vojislav Vuckovié), néktefi prezili koncentracni tabory (Karel Ancerl, Karel Reiner), jini b&hem
valky zemreli (Jaroslav Jezek, Slavko Osterc), dalSim z Habova okruhu se podafilo uprch-
nout pred nacismem a zUstali v ciziné (Hans Walter Stisskind, Franz Wiesmeyer). Politické
zmeény se promitly do osudu nékterych z nich i pozdéji (napfiklad emigrace Karla Ancerla,
Dusana Panduly ¢i Marcely Kozikové roku 1968, resp. 1969). V téchto pfipadech poskytuje
dochovana korespondence vypovéd o pohnutkach dotyénych osob a také o Habové nazoru
na podobné feseni; DuSanu Pandulovi Haba napfiklad odchod do ciziny velmi rozmlouval.

Kontakty s organizacemi, institucemi a osobnostmi

Kromé jiz zminénych dokladu k ¢innosti ceskoslovenské sekce ISCM je dUlezita Habova
korespondence s firmou August Forster v Lobau a Georgswalde/Jifikové,3® s firmou Fried-
rich Alwin Heckel v DraZzdanech (Ctvrttdnova trubka) ¢i Kohlert v Kraslicich (Ctvrttonovy
klarinet), s Ochrannym svazem autorskym, s nakladatelstvim Universal Edition ve Vidni aj.

36) REITTEREROVA, Vlasta: Hudebni uméni jako realizovana pravdivost. [...] (op. cit., pozn. 28).
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Korespondence s institucemi obsahuje také vyménné informace s Ceskym hudebnim fon-
dem, Ceskoslovenskym rozhlasem, Narodnim divadlem, Némeckou akademii véd a uméni
v Berling, jiz byl Haba ¢lenem, feditelstvim Statni (Prazské) konzervatore, Svazem ces-
koslovenskych (Ceskych) skladatelll a dalSimi, také napf. s organizatorem Letnich kurz(
Nové hudby v Darmstadtu Wolfgangem Steineckem?®” ¢i norskym hudebnim kritikem Bjar-
ne Kortsenem, jenZ mél znacny podil na uvadéni dél ceskych skladatelll ve Skandinauvii.
Bohuzel jen velmi malo dokument( je v pozUstalosti k Habové feditelské funkci v Divadle
(Velké opere) 5. kvétna v letech 1945-1948.

Vyznamny okruh predstavuje Habovo &lenstvi v Antroposofické spole&nosti CSR a jeho
kontakty se sidlem Mezinarodni antroposofické spole¢nost Goetheanum v Dornachu u Ba-
sileje, také proto, Ze se o této strance jeho osobnosti po druhé svétové valce nehovofrilo
bud' vliibec, nebo byla pouze odbyta letmou poznamkou, a¢ s jeho tvorbou i povahou Gzce
souvisi. Kromé zfetelné duchovni vazby na uceni Rudolfa Steinera, promitajici se do jeho
Zivotni filozofie, jezdil Haba do Dornachu prednaset a uvadély se zde jeho skladby.

Neznamy Haba

Habova pozUstalost obsahuje fadu materialQ, které byly dosud neznamé. Autor prv-
ni ucelené habovské monografie Jifi Vyslouzil® mohl jesté spolupracovat se samotnym
skladatelem, coz na jedné strané prinasi vyhodu ocitého svédectvi, nutné vSak vznika
vybérovost, nebot hlavni postava pfisti publikace poskytne Zivotopisci pouze to, co sama
povazuje za duleZité, resp. co uzna za vhodné. TotéZz se tyka Habovy stru¢né, némecky
vydané autobiografie.®® Novy pohled na Habovu tvorbu tak naptiklad podava znacny pocet
nacrtkl, resp. fragmentl opernich libret (cca 30), o nichz Haba nikdy nehovofil. Svédci
0 témér celoZivotnim skladatelové Usili v hledani namétu, jimz by ukazal cestu budoucnosti
hudebniho divadla. Tyto prameny vyznamné dokresluji skute¢nosti, které dosud o Habové
operni tvorbé byly znamy.*°

Haba dokondil tfi opery.** Po mikrointervalovych kvartetech a skladbach pro étvrtténovy
klavir bylo tfeba dokazat, Ze Ize komponovani v mikrointervalech Gspésné uplatnit i ve vel-

37) REITTEREROVA, Vlasta - SPURNY, Lubomir: ,Hudba nezna hranic“ aneb Haba v Darmstadtu, Opus
musicum, ro¢. 38, ¢. 6, 2006, s. 4-7.

38) VYSLOUZIL, Jifi: Alois Haba. Zivot a dilo, Panton, Praha 1974. VyslouZilova monografie byla dokon&ovana
v obdobi tzv. normalizace a autor byl nucen néktera mista prislusné ,ideologicky” upravit.

39) HABA, Alois: Mein Weg zur Viertel- und Sechsteltonmusik, Verlag der Gesellschaft der systematischen
Musikwissenschaft Dusseldorf 1971, 2Miinchen 1986, Nachdruck 2001.

40) REITTEREROVA, Vlasta: Die OpernvonAlois Haba. Ein neues Phdnomen des Musiktheatersim 20. Jahrhundert,
in: Musikgeschichte in Mittel- und Osteuropa (= Mitteilungen der internationalen Arbeitsgemeinschaft an der
Technischen Universitat Chemnitz H. 3), Chemnitz 1998, s. 177-197; VYSLOUZIL, Jifi: Habas Sechsteltonoper
,Es komme Dein Kénigreich“, in: Mahagonny. Die Stadt als Sujet und Herausforderung des (Musik-)Theaters,
eds. Peter Csobadi - Gernot Gruber aj., Anif/Salzburg 2000, s. 401-407; SPURNY, Lubomir: Navrh nové operni
estetiky v ,,Matce“Aloise Haby, in: Hudebni divadlo jako vyzva - interdisciplinarnitexty, ed. Helena Spurna, Narodni
divadlo, Praha 2004, s. 280-291; REITTEREROVA, Vlasta: Das Unverwirklichte und das Unverwirklichbare in den
Opern von Alois Haba, in: Traum und Wirklichkeit in Theater und Musiktheater, eds. Peter Csobadi - Gernot
Gruber aj., Salzburg/Anif 2006, s. 576-586, cesky jako: Neuskutecnéné a neuskutecnitelné v opernim dile
Aloise Haby [online], dostupné z: http://acta.musicologica.cz 2005, ¢. 3.

41) Ctvrtténova Matka (dokondena 1929), premiéra 17. kvétna 1931 v Mnichové; pdlténova Nova zemé
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kych formach. Text k opefe Matka, jehoz autorem je Haba sam (d€j se odehrava na jeho
rodném Slovacku), vznikal velmi rychle, podle Habova sdéleni ve dvou dnech.*? Ovsem
namét ze Slovacka s autobiografickymi rysy najdeme v pozlstalosti jiZ pfed polovinou
dvacatych let. Hlavnimi osobami jsou mlady student uméni, jeho pfitel, divka, kterou umé-
lec miluje, a jeho rodiCe, jeden obraz se dokonce odehrava ve vizovickém parku. Scéna
setkani s rodici je zfetelnym ohlasem pomér( v Habové rodném domé. Z plvodniho na-
partnerku, se v Matce transformoval v apotedzu materské lasky, ktera si vymuze pravo mit
déti a spoluuréovat jejich osud.

Impulsem ke kompozici opery Nova zemé*3 byla Habova navstéva Olympiady revoluc-
nich divadel v Moskvé,** konana 25. kvétna - 1. ¢ervna 1933. Olympiada méla podtitul
~Revoluéni divadlo - zbran v tfidnim boji proletariatu“.*®> Haba se z Moskvy vratil s Gkolem
priblizit Ceskoslovensku Zivot v SSSR a snahy sovétskych umélct, zaroven se viak citil
povinen osvétou v opacném sméru. Libreto Nové zemé Habovi podle jeho vlastnich slov
poskytl jeho autor Ferdinand Pujman a Habovi se k zaméru sblizeni se sovétskou kultu-
rou hodilo.*® V srpnu 1934 adresoval Haba Mezinarodnimu svazu revoluc¢nich divadel se
sidlem v Moskveé (jeho predsedou byl némecky levicovy rezisér Erwin Piscator) dopis, jenz
byl odpovédi na vyzvu, ,co soudi o kultufe Zapadu a Sovétského svazu“. Haba shrnuje
své novatorské snazeni, uvadi vycet svych dél, vyjadfujicich protifasisticky postoj a ideu
socialismu, nacez podotyka, Ze ,sovétsti skladatelé se drzi doposud starého zvuku a sta-
rého slohu“. Zminuje praci na opere Nova zemé a podotyka, Ze ,ze sovétskych skladatell si
dosud bohuzel nikdo neosvojil téchto novych zvukovych vyrazovych prostredk( k formovani
nové socialistické tematiky“. V dalSim textu Haba uznava Uspéchy sovétské prestavby spo-
leCnosti, upozornuje vSak na nebezpedi priliSné materializace a v zavéru dopisu pfipomina
jedinou spravnou cestu, totiz antroposofické uc¢eni Rudolfa Steinera. Odezvu z Moskvy bo-
huZel nezname, da se vSak predpokladat, jak v dobé stalinské ,kulturni revoluce“ Habova
vyzva skoncila. V podobném duchu vedl Haba polemiku se svym Zakem, srbskym sklada-
telem (a Zakem Zdenka Nejedlého na Karlové univerzité) Vojislavem Vuckoviéem, napf.
s jeho stati Idealismus a materialismus v hudbé, otiSténou v Casopise Rytmus.*” Také

(dokonéena 1936), neprovedena; Sestinotonova Prijd kralovstvi Tvé (dokoncena 1942), neprovedena.

42) Habulv dopis Lotte Kallenbach-Greller ze 4. 1. 1926.

43) Podle stejnojmenné povidky Fjodora Gladkova. Jedna se o prvni ¢eskou operu na sovétské téma vibec.
44) WHTEpHaUMOHaAbHAs OAMMMNMAAA CaMOAEATEABHOIO PEBOAOLMOHHOTO Teatpa - Mezinarodni olympiada
samostatné ¢inného revolucniho divadla. Setkani se zicCastnily delegace z Velké Britanie, Francie, Némecka,
Norska, celkem 26 kolektivi z 21 zemi, [online] dostupné z: http://www.fedy-diary.ru/?p=3688.

45) Na Haboveé prukazce GCastnika, zachované v pozlstalosti, najdeme tato slova v rusting, némciné, anglictiné
a francouzstiné.

46) Rozhlasovy rozhovor ,Prof. Alois Haba o své Cinnosti v DDOC a Mezinarodni unii pro soudobou hudbu®
[DDOC - Svaz délnickych divadelnich ochotnikl ceskoslovenskych; Mezinarodni unie - spravné Mezinarodni
spolecnost], Cesky rozhlas Praha, ¢is. pasu: DF05627/4, AF04653/7. Podle Habovych slov chtél Ferdinand
Pujman libreto nabidnout Habovu bratru Karlovi, Alois Haba, védom si vySe zminéného Gkolu a hledajici vhodné
libreto, se je rozhodl zhudebnit sam.

47) VUCKOVIC, Vojislav: Idealismus a materialismus v hudbé, Rytmus, ro¢. 2, 1936-1937, s. 41-44, 56-58.
Habova replika Poznamky k tviréim a poznavacim problémum hudebnim, Rytmus, ro€. 2, 1936-1937, s. 81-86.
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v tomto pfipadé odmita Haba Uzce materialistické, GCelové pojeti uméni a vyzdvihuje svo-
bodné ,pouzivani novych tvar( hudebni feci a tvoreni novych forem hudebnich“.®

Ve tricatych letech se Haba pod vlivem rostouciho fasistického nebezpeci postavil
na stranu levicového hnuti, ackoli s jeho dogmatizujicimi tendencemi nesouhlasil. Interve-
noval za rakouského novinare Davida Josefa Bacha, jenZ se po zakazu socialnédemokra-
tické strany Rakouska roku 1934 ocitl v existencni nejistoté,*® ve stejné dobé zorganizoval
manifest ¢lend ISCM za propusténi véznénych jugoslavskych umélci®® a usiloval ziskat
Sovétsky svaz pro fadné ¢lenstvi v ISCM.5! Touz dobou marné bojoval o uvedeni své ope-
ry Nova zemé v Narodnim divadle v Praze, které ji sice k provozovani pfijalo, vzhledem
ke komplikované mezinarodni situaci vS8ak nakonec od uvedeni ustoupilo.®?

Tehdy také dozraval namét Habovy opery na vlastni libreto Nezaméstnani (definitivni
nazev Prijd kralovstvi Tvé). Modelem pro libreto bylo antroposofické dramatické uméni
scénickych mystérii,®® viastnim obsahem je stret délnického proletariatu s tovarniky; mezi
obéma tfidami stoji - adekvatné k alegorické trojici antroposofie (Kristus, Lucifer, Ariman)
- zprostredkujici vrstva feditel( a Gfednikd. Jak svédéi nacrtky, namét krystalizoval vel-
mi dlouho. Také tuto operu Haba puvodné hodlal komponovat ve ¢tvrttonech, definitivni
znéni je vSak v Sestinotonovém systému. Partitura, jejiz vznik Ize nazvat Habovym Unikem
do esoteriky a podobenstvi pfed valecnou realitou, byla dokonéena v bfeznu 1942 a zU-
stala neprovedena.

Haba prosebnik

Z konceptl v Habovych zapisnicich se dozvidame o jeho existenéni situaci v rdznych ob-
dobich. Kratce po prichodu do Berlina roku 1920 byl zavisly na skromném stipendiu a svou
situaci vyli¢il v dopise nejmenovanému poslanci®* a rovnéz nejmenovanému ministerskému
tajemnikovi s podékovanim za dosavadni pomoc. UZ tehdy nepochyboval o svém umélec-
kém poslani: ,Doufam, Ze zde jako ¢esky umélec vybuduji pro budoucnost potfebnou ptdu.“

Svétovou premiérou Matky se Haba sice nedostal do financnich problémi, jez by se
ho tykaly bezprostfedné, presto se citil za vysledek spoluzodpovédny. Premiéra Matky
vykazala velky deficit, vzdor ¢astkam poskytnutym ceskoslovenskymi organy a mecenas-
ské podpore Wernera Reinharta. Habovy poznamky (na dopise Wernera Reinharta Fritzi
Blchtgerovi z 12. 6. 1931, poslanému Habovi na védomi) Ize vykladat jako zoufaly pokus

48) Tamtéz, s. 86. Také REITTEREROVA, Viasta: Alois Haba und Vojislav Vuckovié (ber den Materialismus
in der Musik - eine Debatte, in: Prague and the Students of Composition from the Kingdom of Yugoslavia.
On the Occasion of [the] 100 Years Anniversary of Stanojlo Raji¢ic's and Vojislav Vuckovi¢'s Birth, eds. Mirjana
Veselinovié-Chorman - Melita Milin, MuzikoloSko drustvo Srbije, Beograd 2010, s. 41-71.

49) K tomu pfislusné dopisy Antona Weberna a prezidenta ISCM Edwarda Denta Habovi, publikovany in:
Miscellanea musicologica (viz pozn. 26). Také KOTLAN-WERNER, Henriette: Kunst und Volk. David Josef Bach
1874-1947, Europaverlag, Wien 1977.

50) Otisténo in: Miscellanea musicologica (op. cit., pozn. 26).

51) Viz dopisy Edwarda Denta.

52) Korespondence s vedenim Narodniho divadla a Vaclavem Talichem, Ministerstvem Skolstvi a narodni osvéty
a Ministerstvem zahrani¢nich véci atd. Haba hledal podporu u kulturnich autorit, o ¢emz sveédci také dva dopisy
Karla Capka v této véci.

53) Druhé, statické déjstvi je rozhovorem tfi alegorickych postav antroposofie, Lucifera, Arimana a Krista.

54) Pravdépodobné jim byl Antonin Cyril Stojan, ktery uz Habovi pomahal béhem 1. svétové valky.
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Jemné nuance mezi tony. 0 cem vypovidaji dokumenty z pozistalosti Aloise Haby

o zachovani Cistého Stitu, také vSak jako projev jeho furiantské povahy a sebejistoty. PiSe,
Ze nabizi zaloZeni jakéhosi Reinhartova fondu, podafi-lise mu v budoucnosti ziskat ,etwas
mehr an materiellen Giter“. Také napf. navrhuje, Ze testamentarné odkaze prvni tuzkovy
Cistopis své opery knihovné ve Winterthuru.

V zapisnicku z roku 1939 nalezneme Cesky psany koncept dopisu mecenasce Elizabeth
Sprague Coolidgeové, u niz Haba rovnéz hledal vychodisko z problémd, ztizenych politic-
kou situaci i situaci v rodin€ v souvislosti s rozvodem, s Habovou snahou dostat dceru
Milusi do bezpeéi do Svycarska ap. Svym zpldsobem Ize tyto navrhy povazovat za predehru
k pfibéhu Habovy pozUlstalosti, jak byl vylicen v Gvodu. Mecenasce nabizel®® ,veskerou
svou umeéleckou pozUlstalost t. j. rukopisy svych 50ti skladeb komor. orch. sbor. a oper
v systemu 1/2 1/4a 1/6ténovém jez jsem za uplynulych 25 let vytvoril a jeZ za svého
Zivota jesté vytvorim,“ pokud bude moci dostavat mésiéni pfijem, ,ktery by mi umoznil
Ziti a vénovati se své kompoziéni a propagacni praci v kterémkoliv staté a ktery by po mé
smrti zajistil existenci mé zené a ¢asteéné mému ditéti“ na zhruba 30-35 let ve vysi ,asi
100.000 dolar(“. Dale je ochoten odkazat své Ctvrttonové nastroje, dokumentaci k nim,
rukopisy teoretickych ¢lankd, svou knihovnu, fotografie a kritiky i korespondenci s vyznam-
nymi soudobymi skladateli a institucemi.

Mohl bych uéiniti tento testamentdrni odkaz, kdyby mi doty¢nd instituce dala za-
ruku, Ze rukopisy a vSechny ostatni véci bude opatrovati a instalovati jako celek pri-
stupny verejnosti pro informaci i studium 1/4 a 1/6ténové hudby v novém slohu
netematickém. [...] Prosim Vas srde¢né a s celym diirazem umeélce zdpasiciho ¢estné
o uskute¢néni svych tvir¢ich timysli, darujte mi ¢as t. j. existen¢ni zajisténi pro mou
dalsi tviir¢i préci a ja Vam daruji vSechno, co jsem dosud vytvoril a co jesté vytvorim.
Prosim Vés o to s védomim dtilezitosti svého naddni pro dalsi vyvoj ceské i svétové
hudby. [...] Poskytnete-li mi zajisténim existence volny ¢as k dal$i intensivni umé-
lecké tvorbé, zasdhnete tim sama co nejaktivnéji do vyvoje hudby ndroda ¢eského
i do vyvoje hudby svétové.*

Rovnéz na Wernera Reinharta se Haba v predvecer druhé svétové valky znovu obratil.
Navrhoval, 7e by ve Svycarsku plsobil jako pedagog v ramci Musikkollegia Winterthur &
na konzervatofi v Curychu, pfipadné v Basileji poradal kompoziéni kurzy za cca 4 000
frankd rocné, a uvadi svou predstavu o rozvrhu vyuky a jeji naplini:

Vielleicht wére es doch von Bedeutung wenn es IThnen moglich wire zugunsten des
Komponistennachwuchses Ihrer Heimat wie auch anderer Lidndern den von mir
vorgeschlagenen Plan zu versichern. Tatsdchlich fehlt der jungen Generation eine rich-
tige Kompositionsschulung. Zu meiner Studienzeit lehrten Janacek, Novdk, Suk. In Aus-
land - Schreker, Schonb[erg], Roussel, Szymanowski, Busoni, spiater Hindemith, Berg,
Krenek. Gegenwiirtig mangelt es in Europa an Kompositionslehrern vom Format.

Na zakladé dochované korespondence lze rovnéz sledovat osudy nékterych Habo-
vych skladeb. To se tyka napfiklad Symfonické fantazie pro klavir a orchestr, op. 8, jejiz

55) Je datovan 26. 4. 1939.

56) Zatim neni znamo, zda byl dopis odeslan, Habova slova vSak potvrzuji jeho pfesvédéeni o vyjimecnosti,
jakou ve svétové hudbé zaujima.
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autografni opis zUstal ve vlastnictvi solisty premiéry Eduarda Erdmanna. Osud rukopisu se
po Erdmannové smrti stal pfedmétem sporu mezi Hansem Moldenhauerem ze Spokane
Conservatory v USA a vydavatelem Hansem Schneiderem z Tutzingu.®” Je zachovano Sest-
nact Moldenhauerovych dopist Habovi z let 1959-1962 a dva dopisy Hanse Schneidera,
vztahujici se k této zalezitosti. Z dopist vyplyva, ze Haba dal neuvazené souhlas k prevzeti
rukopisu jak Moldenhauerovi (jako dar), tak k jeho odkoupeni Schneiderem. Rukopis na-
konec zUstal v majetku Hanse Schneidera, ktery dal vyhotovit fotokopii.®®

Dochované koncepty nepublikovanych pfednasek, ¢lankud, Habovy Gvahy a memoranda
psana v obdobi zapasu o uznani vlastni kompozi¢ni tfidy na prazské konzervatofi jsou
svédectvim jeho tvrdohlavosti, s niz Sel za vidinou univerzalniho svétového hudebniho
jazyka, vyuzivajiciho svobodné celé spektrum ténovych nuanci.®® Habulv Zivot se z vnéjsiho
pohledu mohl zdat pfimocary, vedeny cilem, stanovenym kolem roku 1920. V detailnim
pohledu vSak prodélal fadu zvratQ, které narusuji kontinuitu jeho tvorby; nejnapadnéjsi
je obdobi mezi roky 1948-1951, kdy se - ostatné marné - snazil vyhovét pozadavkim
estetiky socialistického realismu.

Korespondence s prateli a Zaky svédéi o vztazich, které mnohdy pretrvaly cela deseti-
leti. AZ na vyjimky se vSak Haba vZdy choval jako solitér, branici se pevnéjsi vazbé na ty-
movou praci. To doklada jak proces stavby Ctvrtténového klaviru,®® tak rada Habovi ad-
resovanych dotazu tykajicich se teoretickych otazek, které - ac ziejmeé Casto zlstaly bez
odpovédi - svédci o Sifeni Habovych mySlenek a zajmu o né. Mezi tazateli se objevuji
Svédsky skladatel a klavirista Carl-Olof Anderberg (1914-1972), americky klavirista Allan
Bacon (1886-1966), lvan Bessis z Tunisu, rumunsky skladatel Dimitrie Cuclin (1885-
1978), hudebni pedagog, skladatel a dirigent Rosebery d’Arguto (vl. jm. Martin Rozenberg
1890-1943), dansky skladatel Knud Harder (1885-1967), Svycarsky dirigent Ernst Klug,
kolumbijsky skladatel Emirto de Lima (1890-1972), autor publikaci o mikrotonalni hudbé
v zapadni kultufe Eugene S. Nye, americky klavirista Maxwell Ohley, ale také je napfiklad
jedinym dopisem zastoupen Olivier Messiaen.

Habova sebepropagace a zarputila obhajoba viastniho skladebného systému se nako-
nec staly prekazkou objektivniho zhodnoceni jeho dila a jsou jednou z pficin dneSni témér
naprosté absence jeho tvorby v koncertnim repertoaru. Jeho rozvétvené kontakty vSak
ve své dobé zajistily hudebni kultufe mladé Ceskoslovenské republiky vstup na mezina-
rodni férum a zpétné zprostifedkovavaly povédomi o tendencich hudebniho vyvoje ve své-
té. | pozdéji pomahala Habova uznavana autorita pfekonavat prekazku ,Zelezné opony*“.

V tomto smyslu je lhostejné, Ze jeho univerzalni kosmicka fise mikrotond zlstala utopi.

57) Hudebni historik Hans Moldenhauer (1906-1987), zakladatel International Webern Society, vybudoval
archiv (Music History from Primary Sources), obsahujici rukopisy Albana Berga, Johannesa Brahmse, Ludwiga
van Beethovena, Franze Liszta, Witolda Lutostawského, Gustava Mahlera, Arnolda Schoenberga aj., celkem
na 3 500 jednotek. Projevil téZ zajem o Habovu skladbu.

58) Ta je dnes v osobnim vlastnictvi Jifiho VyslouZila, viz A Catalogue of the Music and Writings
(op. cit., pozn. 19), s. 59-61.

59) SPURNY, Lubomir: , Exteritoriaini“ Haba - nékolik poznémek k Adornové pojmu ,exteritoriale Musik*“, Opus
musicum, ro¢. 33, ¢. 1, 2011, s. 11-16; tyz: Habova ,Musik der Freiheit“ o¢ima némecky piSici muzikologie
[online], dostupné z: http://acta.musicologica.cz 2005, €. 2; tyZ: Alois Haba. Between Tradition and Innovation,
Czech Music, €. 3, 2005, s. 1-8.

60) Viz korespondence Willyho Méllendorffa a Ivana Vysnégradského Habovi, také REITTEREROVA, Vliasta:
Hudebni uméni jako realizovana pravdivost. [...] (op. cit., pozn. 28).
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Fine Nuances between
Tones: The Testimony

of Papers from the Estate
of Alois Haba

VLASTA REITTEREROVA

he Czech Museum of Music acquired its papers from the estate of the composer Alois

Haba (1893-1973) in several stages from 1984 to 1992. They constitute an important
source not only for knowledge of the life and work of the composer himself but also for
documenting the development of Czech music in both the Czech and the international
context, as well as Haba’s search for innovations in musical language, his numerous
activities in artistic organizations, and his teaching. His extensive correspondence with
the most varied prominent figures, institutions, and organizations, manuscripts of his
theoretical writings and lectures, clippings of reviews, etc., provide valuable testimony
and are often completely unique sources of information in cases where relevant archival
material is missing.

Alois Haba - Czech music in the twentieth century - microtones - International Society
for Contemporary Music - music and anthroposophy - quarter-tone department of the
Prague conservatory - correspondence - estate of Alois Haba

Materials from the estate of an artist constitute a fundamental source for knowledge
of his life, his process of creation, and period contexts, shedding light on her or his direct
contacts as well as on secondary relationships. In the case of such a multifaceted figure
as was Alois Haba (1893-1973), this applies in full measure. The extensive materials
from his estate deposited in the Czech Museum of Music (as part of the National Museum)
provide an immense wealth of information - in many cases one can say crucial information
- concerning musical life between the two world wars as well as during the post-war
period, and also cover issues outside the realm of music. Assembled in them are items
documenting social, cultural, and political contexts of the time through their evolutions
and turnabouts. The following essay characterizes the collection as a whole as well as the
topics it covers, and gives some concrete examples pertaining to little-known facts.?

1) Unless stated otherwise, letters and other documents cited are found in the collection of materials from
Haba's estate in the Czech Museum of Music, which are currently in the process of being classified, registered,
and described. The individual items have not yet been assigned inventory numbers or shelf marks.
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It is almost certain that all the acoustic means of musical expression that can be com-
binationally derived from the semitone system are already here. New works of value
can be created in this system only through differences in musical style. But not even
one’s own style can always satisfy one if the tonal material doesn’t suit one’s creative
nature and one’s internal hearing of musical ideas. | have mastered that tonal materi-
al in the semitone system, but it does not suit me for musical expression in my further
compositional work.?

These words were written by Alois Haba in his first independent publication, issued in
1922. Born in the rural Moravian town of Vizovice on the edge of the region known as
Slovacko (sometimes called ‘Moravian Slovakia’), Haba was strongly influenced during his
childhood by folk culture, then during his adolescence by patriotically-inclined teachers
at the teachers’ institute in Kroméfiz where he studied. One of the best-known pupils of
Vitézslav Novak, he completed his studies under the guidance of the Austrian composer
Franz Schreker in Vienna and Berlin. He experienced the battlefields of World War |, but
succeeded in obtaining a job behind the lines in the press centre of the Austrian Ministry of
War where he shared in a major unfinished project of collecting military songs, and he later
continued in collecting activities in Slovacko.® Very soon he joined the most forceful musical
trends of the interwar period, engaging energetically in the activities of musical societies -
especially the International Society for Contemporary Music (ISCM).* For thirty years, until
his retirement in 1953, he served as a teacher at the conservatory in Prague. He instigated
construction of new musical instruments and worked as a musical promoter and organizer,
theorist, polemicist, cultural politician, administrative director of a theatre, music journalist
and critic, librettist, and a somewhat idiosyncratic philosopher. Various activities formed
inseparable parts of his profile, not mere adjuncts to his work as a composer.

Haba burst onto the scene of ‘new music’ with almost rocket-like speed. At the age of
thirty he was no longer a youngster for whom setting out on an untested path could be
called youthful indiscretion. In December 1920 his Overture, Op. 5 in late Romantic style
was performed - his graduation work written as a student of Franz Schreker at the Music
Academy in Berlin. In July of the following year the opening concert of the Donaueschinger
Musiktage featured his String Quartet No. 1, composed a year earlier, which showed his
strong inclination towards chromaticism but still remained in the realm of ‘cultivating
thematic work according to the model of Johannes Brahms’® as Schreker had taught him.®
Thus all the more surprising was Haba’s Symphonic Fantasy for Piano and Orchestra,

2) HABA, Alois: Harmonické zaklady Gtvrtténové soustavy (The Harmonic Foundations of the Quarter-Tone
System), Hudebni matice Umélecké besedy, Prague 1922, p. 6.

3) REITTEREROVA, Vlasta: ‘Folkloristick& epizoda Aloise Haby' (The Folklorist Episode of Alois Haba), Opus
musicum, Vol. 40 (2008), No. 2, pp. 4-13.

4) OrlInternationale Gesellschaft fiir Neue Musik (IGNM), or Société Internationale de Musique Contemporaine
(SIMC), founded in 1922 in Salzburg, then officially as an international organization in 1923 with headquarters in
London.

5) HAUSLER, Josef: Spiegel der Neuen Musik: Donaueschingen, Kassel 1996, p. 30. Josef Hausler, a former
employee of the radio station Siidwestfunk in Baden-Baden, was in contact with Haba and played a role in
placing the premiere of Haba's String Quartet No. 12, Op. 90 on the program of the Donaueschinger Musiktage
on 15 October 1960, performed by the Novak Quartet, as well as in the recording of that work for Stidwestfunk
by the same ensemble on 13 October 1960.

6) Haba's String Quartet No. 1, Op. 4 - in the semitone system - sounded in Donaueschingen on 31 July 1921
together with works by Ernst Kfenek (or Krenek) and Wilhelm Grosz, who were also pupils of Franz Schreker.
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Op. 8, performed on 3 June 1922 in the opening concert of the ‘Tonklnstlerfest’
in Dusseldorf (organized by the Allgemeiner Deutscher Musikverein).” Most critics
condemned this work as showing an absolute absence of music - as being a torture for
both players and listeners and reflecting a case where the composer speaks poetically of
his intentions but the result is unsatisfactory in terms of sound. They expressed regret at
the loss of a talent who was consciously setting out on the wrong path. Haba proclaimed
that this would be his ‘last work in the semitone system.’®

Acquisition and Nature of the Collection

The collection of materials from Haba’s estate came into the ownership of the Czech
Museum of Music in several stages. Its assessment and progressive transfer to the museum
were the result of a relatively complicated process caused by changes in Haba's will near
the end of his life and resulting claims made by his daughter from his first marriage Miluse
Ziegenfussova® (as heir according to law) and by his second wife Emilie Stursova.® The final
version of Haba’s will was written on 17 November 1973, the day before his death. In it he
annulled ‘all’ of his wills, and bequeathed a 5/8 share to his wife and 3/8 to his daughter;
added in Haba’s hand is the following: ‘In case of loss of the original [meaning apparently
the will itself], this draft is valid.’** On 8 April 1974 the State Notary Office for Prague 4
issued a ‘Certification in the Matter of the Estate of Alois Haba’. However, Haba’'s daughter
did not agree with the change in the will giving substantial advantage to Emilie Stursova, as
shown by a document of 17 February 19752 (which also contains an appraisal of musical
instruments in Haba's estate).!® Present during the negotiations was Richard Klos, an
employee of the Ministry of Culture of the Czechoslovak Socialist Republic, who pointed
out that everything connected with Haba’'s profession was a national cultural treasure
and would be listed and discussed separately. With this the matter of the inheritance was

7) Conducted by Karl Panzner with soloist Eduard Erdmann (1896-1958).

8) Insignia ‘E. S.", Rhein-Westfalische Zeitung Essen, 6 June 1922. The materials from Haba’s estate include
clippings of reviews, which he ordered from a clipping service.

9) MiluSe Habova, married name Ziegenfussova (1932-1988).

10) Stursova (surname from first husband, before Haba), née Brozkova (1907 -1986).

11) This draft was preceded by a different, undated draft written in a foreign hand which also names both heirs
- Emilie Stursové as a friend whom Haba intends to marry and daughter MiluSe - each with a half share. Haba
married Stursova on 21 July 1972 in Prague 4.

12) State Notary Office for Prague 4, 17 February 1975. It contains a record of ‘the statement of the surviving
wife [Emilie Stursové] regarding the assertion and claims of the surviving daughter M. Ziegenfussova.” This
document confirmed the validity of the will and proposed interrogating a total of thirty-two witnesses. Named
among them are Jifi VyslouZil, Jifi Pauer, Viktor Jufina, Vaclav Kugera, Stépan Lucky, Karel Reiner, Josef Palenicek,
S. Ostrazi [sic - meaning Slavek Ostrezi], and Josef Horak.

13) A Forster collapsible, portable quarter-tone harmonium (5,000 [Czechoslovak crowns]), another Forster
quarter-tone harmonium (20,000), a Forster sixth-tone harmonium (35,000), a Forster pianino [upright piano]
(25,000), a damaged Luby guitar made in 1950 (200), a damaged Luby quarter-tone guitar (200), and a violin by
Jan Basta currently being repaired (250). Also listed are a Columbia phonograph with spring motor (100), twenty-
one monophonic phonograph discs (21), a damaged Weltmeister accordion (800), and a Grundig tape recorder-
player (1,000) which Emilie Stursova claimed Haba had bought for her, for use in her profession. (She was
a dancer and choreographer.) See REITTEREROVA, Vlasta: ‘TéméF anonymni torzo. Informace o Milu Stursové-
BroZkové’ (An Almost Anonymous Torso: A Report on Milu Stursova-Brozkova), in Stopy tance, Sbornik praci
Ustavu pro taneéni védu pii HAMU Praha (Tracks of Dance: A Compendium of Essays of the Institute for Dance
Studies of the Academy of Preforming Arts in Prague), ed. Dorota Gremlicova, Prague 2008, pp. 88-100.
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not yet resolved. Dated 10 May 1975 is a ‘Repeated Proposal for Settling the Inheritance
of A. Haba’ from Emilie Stursova to the State Notary Office for Prague 4, in which she
stated that she had made Haba’s acquaintance in 1946 in the Theatre of the Fifth of May,
then more closely during the staging of his opera Matka (Mother) for Maggio musicale in
Florence in 1964.1* She said that Haba had ‘complained about the lack of understanding
shown [at home] towards his pioneering musical art, which was the subject of admiration
and enthusiasm abroad’, and had expressed fears about the fate of his works after his
death. She also stated that in his will of 4 March 1973* Haba had made her his universal
heir and explicitly wished her to live in the house at No. 409 in Podoli, whereby she would
reverently preserve his home office and the musical instruments, library, and manuscripts
it contained. Dated 29 May 1975 is a seventeen-page typescript inventory of part of the
estate made by Antonin Cubr, an employee of the Czech Music Fund.

But further years of delay ensued. The final assessment of Haba’s artistic estate was
prepared on 29 January 1980, and on 25 November 1981 a ruling on the inheritance
was issued for Emilie Stursova by Oldfich Horak of the Attorneys’ Counselling Office 2 in
Prague 2. A list of a portion of the estate offered for sale was made on 11 October 1984.
The first portion was purchased by the Czech Museum of Music from MiluSe Ziegenfussova
and Emilie Stursova-Habova on 30 November 1984 and assigned acquisition number
163/84. It contained ca. three hundred of Haba’s musical autographs, manuscript
copies thereof made for performances, and prints of his compositions, as well as a set of
phonograph discs that was turned over to the museum’s sound recordings section. After
the death of Emilie Stursova in May 1986, further negotiations were conducted with her
sister Jifina Melicharova. Another portion of the materials, including the majority of Haba’s
correspondence, was purchased by the museum on 1 November 1988 from MiluSe
Ziegenfussova and lJifina Melicharova and assigned acquisition number 52/88. Then
a third portion, containing additional correspondence, personal and family documents,*®
diplomas, press documentation, and more musical prints and manuscripts, was purchased
from Haba’s grandson lvan Ziegenfuss and Jifina Melicharova on 25 November 1981 and
assigned acquisition number 27/89. The last heir in the chain, after the death of Jifina
Melicharova, was her grandson Jan Andreska who owns inheritance rights today together
with Ivan Ziegenfuss. The next step in acquiring the materials from the estate involved two
purchase contracts of 25 October 1990 concluded with lvan Ziegenfuss and Jan Andreska,
pertaining to photographs, additional press documentation, verbal as well as musical
manuscripts, further correspondence, and books, all registered under acquisition number
40/90. The final purchase, of books and journals, was made in 1992 from Ivan Ziegenfuss.

14) The production of Matka for Maggio musicale was the third and (to this day) last staging of this opera
anywhere. The world premiere was given on 17 May 1931 in Munich (in the German language), and the Czech
premiere on 23 May 1947 in the Grand Opera of the Fifth of May (today the Prague State Opera of the National
Theatre).

15) Neither the original nor any copy of this document are found in the materials from Haba’s estate.

16) Documents pertaining to the families of Haba and his first wife, alsovnamed Emilie, née Rolencova (1908-
1972), as well as some of the written materials of his second wife Emilie Stursova.

22 B Musicalia 1-2 /2013



Fine Nuances between Tones: The Testimony of Papers from the Estate of Alois Haba

The materials from Haba’s estate are very diverse,
and the various items differ widely in historical value.
Haba hoarded everything that pertained to both
private and public matters, which makes it difficult
to distinguish reliably between items important for
documentation and those that are of only marginal
interest.t” Systematic classification and description
of the collection aimed at preparation of an inventory
began in 1995, after preliminary sorting by employees
of the Czech Museum of Music. Based on a one-year
grant from the Czech Music Fund, three students of
musicology at the Charles University Faculty of Arts
- Jan Kachlik, Tomas Novotny, and David Stranofsky
- shared in this work under the supervision of Vlasta
Benetkova (Reittererova). Basic investigations of a
portion (ca. 3,800 items) of the correspondence were
completed, but within the given time limit of one year  Alois Haba - vystiihovana silueta /

. - cut-out silhouette
the whole project could not be finished. Study of the ., nezndmy, 20. Iéta / Anonymous,
materials was then interrupted by the museum’s move  1920s
(within Prague) from Velkopfevorské namésti (Grand  NM-CMHE.pF./ Acquisition number 40/90
Prior Square) to its present home in Karmelitska ulice
(Carmelite Street).

In 2003 the ‘Center for Research on the Works of Alois Haba’ was established at the
Institute of Musicology of Masaryk University in Brno, and a grant was obtained that
allowed the work in inventorying the collection to continue,'® or rather to begin anew -
because after the collection was moved the records made to date had to be rechecked,
and only then was it possible to proceed to division into sections by topic and gradually
move on to additional parts of the collection. The first concrete result, published as
a book, was a catalogue of Haba’'s compositional output,*® created based on detailed work
with the sources deposited in the collection and with other sources of information that
had been found. At the present time, as work continues in preparing an inventory of the
collection, materials are being chosen for creation of an on-line edition of selections from
Haba’s correspondence.?

17) The first report on their deposition and character was provided by ANDRESKA, Jan: ‘Der Nachlaf3 Alois
Habas’, in Horst-Peter Hesse and Wolfgang Thiess: Gedanken zu Alois Haba (= Wort und Musik. Salzburger
akademische Beitrage 35), Anif/Salzburg 1996, pp. 101-102.

18) Project director Lubomir Spurny, team members Vlasta Reittererova, Tereza Horlitz (who moved to Germany
in 2006), and Ondfej Pivoda. Expert consultant Jifi Vyslouzil. Bibliographical citations in the present article refer
to published essays written as part of the team project GA 408/05/0375 and GA 408/09/0404 of the Center
for Research on the Works of Alois Haba.

19) SPURNY, Lubomir and VYSLOUZIL, Jifi: Alois Haba. A Catalogue of the Music and Writings,
KLP - Koniasch Latin Press, Prague 2010.

20) REITTEREROVA, Vlasta and SPURNY, Lubomir: ‘Re¢ autografi: k problematice zpracovani pozUstalosti
Aloise Haby’ (The Speech of Autograph Manuscripts: Issues in Inventorying Materials from the Estate of Alois
Haba), Opus musicum, Vol. 46 (2011), No. 6, pp. 31-37.
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Diversity of the Collection

Materials in musical notation from Haba'’s estate include not only his own compositions
but also pieces he acquired as study material, compositions by contemporaries he
received as gifts, and pieces by his pupils including several autographs. Also preserved,
pertaining to Haba’s own music, is a set of sketches and particella drafts. Associated
with Haba’'s work in general are manuscripts of his lectures, texts accompanying his
compositions, the manuscript of the second part of his Nauka o harmonii (Theory of
Harmony, not published until 2007),2* and other texts contributing to an understanding
of his theoretical ideas.?? There are also concert programs, programs for festivals where
Haba's works were performed, and programs of events Haba attended into which he
wrote copious commentary. The iconographical portion includes photographs of family, of
concerts, of theatrical presentations and festivals, and from trips broad. Also present are
numerous musical journals to which Haba contributed, to which he subscribed, or which
he received from colleagues abroad.

Because of Haba’s extensive international contacts the scholarly value of the papers
from his estate isimmense. His correspondence with individuals and institutions comprises
over 8,000 items spanning the period from 1915 to 1973. Represented in them are
outstanding Czech and foreign figures in music of the twentieth century such as conductor
Karel Ancerl, composer Fritz Blchtger, and conductor Hermann Scherchen (all of whom
played a role in the world premiere of Haba’s opera Matka), Vit€zslava Kapralova (who
before leaving for France tried to become a pupil of Haba) and her father Vaclav Kapral,®
philosopher and musicologist Lotte Kallenbach-Greller (with whom Haba had a close
personal and working relationship from 1923 to 1926),%* the Lithuanian composer and
pupil of Haba Jeronimas Kacinskas, the Brno native and first performer of Haba’s clarinet

21) HABA, Alois: Harmonielehre des diatonischen, chromatischen, Viertel-, Drittel-, Sechstel-, und Zwélftel-
Tonsystems II, ed. Horst-Peter Hesse, German translation by Véra VyslouZilova, 2 vols., Norderstedt 2007. See
also VYSLOUZIL, Jifi: ‘O nalezu a vydani Habovy Nauky o harmonii z roku 1943’ (The Discovery and Publication
of Haba’'s Theory of Harmony from 1943), in Muzikologické kolokvium Ustavu teorie hudby (Musicological
Colloquium of the Institute of Music Theory), Akademie muzickych uméni, Prague 2005, pp. 15-20.

22) SPURNY, Lubomir: ‘Pokus o typologickou charakteristiku Habovy teorie’ (An Attempt at a Typological
Characterization of Haba's Theory), Hudebni véda a vychova (Musicology and Music Education), Vol. 7, Palackého
univerzita, Olomouc 1996, pp. 31-45. SPURNY, Lubomir: ‘Mezi fadem a chaosem: piispévek k principu
Habova hudebniho mysleni’ (Between Order and Chaos: A Contribution Concerning the Principle of Haba's
Musical Thinking), Slovenské hudba (Slovak Music), Vol. 30 (2004), pp. 114-119. SPURNY, Lubomir: ‘Habova
Neue Harmonielehre - Alois Haba a Arnold Schonberg’ (Haba's Neue Harmonielehre: Alois Haba and Arnold
Schoenberg), in Ziva hudba, Sbornik Ustavu teorie hudby HAMU (Living Music: A Compendium of the Institute of
Music Theory of the Academy of Performing Arts), Vol. 8, Prague 2004, pp. 51-58. SPURNY, Lubomir: ‘Harmonie
v nesnazich. Nékolik poznamek k Habové Neue Harmonielehre’ (Harmony in Tough Straits: Several Comments
on Haba’'s Neue Harmonielehre), Hudebni véda (Musicology), Vol. 44 (2007), Nos. 3-4, pp. 261-288, or in
German as ‘Was ist neu an Habas ,Neuer Harmonielehre“?’, Zeitschrift der Gesellschaft fiir Musiktheorie, Vol. 4
(2007), No. 3, pp. 25-35.

23) HORLITZ, Tereza: ‘Vitézslava Kapralova jako Habova Zacka?’ (Vitézslava Kapralova as a Pupil of Haba?),
Opus musicum, Vol. 38 (2006), No. 4, pp. 10-14, and ‘Sest dopisti Vaclava Kaprala Aloisu Habovi’ (Six Letters
from Vaclav Kapral to Alois Haba), Opus musicum, Vol. 39 (2007), No. 1, pp. 16-19.

24) REITTEREROVA, Vlasta: ‘,Jsem z onéch vzacné se vyskytujicich typtl muzd, ktefi radé&ji slouzi, chrani...“ (‘I'm
One of Those Rarely-Occurring Types of Men Who Prefer to Serve, to Protect...”), Opus musicum, Vol. 41 (2009),
No. 1, pp. 15-29 (first part); No. 2, pp. 4-22 (second part).

“r
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pieces Felix Petyrek, Haba’'s Slovenian pupil Slavko Osterc,?® saxophonist Sigurd Rascher,
poet Hans Reinhart and his brother the philanthropist Werner Reinhart, representatives
and members of the International Society for Contemporary Music (including for example
its president Edward Dent, the Ukrainian-Polish composer Jozef Koffler, Spanish composer
Roberto Gerhard,?® and Anton Webern), and colleagues from the time of Haba’s studies in
Vienna and Berlin (many of whom became his life-long friends, such as Hanns Eisler and
Ernst Kfenek) as well as other acquaintances from the time of his sojourn in Germany.
There are letters here from Haba's teacher Vitézslav Novak? and his pupil and later
colleague in the Theatre (or Grand Opera) of the Fifth of May Karel Reiner, as well as
evidence of other contacts - some long-term, some limited to a narrow time frame.
Also in contact with Haba were some representatives of the Russian avant-garde, later
suppressed, including pioneers in quarter-tone music such as Grigory Rimsky-Korsakov
(grandson of Nikolai Rimsky Korsakov) and Ivan Vyshnegradsky (or Wischnegradski),
with whom Héaba collaborated in the initial phase of plans for the building of a quarter-
tone piano.?® In theoretical issues Haba exchanged opinions e.g. with Josef Rozsypal of
Kromériz, Mordecai Sandberg,?® Mexican composer Julian Carrillo, Italian composer and
theorist Edoardo Cavallini, and physicist Adriaan Daniel Fokker who designed an organ
with a thirty-one-tone octave.°

An important component of the correspondence consists of letters related to
activities of the Czechoslovak section of the ISCM and preparations for its festivals held
in Czechoslovakia.’* Today no archive of materials concerning the section’s activities

25) REITTEREROVA, Viasta: ‘The Haba “School”’, Czech Music (today called Czech Music Quarterly), 2005,
No. 3, pp.9-16. REITTEREROVA, Vlasta and REITTERER, Hubert: ‘Alois Haba - Slavko Osterc: Briefwechsel 1931 -
1940, in Musikgeschichte in Mittel- und Osteuropa (= Mitteilungen der internationalen Arbeitsgemeinschaft
an der Universitat Leipzig, H. 10), eds. Helmut Loos and Eberhard Méller, Leipzig 2005, pp. 156-168, also
accessible on-line at  http://www.gko.unileipzig.de/fileadmin/user_upload/musikwissenschaft/institut/
arbeitsgemeinschaft/musikerbriefe/14_ReittererEd.pdf.

26) Selected items from Haba’s correspondence with representatives and members of the ISCM have been
published - see REITTEREROVA, Vlasta and REITTERER, Hubert: ‘Musik und Politik - Musikpolitik’, Miscellanea
musicologica XXXVI, Univerzita Karlova, Prague 1999, pp. 129-310.

27) BENETKOVA (= Reittererova), Vlasta: ‘Korespondence Vitézslava Novaka Aloisu Habovi’ (Letters of Vitézslav
Novak to Alois Haba), Hudebni véda (Musicology), Vol. 32 (1995), No. 3, pp. 314-321.

28) REITTEREROVA, Vlasta: ‘Hudebni uménijako realizovana pravdivost. Podil Aloise Haby na stavbé a propagaci
Gtvrtténového klaviru’ (Musical Art as Realized Truth: The Share of Alois Haba in the Construction and Promotion
of the Quarter-Tone Piano), Hudebni véda (Musicology) Vol. 45 (2008), No. 1-2, pp. 125-179.

29) Mordecai Sandberg (1897-1973) came from Moldavia and in 1927 co-founded the Palestinian section of
the ISCM. He was a medical doctor by profession and later focused on ‘natural medicine’; he was also one of
the pioneers in microtones. He developed his own ‘universal tonal system’ as a synthesis of microtones used
in music of both the East and the West. He addressed four letters to Haba, from 1926 to 1929, in which he
informed him about efforts to found an Institute for New Music in Jerusalem.

30) See also REITTEREROV/V-'\, Vlasta: ‘Alois Haba - Experimentator oder Eklektiker?’ in Littera Nigro scripta
manet. In honorem Jaromir Cerny, eds. Jan Bata, Jifi K. Kroupa, and Lenka Mrackova, Prague 2009, pp. 179-
206.

31) BENETKOVA (= Reittererova), Vlasta: ‘K historii Geskoslovenské sekce Mezinarodni spoleénosti pro soudobou
hudbu a jejich festivall’ (The History of the Czechoslovak Section of the International Society for Contemporary
Music and Its Festivals), Hudebni véda (Musicology), Vol. 33 (1996), No. 2, pp. 139-158, No. 3, pp. 245-259,
and No. 4, pp. 337-356. REITTEREROVA, Vlasta: ‘Alois Haba und die tschechoslowakische Sektion der IGNM:
Niederlagen und Siege’, in AleS Brezina and Eva Velicka, eds.: Aspekte der Musik, Kunst und Religion zur Zeit der
Tschechischen Moderne (= Martinud-Studien 2), Peter Lang, Bern 2009, pp. 237-250.
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between the wars exists, so written documents from Haba'’s estate (along with period press
reports) have unusually great value as sources.3? Another important source of information
is correspondence pertaining to foundation of the Society for Music Education.33

A voluminous part of the correspondence comprises letters from Haba’s pupils. Many
of them maintained contact with him over a long period of time, and often these contacts
developed into friendships. Among these pupils were for example the violinist Franz
Wiesmeyer (who after the war worked in Great Britain under the name George Whitman),
the above-mentioned Lithuanian composer Jeronimas Kacinskas, the Slovenian composers
Slavko Osterc,3* Milan Ristié, and Dragutin Colié, and from Serbia Vojislav Vuékovié and
Ljubica Marié. Haba also gathered around himself a circle of performers without whose
understanding and interest live performances of his music could not have been given.
In first place among them were pianists (Erwin Schulhoff and Karel Reiner) who together
with Haba dealt with the problems of playing on a quarter-tone instrument. Later Haba's
music was taken up by others whose stimuli also contributed substantially to the origin of
new works, e.g. the harpist Marcela Kozikova, pianist Emma Kovarnova, bass clarinettist
Josef Horak (Due Boemi), and first violinist of the Novak Quartet Dusan Pandula.

Interesting information comes also from purely private correspondence. Haba maintained
contacts over a period of many years - in writing and during his visits to Germany also
in person - with a former member of the chorus of Prague’s New German Theatre, the
singer Tilde Merz-Seidl, who shared with Haba a fascination with anthroposophy. Among
other things she informed him about the reception of Czech artists performing as guests in
Hamburg and elsewhere in Germany. Various women (e.g. the music teacher and writer Marie
Jezkova of Turnov) exchanged opinions with Haba not only about music but concerning
views of the world. Often they shared in promoting Haba’s compositions abroad, as e.g.
in the cases of the American composer of German origin Johanna Magdalena Beyer, the
organist Irene Bauer, the alto Charlotte Salm, and the Czech pianist living in London Liza
Fuchsova. Letters addressed to Haba open the way to a more complete picture of the
events described.

The correspondence of Haba’s extended family sheds light on his personal problems,
beginning with his conflict with his parents in the mid-1920s and later with his brother
Karel. It reflects the turbulence of his first marriage,®® the complicated search for a goal in
life onthe part of his daughter, and later difficulties associated with the psychological iliness
of Haba’s mother-in-law as well as his wife. Also in this category is Haba's intervention on
behalf of Emilie Stursova in her search for work, when he did not hesitate to use his political

32) For a selection of letters pertaining to activities of the ISCM see op. cit., note 26.

33) Selection published - op. cit., note 26.

34) In this case it has been possible to assemble the correspondence in both directions - see note 25. Haba’s
letters to Osterc are deposited in the Slavko Osterc Collection in the Narodna in univerzitetna knjiznica in
Ljubljana.

35) In 1939 the couple divorced, but they continued to share the same household, apparently
by agreement, each respecting the other's freedom. The materials from Haba's estate contain
a photograph of the couple in front of their house probably from the 1960s that is annotated on the back side
‘renewed wedding’, but the collection contains no document concerning this event.
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contacts. Though generally
regarded as uncompromising, in
many cases Haba actually gave
preference to pragmatic solutions.

Haba as a Teacher

Haba’s pupils can be divided
into several groups. The first
includes those who systematically
attended courses or enrolled
in the department of quarter-
tone music and wrote microtonal

Alois Haba na motorce / on a motorcycle " .
Fotografie, 50. Iéta 20. stoleti / Photograph, 1950s compositions that were officially

NM-CMH &. pF. / Acquisition number 40/90 approved. Concerning private

pupils we have only information
appearing by chance. Of course Haba had an influence on students also through his
teaching of required courses in music theory. Performers who played his pieces, too,
can be considered his ‘pupils’ in a way, because during rehearsals he necessarily had to
initiate them into his manner of musical thinking.

Haba's efforts to win recognition of the exceptionality of endeavours to advance the
microtonal system and to establish his own class are documented by carbon copies,
manuscript copies, and drafts of letters and memoranda he addressed to the Ministry of
Education and National Enlightenment as well as other institutions. They document his
struggle to promote and defend quarter-tone instruction, and show clearly his conviction
about his own ‘mission’ and his almost messianic vision of the only possible course of
development of music of the world in the future through enrichment of its expressive
means to include microtones. For example early in the 1930s he wrote a ‘memorandum’
addressed to the Ministry in which we read:

Quarter-tone music built on original stylistic and acoustical principles not derived
from other cultures - principles that I have recognized from listening to folk music
as practiced in Slovdcko and Slovakia - is a stimulus of a national character, but
also provides leadership in the development of modern music of the world. Mem-
bers of other nations, too, will be able to build their musical expression on objective
compositional, stylistic, and acoustical principles. [...] The fundamental difference
between the quarter-tone composition department and the semitone composition
departments, led at the conservatory’s secondary school level by professors Sin,
Jirdk, Kricka, and Karel and in the master school by Suk and Novék, is as follows. In
the semitone departments pupils are more-or-less taught ‘what is’. In the quarter-
tone department they learn to understand and execute what is to happen and must
happen in development.

In 1934 the conservatory’s rector Josef Suk had Haba appointed as a professor. And
the mid-1930s then became one of the most active periods in his life, both in his work as
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a teacher and in organizational work in societies, clubs, commissions, and committees.
Many of Haba’s direct pupils (e.g. Viktor Ullmann, Sigmund Schul, Franz Sturm, and
Vojislav Vuckovi¢) became victims of the holocaust or World War Il. Some (such as Karel
Ancerl and Karel Reiner) survived concentration camps. Others (including Jaroslav Jezek
and Slavko Osterc) died natural deaths during the war, while still others associated with
Haba (for instance Hans Walter Sisskind and Franz Wiesmeyer) succeeded in escaping
from Nazism and remained abroad. Political changes were projected into the fates of
some of them later as well, for example in the emigration of Karel Anc¢erl, DuSan Pandula,
and Marcela Kozikova in 1968 and 1969. In these cases the preserved correspondence
provides testimony concerning the motivations of the persons involved and Haba’s opinion
on solutions of this kind; for example he made strenuous efforts to dissuade Dusan
Pandula from emigrating.

Contacts with Organizations, Institutions, and Prominent Individuals

Along with the above-mentioned materials concerning activities of the Czechoslovak
section of the ISCM, important is Haba’s correspondence with firms such as that of
August Forster in Lobau and in Georgswalde/Jifikov,3® Friedrich Alwin Heckel in Dresden
(concerning a quarter-tone trumpet), and Kohlert in Kraslice (quarter-tone clarinet), with
the Author’s Protection Union, and with the Universal Edition publishing house in Vienna.
Correspondence with institutions includes exchanges of information e.g. with the Czech
Music Fund, Czechoslovak Radio, the National Theatre in Prague, the German Academy of
Sciences and Arts (of which Haba was a member), the director’s office of the State (Prague)
Conservatory, and the Union of Czechoslovak (later Czech) Composers. We also find for
instance correspondence with Wolfgang Steineck (organizer of the Summer Courses in
New Music at Darmstadt)®” and the Norwegian music critic Bjarne Kortsen (who played
a major role in presenting works by Czech composers in Scandinavia). Unfortunately the
collection contains very few documents concerning Haba’s service as director of the
Theatre (or Grand Opera) of the Fifth of May from 1945 to 1948.

Also important for Haba were his membership in the Anthroposophic Society of the
Czechoslovak Republic and his contacts with the headquarters of the International
Anthroposophic Society - the Goetheanum in Dornach near Basel. After World War |l this
aspect of his life was either passed over in complete silence or dismissed with a fleeting
comment, but it is closely related to both his compositional output and his character. Apart
from clear spiritual ties to the teachings of Rudolf Steiner, which were projected into his

philosophy of life, it is important to note that Haba travelled more than once to Dornach to
lecture and that his works were performed there.

36) REITTEREROVA, Viasta: ‘Hudebni uméni jako realizovana pravdivost [...]" (op. cit., note 28).

37) REITTEREROVA, Vlasta and SPURNY, Lubomir: ‘,Hudba nezna hranic“ aneb Haba v Darmstadtu’ (Music
Knows No Boundaries, or: Haba in Darmstadt), Opus musicum, Vol. 38 (2006), No. 6, pp. 4-7.
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The Unknown Haba

The papers from Haba’s estate provide much information that is otherwise unknown.
The author of the first overall study of Haba’s life and work, Jifi Vyslouzil,3® was able to
collaborate with the composer himself, which is a situation that has the advantage of eye-
witness accounts, but necessarily also results in selectiveness of information presented,
because the main character of the expected publication provides to the biographer only
that which that character herself or himself considers important or regards as suitable.
The same applies to Haba’s brief autobiography, published in German.®® Thus a new view
of Haba’s work is offered for example by the approximately thirty sketches and fragments
of opera librettos in the collection - librettos about which Haba never spoke to our
knowledge. They attest to his almost lifelong efforts to find a subject through which he
would show the way to the future of music theatre. These sources add significantly to what
had previously been known about Haba’s work in the genre of opera.*°

Haba completed three operas.** After microtonal quartets and compositions for
quarter-tone piano it was necessary to show that composition in microtones could be
applied successfully even in large forms. The text for the opera Matka (Mother) - written
by Haba himself and set in his native Slovacko - took shape very quickly: according to
Haba himself during the course of two days.*> However, in the materials from his estate we
find a story taking place in Slovacko already before the mid-1920s. It has autobiographical
traits: the principal characters are a young student of the arts, a friend of his, a girl whom
the artist loves, and his parents. One scene even takes place in the park in Haba’s native
town of Vizovice. A scene with the parents is a clear reflection of relations among those
who lived in Haba’s own childhood household. What remains in Matka of this original
subject is the setting in Slovacko. The story of a young artist seeking a female partner in
life is transformed into an apotheosis of motherly love that wins the right to have children
and to co-determine their fates.

38) VYSLOUZIL, Jifi: Alois Haba. Zivot a dilo (Alois Haba: His Life and Work), Panton, Prague 1974. VyslouZil's book
was completed during the period of ‘normalization’, and he was forced to modify some passages ‘ideologically’.
39) HABA, Alois: Mein Weg zur Viertel- und Sechsteltonmusik, Disseldorf 1971, 2nd ed. Munich 1986, reprint
2001.

40) REITTEREROVA, Vlasta: ‘Die Opern von Alois Haba. Ein neues Phanomen des Musiktheaters im 20. Jahr-
hundert’, in Musikgeschichte in Mittel- und Osteuropa (= Mitteilungen der internationalen Arbeitsgemeinschaft
an der Technischen Universitdt Chemnitz H. 3), Chemnitz 1998, pp. 177-197. VYSLOUZIL, Jifi: ‘Habas
Sechsteltonoper ,Es komme Dein Konigreich®’, in Mahagonny. Die Stadt als Sujet und Herausforderung
des (Musik-)Theaters, eds. Peter Csobadi, Gernot Gruber, et al., Anif/Salzburg 2000, pp. 401-407. SPURNY,
Lubomir: ‘Navrh nové operni estetiky v ,Matce“ Aloise Haby’ (A Proposal for a New Operatic Aesthetic in Matka),
in Hudebni divadlo jako vyzva - interdisciplinarni texty (Music Theatre as a Challenge: Interdisciplinary Texts),
ed. Helena Spurna, Narodni divadlo, Prague 2004, pp. 280-291. REITTEREROVA, Vlasta: ‘Das Unverwirklichte
und das Unverwirklichbare in den Opern von Alois Haba’, in Traum und Wirklichkeit in Theater und Musiktheater,
eds. Peter Csobadi, Gernot Gruber, et al., Salzburg/Anif 2006, pp. 576-586, in Czech as ‘Neuskutecnéné
a neuskutecnitelné v opernim dile Aloise Haby’ (The Unrealized and the Unrealizable in the Operatic Output of
Alois Haba), accessible on-line in issue 3/2005 at http://acta.musicologica.cz.

41) The quarter-tone opera Matka (Mother), completed 1929, premiered 17 May 1931 in Munich, the semitone
opera Nova zemé (A New Land), completed 1936, unperformed to this day, and the sixth-tone opera Prijd’
kralovstvi Tvé (Thy Kingdom Come), completed 1942, unperformed to this day.

42) Haba's letter of 4 January 1926 to Lotte Kallenbach-Greller.
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The impulse to compose the opera Nova zemé (A New Land)*® was Haba’s visit to the
‘olympics’ of ‘revolutionary theatre’ held from 25 May to 1 June 1933 in Moscow.** The
event bore the subtitle ‘Revolutionary Theatre - A Weapon in the Class Struggle of the
Proletariat’.*® Haba returned from Moscow with the task of portraying life in the USSR and
the efforts of Soviet artists to the residents of Czechoslovakia, but he also felt obliged to
spread enlightenment in the opposite direction. According to Haba he obtained the libretto
for Nova zemé from its author Ferdinand Pujman, and it suited him for his intention to
portray Soviet culture.*® In August 1934 he addressed a letter to the International Union of
Revolutionary Theatres, headquartered in Moscow and chaired by the German leftist stage
director Erwin Piscator. It was a response to an inquiry about what he thought ‘concerning
the culture of the West and of the Soviet Union’. Here Haba summarizes his innovative
strivings and gives a list of his works expressing an anti-fascist stance and the ideals of
socialism, whereupon he adds that ‘so far Soviet composers have adhered to the old sound
and the old style.” He mentions his work on the opera Nova zemé and also that ‘unfortunately
no Soviet composer has yet adopted these new acoustical expressive means to address
a new socialist topic.” Further on he acknowledges Soviet successes in the rebuilding of
society, but points out the danger of excessive materialization, and at the end of the letter he
reminds the reader of the only correct path, namely the anthroposophic teachings of Rudolf
Steiner. Alas we do not have the response from Moscow, but we can guess what became of
Haba’s challenge in the period of the Stalinist ‘cultural revolution’. In a similar spirit Haba
engaged in polemics with his pupil, the Serbian composer (and pupil of Zdenék Nejedly at
Charles University) Vojislav Vuckovié, e.g. with the latter’s essay ‘Idealismus a materialismus
v hudbé’ (Idealism and Materialism in Music) in the journal Rytmus.* In this case, too, Haba
rejects a narrowly materialistic, calculated conception of art, championing free ‘use of new
contours of musical speech and creation of new musical forms’.*®

In the 1930s, under the influence of the growing fascist threat, Haba took a position on
the side of the leftist movement, although he did not agree with its dogmatizing tendencies.

43) After the story of the same title by Fyodor Gladkov. This was the first Czech opera on a Soviet subject.

44) ViHTepHaumMOHaAbHasA OAMMMNMAAA CaMOAEATEAbBHOTO PEBOAKOLMOHHOrO Teatpa (International Olympics of
Independently-Active Revolutionary Theatre). Delegations from Great Britain, France, Germany, Norway, and
elsewhere took part in this gathering - a total of twenty-six groups from twenty-one countries. Accessible on-line
at http://www.fedy-diary.ru/?p=3688.

45) On Haba'’s certification of participation, preserved in the collection, we find these words in Russian, German,
English, and French.

46) Radio interview ‘Prof. Alois Haba o své &innosti v DDOC [Svaz délnickych divadelnich ochotnikil Eesko-
slovenskych] a Mezinarodni unii [should be ‘a Mezinarodni spole¢nosti’] pro soudobou hudbu’ (Prof. Alois Haba
on His Activities in the Union of Czechoslovak Theatrical Amateurs of the Working Class and the International
Society for Contemporary Music), Czech Radio in Prague, tapes numbered DF05627/4 and AF04653/7.
According to Haba, Pujman wanted to offer the libretto to Alois Haba’s brother Karel, but Alois Haba, aware of his
above-mentioned task and seeking a suitable libretto, decided to set it to music himself.

47) VUCKOVIC, Vojislav: ‘Idealismus a materialismus v hudbé&’, Rytmus, Vol. 2 (1936-1937), pp. 41-44, 56-58.
Haba’s retort: ‘Poznamky k tvaréim a poznavacim problémdm hudebnim’ (Comments on Creative and Cognitive
Problems in Music), Rytmus, Vol. 2 (1936-37), pp. 81-86.

48) Ibid., p. 86. See also REITTEREROVA, Vlasta: ‘Alois Haba und Vojislav Vuckovié Gber den Materialismus
in der Musik - eine Debatte’, in Prague and the Students of Composition from the Kingdom of Yugoslavia: On

Veselinovié-Chorman and Melita Milin, MuzikoloSko drustvo Srbije, Belgrade 2010, pp. 41-71.
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He intervened on behalf of the Austrian journalist David Josef Bach, who after the social
democratic party of Austria was banned in 1934 found himself in a precarious material
situation.*® During the same period he organized a manifesto on the part of members of
the ISCM for release of imprisoned Yugoslavian artists® and strove to recruit the Soviet
Union as a regular member in the ISCM.%* He also struggled in vain during this time to
have his opera Nova zemé produced by the National Theatre in Prague, which although it
accepted the work for performance ultimately withdrew from the production because of
the complicated international situation.®?

It was also during this time that the subject for Haba’s opera to his own libretto
Nezaméstnani (The Unemployed) - definitive title PFijd’ kralovstvi Tvé (Thy Kingdom Come)
was crystalizing. Its model was the anthroposophic dramatic art of mystery plays.>® The
actual content is a conflict of the proletariat with factory owners, between which classes
stands - completing an analogy to the allegorical trio of anthroposophy (Christ, Lucifer, and
Ahriman) - a mediating level of directors and office workers. As the sketches attest, the
subject took shape over a very long period of time. Haba originally intended to compose
this opera, too, in quarter tones, but the definitive version is in the sixth-tone system. This
work, creation of which can be called an escape by Haba from the reality of war into an
esoteric world of parables, was completed in March 1942 and has never been performed.

Haba the Petitioner

From drafts of letters in Haba’s notebooks we learn about his material situation at
various points in time. Shortly after his arrival in Berlin in 1920 he was dependent on
a modest scholarship; he described his situation in a letter to an unnamed member of
parliament® and in another one to a likewise unnamed official in a ministry, thanking
them for their previous help. Already at that time he had no doubts about his artistic
mission: ‘I hope and believe that as a Czech artist | am building the necessary ground here
for the future.’

The world premiere of Matka did not create financial problems for Haba directly, but he
felt partly responsible for the large deficit that resulted despite support from Czechoslovak
government agencies and from Werner Reinhart. Haba’s comments on a copy he received
of a letter dated 12 June 1931 from Reinhart to Fritz Blichtger can be interpreted as
a desperate attempt to absolve himself of blame, but also as a reflection of his boastful

49) See relevant letters to Haba from Anton Webern and the president of the ISCM Edward Dent, published in
Miscellanea musicologica (op. cit., note 26). Also KOTLAN-WERNER, Henriette: Kunst und Volk. David Josef Bach
1874-1947, Vienna 1977.

50) Published in Miscellanea musicologica (op. cit., note 26).
51) See letters from Edward Dent.

52) See Haba's correspondence with the management of the National Theatre, with Vaclav Talich, with the
Ministry of Education and National Enlightenment, with the Ministry of Foreign Affairs, etc. Haba sought support
from cultural authorities, as attested also by two letters from Karel Capek in this matter.

53) The second act, in which there is no action, is a conversation among the three allegorical figures of
anthroposophy: Lucifer, Ahriman, and Christ.

54) Probably Antonin Cyril Stojan, who had already helped Haba during World War |.
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personality and self-assurance. He writes that he offers foundation of some sort of
Reinhart Fund if in the future he succeeds in acquiring ‘etwas mehr an materiellen Guter’.
He also offers, for example, to bequeath the first pencil fair copy of his opera to the library
in Winterthur, Switzerland.

In Haba’s notebook from 1939 we find a draft in Czech®® of a letter to the patroness
Elizabeth Sprague Coolidge, from whom he also sought a solution to his problems. Those
problems had been exacerbated by the political situation as well as the situation in his
family associated with his divorce, his efforts to get his daughter MiluSe to safety in
Switzerland, etc. (In a way these proposals can be viewed as a prelude to the saga of
Haba’'s estate as described earlier in this article.) He offered the patroness his ‘entire
artistic estate’, i.e. manuscripts of his ‘fiftty compositions - chamber, orchestral, choral,
and operatic - in the systems of semitones, quarter tones, and sixth tones’, which he
had ‘written during the past twenty-five years’ and would continue to write during his life,
provided he could receive a monthly income that would allow him to live and to devote himself
to his compositional and promotional work in any country and that after his death would
provide the material needs of his wife and, in part, his child for ca. thirty to thirty-five years,
in the amount of ‘about 100,000 dollars’. He was also willing to bequeath his quarter-
tone instruments, documentation pertaining to them, manuscripts of theoretical articles,
his library, photographs, reviews, and correspondence with important contemporary
composers and institutions.

I could make this bequest if the institution in question were to give me a guarantee
that it will care for the manuscripts and all the other things and install them as
a collection accessible to the public for information and study of quarter- and
sixth-tone music in the new, non-thematic style. [...] I ask you cordially, and with the
whole emphasis of an artist struggling honourably to realize his creative intentions:
give me time, i.e. material provision for my further creative work and I’ll donate to
you everything I have created to date and will still create. I ask this of you in aware-
ness of the importance of my talent for the further development of both Czech and
international music. [...] If by assuring me a living you provide me with free time for
further intensive artistic work, you yourself will thereby affect in a most active way
the development of music of the Czech nation and the world.®

Haba also turned again to Werner Reinhart on the eve of World War I, proposing that
he (Haba) serve as a teacher at the Musikkollegium in Winterthur or at the conservatory in
ZUrich, and/or that he give composition courses in Basel for ca. 4,000 francs a year, and
specifying the structure and content of instruction:

Vielleicht wiire es doch von Bedeutung wenn es Ihnen moglich wire zugunsten des
Komponistennachwuchses lhrer Heimat wie auch anderer Lindern den von mir
vorgeschlagenen Plan zu versichern. Tatsdchlich fehlt der jungen Generation eine
richtige Kompositionsschulung. Zu meiner Studienzeit lehrten Janacek, Novak, Suk.
In Ausland - Schreker, Schonb[erg], Roussel, Szymanowski, Busoni, spéter Hinde-

55) Dated 26 April 1939.

56) It has not yet been determined whether this letter was sent, but Haba’s words confirm his belief in his own
exceptional importance for music of the world.
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mith, Berg, Krenek. Gegenwirtig mangelt es in Europa an Kompositionslehrern vom
Format.

In Haba’s preserved correspondence one can also trace the fates of some of his
compositions. This pertains e.g. to the Symphonic Fantasy for Piano and Orchestra,
Op. 8, whose autograph copy remained with the soloist in the premiere, Eduard Erdmann.
After Erdmann’s death this manuscript became the subject of a dispute between Hans
Moldenhauer of Spokane Conservatory in the United States®” and the publisher Hans
Schneider of Tutzing. Preserved in this matter are sixteen letters to Haba from Moldenhauer
(from 1959 to 1962) and two from Schneider. They show that Haba rashly gave consent
both to transfer of the manuscript (as a gift) to Moldenhauer and to its purchase by
Schneider. In the end the manuscript remained in the ownership of Schneider, who had
a photocopy made.58

Preserved drafts of unpublished lectures, articles, deliberations, and memoranda Haba
wrote during his period of struggle to achieve establishment of his own composition class
at the conservatory in Prague testify to the obstinacy with which he pursued his vision of
a universal, worldwide musical language making free use of the whole spectrum of pitch
nuances.®® Viewed from the outside, Haba’s life may seem to have followed a straight line,
guided by the goal he set around 1920. However, if one examines the details one sees
that he passed through many abrupt changes that disturbed the continuity of his work;
most striking is the period from 1948 to 1951, when he strove (in vain) to accommodate
requirements of the aesthetics of socialist realism.

Correspondence with friends and pupils attests to relationships that often lasted for
decades. However, with but few exceptions Haba acted alone, resisting a firm commitment
to team work. This is documented both by the process leading to construction of a quarter-
tone piano® and by many inquiries addressed to Haba pertaining to theoretical issues
which - although they apparently remained unanswered in many cases - attest to the
dissemination of and interest in Haba’s ideas. Among the inquirers we find the Swedish
composer and pianist Carl-Olof Anderberg (1914-1972), American pianist Allan Bacon
(1886-1966), Ivan Bessis of Tunis, Rumanian composer Dimitrie Cuclin (1885-1978),
the music teacher, composer, and conductor Rosebery d’Arguto (real name Martin
Rozenberg, 1890-1943), Danish composer Knud Harder (1885-1967), Swiss conductor

57) The music historian Hans Moldenhauer (1906-1987), founder of the International Webern Society,
assembled an archive called Music History from Primary Sources, containing manuscripts of Alban Berg,
Johannes Brahms, Ludwig van Beethoven, Franz Liszt, Witold Lutostawski, Gustav Mahler, Arnold Schoenberg,
and others - a total of 3,500 items. He also expressed interest in having a piece by Haba.

58) Today the photocopy is in the personal ownership of Jifi VyslouZil; see Catalogue of the Music and Writings
(op. cit., note 19), pp. 59-61.

59) SPURNY, Lubomir: “,ExteritoriaIni“ Haba - nékolik poznamek k Adornové pojmu ,exteritoriale Musik*’ (The
‘Exterritorial’ Haba: Several Comments on Adorno’s Concept of ‘exteritoriale Musik’), Opus musicum, Vol. 33
(2011), No. 1, pp. 11-16. SPURNY, Lubomir: ‘Habova ,Musik der Freiheit“ o&ima némecky pisici muzikologie’
(Haba’s ‘Musik der Freiheit’ in the Eyes of German-Language Musicology), accessible on-line in issue 2/2005
at http://acta.musicologica.cz. SPURNY, Lubomir: ‘Alois Haba. Between Tradition and Innovation’, Czech Music
(today called Czech Music Quarterly), 2005, No. 3, pp. 1-8.

60) See Haba's correspondence with Willy Méllendorff and Ivan Vyshnegradsky. Also REITTEREROVA, Vlasta:
‘Hudebni uméni jako realizovana pravdivost [...]" (op. cit., note 28).
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Ernst Klug, Colombian composer Emirto de Lima (1890-1972), the author of publications
on microtonal music in Western culture Eugene S. Nye, and American pianist Maxwell
Ohley, as well as, for example (represented by one letter), Olivier Messiaen.

In the end Haba’s self-promotion and tenacious defence of his own compositional
system became an obstacle to objective evaluation of his works, and one of the reasons
for today’s almost absolute absence of his music in concert repertoire. His wide-ranging
contacts, however, assured access for musical culture in the young Czechoslovak
Republic to an international forum, and conversely brought home awareness of musical
developments in the world at large. Later on Haba'’s status as an acknowledged authority
helped overcome the barrier of the ‘Iron Curtain’. In these respects it makes no difference
that his universal cosmic empire of microtones remained a utopia.
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V. smyccovy kvartet Sestinotonovy, op. 15 / Fifth String Quartet (In the Sixth-Tone System), Op. 15
3. véta / Third movement (Presto)

Autografni partitura / Autograph score, 1923
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