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Introduction

Petr Eben is undoubtedly one of the most prominent personalities of Czech contemporary
music. This applies especially to the field of organ and sacred music, which has gained
worldwide recognition. Many children's songs and choirs became very popular in the Czech
environment, which means the highest honour for a composer. Equally successful are his
numerous vocal compositions, particularly his choral works.

Since the beginning of my Master studies at the Faculty of Education of Charles
University in Prague, Petr Eben’s music captured me, especially his choral works for
children. I dedicated my master’s dissertation "Petr Eben’s work for children's choirs" in
2005 to Eben as a composer and particularly to this field of his choral work. This thesis was
focused on the whole area of Eben's choral works for children with brief characteristics and
basic data of each cycle (year of publication, the first staging) and a detailed analysis of three
choral works of different level of difficulty (easy, moderately difficult, difficult) and their use
in teaching practice. After finishing my studies | devoted my work as a choirmaster and
conductor both in Cyprus and abroad to all Eben‘s choral works. My interest in all the choral
works of Petr Eben‘s deepened at a time when I had the opportunity to become familiar with
the part of his choral work inspired by the ancient world.

As a person whose mother tongue is Greek, | was particularly impressed by two
Eben‘s works on ancient Greek theme, not only for of their musical qualities, but also
because they were composed in periods that were particularly eventful both for Greece and
for Cyprus, which is my homeland. In Greece, it was a period of fascist dictatorship in the
years of 1967-1974 and has brought the Greek people the suppression of basic democratic
freedoms. Many Greeks who were against the fascist junta had to leave the country, most of
them were turned out of their homes, many of them also came to Czechoslovakia and found
their home there. Some of the Greek deportees remained in Czechoslovakia permanently.
Due to their large number, Greek primary and secondary schools were established where
children were taught all subjects which were generally taught in Greece at the time. In
addition, these schools taught the subjects in which the pupils became acquainted with
aspects of Czech life and institutions, with the obvious stress on Czech language, history of
Czechoslovakia, geography of Central Europe, etc.

In 1974, after the decision of the Supreme Court in Athens who denounced all the

colonels and state leaders of the time, democratic elections were held and Georgios



Karamanlis took over the leading of the state. In the same year, the Greek fascist junta fell,
but the brief war affected also the Republic of Cyprus. The Turkish army attacked our
country and occupied about one third of the island. Also in this case it resulted in the exodus
of the Greek population. Many of Cypriot refugees fled to Europe, especially to Great
Britain, for the reason that Cyprus had been an English colony in the years 1868-1959 and a
large part of the population spoke English as a second mother tongue besides Greek. A large
percentage of Cypriot refugees were received, along with the exiled Greeks, by former
Czechoslovakia, which became their new homeland. Living in a foreign country was not easy
for them, many of them remained there, however, studied and worked there, many started up
their families. For their second generation Czechoslovakia was not a foreign country, but
became a homeland.

It seems an interesting coincidence Eben’s choral work of that the particular period of
1967-1974 is bounded by two major compositions on ancient Greek themes, in which Eben
in both cases used the original Greek language. This is an oratorio Apologia Sokratus (1967)
for baritone and alto solo, children‘s and mixed choir and orchestra, and the cycle nine two-
to four-part female choirs with harp accompaniment — Recky slovnik/Greek Dictionary
(1974).

Other Eben’s works inspired by the ancient world were created in the wider period
between the years 1957-1985, when among others the work Epitaf/Epitaph (1957) was
composed for male choir a capella, a baroque suite Catonis moralia — Catonova
mudroslovi/Cato Sayings (1974-1975) for children's choir a capella, Pozdrav
Marsyovi/Greeting to Marsyas (1980) for mixed voices and a small ensemble on subjects
from classical mythology and the four-part series for a three-part female choir a capella
Odvéka kosmetika/Eternal Cosmetics (1985). My fascination by Eben’s work on ancient
world themes resulted in the decision to dedicate my dissertation to this subject.

Unlike the vast majority of contemporary Czech composers, there are two literary
monographs available on Petr Eben by authors Katefina Vondrovicova and Eva Vitova. The
third mainstay for collecting factual data on Eben‘s choral works for me were expert articles
Stanislav Pechacek published in the Cantus journal.

Vodrovicova’s book Petr Eben (2nd edition Praha: Panton, 1995) is structured as a

whole of sixteen thematic chapters® that create space for introducing the most important facts

! (1) The roots and first memories, (2) Transformations of the home, (3) Teachers and patterns (5) Spiritual
World (6) Inspiration and creation, (9) Music and lyrics (12) In the parents® footsteps (14) Home and the World,
(Attachments) List of works — alphabetical order.



of Eben’s life and from individual areas of his work, and at the same time use the composer-‘s
authentic texts. Thus, the author does not proceed chronologically in her work, but
thematically. Vondrovicova had Eben's private archive at her disposal, which contains the
composer's memories, interviews, lectures, comments on his works, press clippings and much
more, of course limited by the year 1995, when the second, updated edition of her work was
published. Very valuable is therefore the detailed and relatively complete list of Eben’s works
in alphabetical order, including details of each composition (the year it was written, setting,
the first staging, release, performers), which the author included in the second half of her
book. Appended we can find a chronological table of the composer's life and works until
1995 and an overview of his artistic paths.

Thanks to her twenty-five-year-long friendship with Eben and his wife, the author of
the other publication — Eva Vitova (Petr Eben. Praha: Baronet, 2004) had many opportunities
to discuss with the composer and learn many details on the inspirational, ideological and
motif aspects of the individual compositions. In her book, the author follows the basic
principles of musicological work, tries to uncover inspirational background of the composer's
work, presents a categorized description of the compositions and attaches a file of Eben’s
unpublished texts and correspondence.

As follows from the year of the issue, Vitova in her inventory of Eben's compositional
legacy gets almost ten years further, particularly to 2002. In case of this work, mapping of
Eben’s work remains a problem in the field of the choral and cantata compositions from the
last five years of the composer's life®. In these compositions, | had to rely mostly on Internet

data published on the composer's personal website http://en.wikipedia.org/wiki/Petr_Eben,

http://www.allmusic.com/artist/petr-eben-mn0002166483, www.schott-music.com/shop and

on portals www.nkp.cz, www.musicbase.cz/skladatele/173-eben-petr, https://aleph.mzk.cz.

I also took support from Stanislav Pechacek’s authentic findings published in the above
mentioned studies.

In neither of these monographs or in partial studies of Eben’s work I encountered a
more detailed analysis of Eben‘s choral music. Here therefore opens a space for my own
personal contribution to the literature on Eben, and that's why I included an analysis of two
compositions on ancient Greek texts in the last part of my work. For a formal analysis of

Eben‘s compositions in this part of my dissertation I was inspired by textbooks by Ludék

2 As early as 2000, Eben probably had several minor strokes, medically undiagnosed and untreated. However, it
gradually became evident on his brain function, the memory component began to rapidly deteriorate until his
death in 2007.
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https://aleph.mzk.cz/

Zenkl ABC of musical forms® and by Michal Kosut Chapters on musical forms®. Zenkl‘s
book contains an index of musical forms, which are also provided with sheet music examples,
while Kosuta’s teaching text deals with the issue of musical forms from the compositional
point of view. It contains the form types and ways of organizing the material in time. | based
my analysis methodology, among others, on publications by Michal Nedélka From Pavel
Boikovec pupils‘ legacy® and Four analyses of contemporary Czech mass®. Nedglka’s books
list models of analysed compositions with sheet music examples, the author also analyzes
among others also Eben’s works. Regarding the harmonic analysis, I leaned mainly on the
book by Vladimir Tichy Harmonic thinking and hearing’. The book is divided into 25
lessons, each presenting systematic-theoretic interpretation of a particular harmonic problem
with rules, guidelines or recommendations for its solution. At the end of each chapter there
are practical exercises in the form of compositional tasks analyses of selected musical
examples. They are mostly Czech works, which is for the natural reason that | studied in the
Czech Republic. I also tracked several studies on Eben in foreign languages, especially in
English, which I mention in the bibliography.

| gradually modified the structure and content of each chapter of my dissertation in
the course of time, largely at the initiative of my dissertation tutor. Beside the oratorio
Apologia Sokratus and the cycle of nine female choir compositions Recky slovnik/Greek
dictionary, which are composed on the ancient Greek texts, Eben choral works inspired by
the ancient world includes also other compositions. Given the breadth of this topic, I finally
decided to concentrate the analysis portion of my work only to the above mentioned two
songs.

A major problem | had to solve was the choice of language in naming the individual
compositions, due to the fact that my work is written in English. This concerns mainly the
names of the compositions in the overview chapters. | finally chose the following solution:
First the composer's original version is mentioned, which almost always corresponds to the
language of lyrics. We find names in Czech, Latin, Greek, English, German and Hebrew. In

the second place | mention the translation of the title into English. In this case, it is not a

3 ZENKL, L. ABC hudebnich forem (ABC of musical forms). Praha: Supraphon, 1984.

4 KOSUT, M. Kapitoly z hudebnich forem (Chapters on musical forms). 1st edition. Brno: Masaryk University,
2004. 88 pp. ISBN 80-210-3451-3.

> NEDELKA, M. Z odkazu Zikii Pavla Borkovee (From Pavel Boikovec pupils ‘ legacy). Praha: PedF UK, 2001.
ISBN 80-7290-041-2.

® NEDELKA, M. Ctyii analyzy soudobé ceské mse (Four analyses of contemporary Czech mass). b. v. Novéa
Paka: FTC 2001. ISBN 80-902808-7-0.

! TICHY, V. Harmonicky myslet a slyset (Harmonic thinking and hearing). Praha: HAMU, 1996.
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literal translation of my own, but | used the language variants as they appear in the acclaimed
The New Grove Dictionary of Music and Musicians®

The aim of my work is to introduce the reader with the story of Petr Eben’s life, his
complete choral work and with two of his choral compositions on ancient Greek texts in
detail. Although it is a work inspired by ancient texts more than two thousand years old, they
are still relevant and can engage and enrich modern humans in the early 21st century. Due to
the English language, | suppose its impact mainly outside the Czech Republic. At the same
time, | outlined the second basic objective of this work - to promote Eben’s work outside the
Czech environment and outside the German-speaking countries, where his work is already

quite sufficiently known.

8 Eben, Petr. The New Grove Dictionary of Music and Musicians. 2™ ed. Edited by Stanley Satie and John
Tyrrell. London: Macmillan, 2001. Vol. 7, pp. 845-846.
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1 Essential Biographic Information

1.1 Eben’s Brief Curriculum Vitae

Petr Eben is one of the most prominent figures of the Czech contemporary music, recognized
even abroad. He was born to a teacher’s family on January 22, 1929. Playing the piano since
the age of six, he started learning to play the organ on his own when he was nine, and at the
age of ten he started composing. When he was eleven he became an organist and regenschori
(choir master) in the Cistercian Schlierbach Abbey where he accompanied mass services
during summer and Christmas holidays. In 1944 Eben was expelled from the Secondary
School in Cesky Krumlov (Béhmisch Krummau) for being descended from a Jewish family.
He was not able to graduate until 1948. Meanwhile, Eben was imprisoned in the Buchenwald
concentration camp in 1945.

Between 1948 and 1954 Eben studied piano playing in the class of FrantiSek Rauch

(1948-1952) and composition with Pavel Boikovec (1950—
1954) at the Music Faculty of the Academy of Performing Arts in Prague. After his studies
Petr Eben pursued predominantly three artistic activities, i.e. piano and organ interpretation,
improvisation and composition. His numerous composed pieces cover nearly all genres
(simple songs for one voice for pre-school children, for children’s, women’s, men’s and
mixed choirs, compositions for a solo instrument — piano, organ, nearly all kinds of chamber
music, concerts for an instrument, vocal and instrumental work, orchestral work, ballets and
opera).

His extensive composed work has found its way into repertoires of many artists and
has become part of concert dramaturgy in the Czech Republic and abroad. In addition, Eben
was an excellent pianist and proved himself also as an accompaniment during concerts of
songs. He also demonstrated an extraordinary talent of piano and organ improvisation.
Performing at a number of author’s concerts in various cities of the United States, Petr Eben
also took part in the Czechoslovak Music Festival in Madison (Wisconsin, 1988). He had the
opportunity to demonstrate his organ improvisation skills at full-length concerts in many
European cities, including the Notre Dame Cathedral in Paris, Royal Festival Hall in London,

or Crystal Cathedral in Garden Grove in the United States. Moreover, Eben’s activities
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abroad comprised also of many lectures on contemporary music, religious music and Czech
music of the 20th century.

Petr Eben dedicated a large portion of his creative energy to his teaching activities,
both in a theoretical and practical way. He worked in academia for nearly thirty five years,
becoming an assistant lecturer (1955 — 1964), lecturer (1964 — 1988) and associate professor
(1988 — 1990) in the Department of Musicology at the Faculty of Arts, Charles University in
Prague. In the Department of Musicology Eben was engaged in practical courses, such as
sheet music playing® published in Prague by Supraphon, 1st edition 1960, 2nd updated
edition 1990), piano playing and intonation, musical forms and composition analysis. Later
on Eben also pursued music of the 20th century.

Eben’s long-term presence at the Department of Musicology was interrupted only by
his one-year stay in Great Britain during the academic year of 1978-1979. During that time
Eben taught composition at the Royal Northern College of Music in Manchester, one of the
best music schools in England and all of Europe. According to Eben, teaching composition is
not an easy job because young composers tend to expect only approval and praise for their
pieces, and react in an irritated way to any criticism. Still, to achieve its purpose certain
requirements need to be met when teaching composition. First of all, students should be
willing to take advice, secondly, students should trust their teacher, and thirdly, the teacher
should be really enthusiastic about his composer’s mission and share his enthusiasm with
students. Composer communicating with students of composition finds himself in a
completely different situation than an experienced surgeon sharing his know-how with other
doctors. Composer does not have the experience as he himself is still searching. “As far as |
am concerned | am standing at the same foothill with my students, looking up at the steep
slopes with the same curiosity and fear as they do. The only difference is that they are young,
they have a bigger drive and can risk much more when creating as nothing is yet expected
from them.”*°

Petr Eben spent a whole academic year in England. We can say that he mastered the
English language quite well, becoming so skilled after the first half-year that he was even
dreaming in English. During his year in England Eben organized four concerts consisting of
his students’ compositions and music of Czech composers. In addition, Eben held two long
lectures on contemporary Czech music, performing the Nonet by Bohuslav Marting,

Concertino by Leos§ Janacek, compositions by Miloslav Kabela¢, and he also helped with a

SEBEN, P. — BURGHAUSER, J. Cteni a hra partitur. Praha: SNKLHU, 1960. pp. 360.
©\/VONDROVICOVA, K. Petr Eben , 2" act. edition, Prague: Panton, 1995, pp. 116-117.
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premiere of Jakobin (The Jacobin) by Antonin Dvoidk in the Manchester Opera House.
Eben’s stay in Manchester was crowned by, first, a commendation by the College Dean,
Terence Greaves, for his impressive while spontaneous musical and pedagogical approach,
and secondly, Eben’s five concerts taking place from April to July.11

Politically charged times of the totalitarian regime in Czechoslovakia sought to limit
public performance of religious music to an absolute minimum. This has changed after the
Revolution of 1989 and since that time composers have been allowed to express freely their
feelings and their spiritual world. A list of Eben’s music composed since the fall of the
Communist regime until 2003 shows that 65% of his pieces are of a religious nature (52 out
of 78) whereas during the totalitarian regime religious themes could be found only in 50% of
Eben’s compositions (39 out of 77). Working tirelessly Eben put his heart and soul into his
work after 1989. He became a President of the Prague Spring International Music Festival,
Vice President of the Christian Academy, and Honorary President of the Czech Sacred Music
Society. Following his thirty years of teaching at the Faculty of Arts and one year of teaching
in Great Britain it was not until 1989 when Eben was appointed an associate professor. That
same year Eben concluded his teaching career at the Faculty of Arts of Charles University,
and transferred to the Academy of Performing Arts in Prague, teaching composition. His
academic career culminated in April 1991 when Eben obtained the degree of a university
professor. A year later Eben became an honorary professor at the Royal Northen College of
Music in Manchester. In 1990 Eben received the National Award for his organ cycle Job, and
in November 1991 he was named Chevalier des Arts et des Lettres by the French Minister of
Culture. In 1993 the German Kunstlergilde awarded him the Stamitz Prize, and in 1994 Eben
received an honorary doctorate from the Charles University. In 2001 Eben was awarded the
prize of the Bishops’ Conference in Mainz, and in 2002 the Medal of Merit by Vaclav Havel,
President of the Czech Republic.

In his work Petr Eben addressed music education of children and youth, and a
significant part of his work is thus dedicated to children. He was greatly interested in
developing children’s creativity without eliminating radio, television, record players, films

and theatre. All his life Eben sought to prevent passivity in children resulting from unsuitable

i organ cycle Laudes was recorded in Coventry for BBC on April 5 pro BBC; the Czech Embassy
organized a concert of Eben’s chamber music for Eben’s 50™ birthday in London on April 26; second recording
for BBC on May 30 and 31; Dechovy and Zestovy kvintet (Wind and Brass Quintets) performed in Wigmore
Hall in London on July 1 and 2; and a full-length concert of music by Leo$ Jana¢ek, Bohuslav Martinti and Petr
Eben again in London on July 12.

14



environment, and to fill their emptiness with music creativity. Eben was convinced that
children embody the seeds of music and art. Therefore, he composed not only instructive
pieces for children, but also co-authored a training book of music “Ceska Orffova §kola”
(The Czech Orff School). In a certain sense, this educational project is an adaptation of the
work by music composer and teacher Carl Orff, but from a musical perspective it is an
authentic piece by Petr Eben and Ilja Hurnik.

Despite the many unpleasant events in his life, such as expulsion from school, war,
totalitarian regime, obstacles hampering his work, undiagnosed and untreated minor strokes,
Eben lived a happy life full of optimism until October 24, 2007 when this great composer left
us forever. He was an exceptional and multifaceted personality, intelligent and entertaining

companion, very charismatic and popular with children.

1.2  Brief Family Genealogy

Eben’s father Vilém Eben was born in Prague in 1887 to a Jewish family. Eben’s mother
Marie Ebenova, born Kahlerova, grew up in a Catholic family and was born in Usti nad
Labem in 1896. The parents met as teachers at school in Usti. Eben’s father Vilém Eben was
later promoted to a school inspector, a position for which he had to get baptized. Eben’s
parents were not professional musicians but still very musically gifted. His father played the
violin in an amateur orchestra while his mother enjoyed singing and accompanying herself on
the guitar.

The Ebens settled in Zamberk where they remained until 1935, i.e. until Petr was six.
The same year they moved to Cesky Krumlov, living successively in several apartment
buildings. Until the German occupation they lived in a building next to the Czech secondary
school in the Spi¢ak district, later moving to a flat in the Horni brana district, and after the
war moving for the last time to a house under the Krumlov Castle Tower.

Petr Eben’s older brother Bedfich, five year his senior, was born in 1924. Bedrich was
a skilful, gifted and versatile man. He graduated from a Faculty of Medicine, becoming a
dentist, but enjoyed drawing and other various activities. Bedfich had a great linguistic talent,
professionally translating to German for Panton and Supraphon, including translations of Petr
Eben’s choirs, songs and cantatas as well as texts of other composers, including Dvotak’s

Biblické pisné (Biblical Songs). Eben’s brother had a special affinity for old classical
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languages. He mastered old Czech language as well as old German, he wrote in Greek and
Hebrew, learning also the Siam’s writing system. Besides, he was an excellent musician and
improviser, playing the piano, violoncello, recorder and singing saw, a very specific
instrument he bought out of curiosity. Being five year Petr’s senior Bedfich was a lifetime
pillar for his younger brother, supporting him in many difficult situations they lived through.
When their father was sent to a concentration camp, Bedfich took over the father’s
responsibilities, touchingly caring for their whole family with much dedication.

The two brothers had a very close relationship. Thus, it was an unexpected and hard
blow for Petr Eben when his brother died in May 1980. At the time Petr Eben was returning
from a demanding tour in Belgium, Netherlands and West Germany when he learnt that his
brother had died six days earlier. Aged fifty six, Bedfich died while relaxing with a glass of
wine, listening to a gramophone record, and with verses he was translating. Eben’s mother
died of cancer in 1960, and his father died three years later of his second myocardial

infarction.

1.3  First Musical Steps and Teachers

The first childhood memory of Eben was of musical nature, and even then this encounter with
music was a special mix of happy and agonizing feelings. “In the evening my father sang a
lullaby to me; he held my hand that | had put trough the net of my crib. And until today |
remember how the net strings painfully cut my wrist, but | endured because | loved the
melody so much. Only many years later I recognized the melody to be a touching Brahms’s
lullaby Good Evening, Good Night.”12

The time around 1935 was an important milestone in Eben’s musical development as
those were Eben’s first steps in music, in particular in piano playing. As a six-year old boy he
attended piano lessons by FrantiSka Postulkové; later on he considered himself lucky for
meeting her. She let him play only pieces he had chosen. This way Eben achieved a high
technical level very quickly. During his childhood, in addition to his piano lessons, Eben also
attended violoncello lessons by Professor Janota. After the war and on recommendation by
Miss Postulkova Eben transferred from the music school in Krumlov to the Jeremid$ Music

School in Ceské Budgjovice, continuing his piano lessons and learning the basics of

2\/ONDROVICOVA, K. Petr Eben, 2" act. edition, Prague: Panton, 1995, pp. 13.
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composition with Ladislav Vrchota. There, the life of Eben started to change — for the better
for him, but for the worse for his parents — as he pursued the things he wanted to right from
the beginning. After the break during the war, Eben dedicated his efforts to the piano in a
very intense way, but his parents were not very happy about that, preferring studies at a
medical school or of photography. Nevertheless, Eben wanted to become a musician at all
costs but did not know what kind of musician: pianist, organist or composer? He graduated
from the Music School in Ceské Budg&ovice with his solo full-length concert and the
Mozart’s Piano Concerto in D Minor with orchestra. Eben also recollected the event that
changed his course towards organ playing. Eben played during church masses on a regular
basis, but once a stranger came to him and humbly asked to try the organ for its sound. The
stranger played Bach’s Prelude and Fugue in E-Flat Major by heart. The stranger was Jifi
Reinberger, professor of the Academy of Performing Arts in Prague. During the graduation
concert from the Music School in Ceské Budé&jovice, Eben’s teacher Vrchota met with Eben’s
parents and guaranteed that Eben would become a successful musician should he pursue
music in his future life.

1948 turned out to be a yet another milestone for Eben when following a completely
independent preparation for his entrance examination Eben was accepted and enrolled in the
piano class of professor Frantisek Rauch at the Academy of Performing Arts in Prague. He
graduated his piano studies two years later with a solo full-length concert, containing also
many difficult pieces e.g. Bach’s Toccata and Fugue in C Minor, Schumann’s Dances of the
League of David (Davidsbiindlertinze), Rachmaninoff’s Preludes, and Sergei Prokofiev’s
Sonata No. 2. The concert featured also Eben’s own piano Sonata in Des written in 1951.

Studying the piano playing was not sufficient for Eben. In 1950 Eben applied for
composition studies and was accepted into the class of Pavel Botkovec.™® Eben valued his
teacher greatly, stating that he had learnt a lot from him. Eben was keen on Boikovec’s way
of communication and cooperation with students. Bofkovec had a very nice personality and
his friendly approach towards students was captivating. Eben really looked forward to his
composition lessons as their work during the classes was already on a professional level and
Eben considered Botkovec’s classes a friendly consultation. Studying composition between

1950 and 1954, Eben graduated with his fifty-minute Koncert pro varhany a orchestr ¢. 1

13 pavel Boikovec (1894-1972 in Prague) was a Czech composer and music teacher. He studied at the Prague
Conservatory under the Dvorak’s student Josef Suk and later under Jaroslav Kii¢ka and Jan Boleslav Foerster.
From 1946 to 1967 he taught at the Academy of Musical Arts in Prague. His students there included Pavel

Blatny, Jifi Pauer, Vladimir Sommer, Petr Eben, Jan Klusédk and Jan Truhla¥. Among his compositions are two

operas, two piano concertos, a concerto grosso, a ballet, and five string quartets.
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(Concerto for Organ and Orchestra No. 1) subtitled Symfonia gregoriana (Symphonia

Gregoriana) composed in 1954, concluding thus his studies of music.

1.4  Eben’s Family

Following his successful graduation from the Academy of Performing Arts in Prague, young
Eben entered his professional life with a more than thorough preparation. New artistic
opportunities opened for him as a composer. During this time Eben found a new way of life
and strong foothold in harmonious relations with friends and family. It all started in 1953, i.e.
during the last but one year of Eben’s studies at the Academy of Performing Arts. Eben’s
young years were in general full of dramatic events and incredible coincidences, one of them
being Eben’s meeting with Sarka Hurnikova, a sister of his senior classmate Ilja Hurnik. Ilja
Hurnik (1922) was an excellent musician even during his studies at the Academy of
Performing Arts but he had one single fault - he did not like going to school. When llja
needed to borrow Eben’s notes to prepare for an exam, Eben brought the notes to Ilja’s flat
where he saw Sarka Hurnikové for the first time. In 1953 young twenty-four year old Eben
married future Sarka Ebenova in Smichov Town Hall.

Sarka studied English and philosophy at the Faculty of Arts, Charles University. She
was a very intelligent and sensitive woman who sacrificed her education to become a
housewife building a favourable atmosphere for creative work of her husband and raising
their three sons. She became someone for Eben to rely on and his inspiration. She was the
first person Eben consulted his ideas, thoughts, individual musical themes and their linking,
issues relating to creation of musical texts etc. with. She was the first person to provide
advice at the beginning and at the same time the first person to criticize at the conclusion of
every piece of work. Birth of children is of utmost importance in the life of every family. The
first Eben’s child, Krystof, was born in 1954, Marek was born three years later, and their last
child, David, was born in 1965. All three grew up and studied in Prague. Krystof graduated
from the Faculty of Science, Charles University, and pursued mathematics on a scientific
level. The other two sons studied at the Prague Conservatory, with Marek focusing on acting
while the youngest David studied clarinet playing but later transferred to study musicology at
the Faculty of Arts, Charles University, focusing in particular on the Gregorian chant. In

addition, David is the founder and art director of Schola Gregoriana Pragensis ensemble. All
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three sons play several instruments even though no one but David studied music
professionally. The ability to play several musical instruments resulted in establishment of

Bratii Ebenové (Eben Brothers) band in 1979, occasionally playing until today.

1.5 Trips Abroad

In addition to his long-term stay in Great Britain Eben was invited for a shorter time to nearly
all European countries and the United States.** Eben’s first trip abroad took place in 1957
when he headed to Moscow. There he participated in the World Festival of Youth and
received a gold medal from the hands of its jury president Dmitri Shostakovich for his cycle
of Sestero piesni milostnych (Six Love Songs).

During the totalitarian regime in Czechoslovakia Eben and Ilja Hurnik were allowed
to visit Austria, Salzburg to be more specific, in 1965. There they learnt more about the
“Schulwerk” musical system established by a prominent music teacher and composer Carl
Orff who they later met.

The following year Eben went to France, for a short-term study of the Gregorian
chant in Solesmes. There Eben experienced the monastery’s strict life with up to six services
per day and obligatory silence in between.

His visit of Lithuania, its capital of Vilnius, in 1973 was also of interest. At that time,
Lithuania was part of the Soviet Union and Eben sensed the atmosphere of distress and
oppression. As a deeply devoted religious man he went to a number of churches. Entering
one of them Eben attracted an extraordinary attention by being the only one to cross himself.
He was then privately informed that religious grounds can be entered only as a museum.

In addition to all his visits to various European and non-European countries Eben
observed several music festivals abroad, twice in Palermo (1963 and 1965) and once in
Edinburgh (1971). His membership in juries of many choir competitions should also be
mentioned, in particular those in Belgium, former Yugoslavia, France, Hungary, and Jihlava
and Olomouc festivals. His teaching and concert activities are also noteworthy, in particular
those in the United States, Australia, Germany, Austria and France where a number of his

lectures, improvisations and author’s concerts took place.

4 A specific and dated list of Eben’s trips abroad since 1994 can be found in VONDROVICOVA, K. Petr Eben,
2" act. edition, Prague: Panton, 1995, pp. 165-171.
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In this context Eben met a number of leading figures of the musical world, such as
Arthur Honegger, Dmitri Shostakovich, Carl Orff and Paul Hindemith. Besides, Eben met
many prominent figures of the world politics, such as the Queen of Belgium, Margaret
Thatcher, Rudolf Kirchschldger, Duchess of Kent, and what is more Eben improvised a duet
with the British Prime Minister Edward George Heath.

20



2 Sources of Inspiration for Eben’s Work

2.1 Relation to Christianity and Organ

Eben’s upbringing was not one-sided. In his family Eben had the opportunity to experience
and sense mother’s religiousness as well as to see its polar opposite in his father who found
his way back to God only during the World War Il after being sent to a concentration camp.
The fundamental source of Eben’s creativity rests in the intensity of his spiritual world
shaped and defined by Christianity. Close relation with God and faith awakened musical
fantasy in Eben, in particular during his holidays spent in churches and monasteries.
Nevertheless, most of all Eben was inspired to composing by the sound of organ, his most
favourite musical instrument he thought formed a whole orchestra. “Organ is my fated
instrument. | always recall Jan Amos Komensky (John Amos Comenius), the particular scene
from the Labyrinth of the World and Paradise of the Heart where everyone passes through the
Gate of Life and from an old man symbolizing the Fate they receive a slip of paper with a
message: rule or serve, teach, judge etc. Maybe composers do not receive only ‘compose’ on
their slip of paper but a musical instrument has been assigned to them as well: for Chopin and
Schumann it was surely the piano, for Haydn maybe a quartet, for Schubert singing. And
organ was written for me”. ™

The first liturgical piece Eben wrote during the beginning of his studies of
composition at the Academy of Performing Arts in Prague was Missa adventus et
quadragesimae (1951-1952) for a one voice men’s choir and organ. Then, Eben concluded
his studies with a piece inspired by a church environment, i.e. one-hour Koncert pro varhany
a orchestr (Concerto for Organ and Orchestra, 1954). Eben became interested in organ when
as an eleven-year old boy he served as an organist and regenschori (choir master) in the
Cistercian Schlierbach Abbey in Upper Austria. There Eben accompanied two morning
messes and an evening prayer on organ, and he also led the choir. He was really lucky to
meet many well-educated and intelligent people there, and to use the Abbey’s large library,
containing not only secular or religious books but also books on music. Later in his life Eben
returned to a monastery for a more thorough visit two more times, first in 1966 during his

study visit in the Benedictine monastery and research centre for Gregorian chant in Solesmes,

15 \VONDROVICOVA, K. Petr Eben, 2" act. edition, Prague: Panton, 1995, pp. 75.
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and in 1973 to the Benedictine abbey in Montserrat. Eben’s organ works include 28 pieces in
total, out of which 22 are solos and 6 pieces where another instrument joins the organ.

Eben’s work is full of humanism and in particular of Christianity. Its Christian
inspiration is stressed in several of Eben’s compositions by quoting the Gregorian chant.
These comprise of organ’s solo repertoire citing choral melodies or Biblical themes, and
pieces combining other instruments. Eben’s solo pieces for organ with choral quotations
include e.g. Deset choradlnich predeher (Ten Chorale Preludes) written by Eben in 1971 on
request by the publishing house Barenreiter — Verlag for liturgy purposes. Before the finale of
the first chorale prelude Kdyz se Kristus narodil (When Christ was born) a quote of the
Christmas Gregorian motif Puer natus est (A Boy is born) appears as a counterpoint to the
melody. Similar compositions can be found for example in Choralni fantazie 1., 1. (Chorale
Fantasies | and Il, 1972), Mala choralni partitura (Small Chorale Partita, 1978), Nedélni
hudba (Sunday Music, 1959), Laudes per organo (Laudes for Organ, 1964), Job (Job, 1987)
etc. Choral quotes emerge in some other pieces where the composer combines the sound of
organ with other instruments, e.g. Tres iubilationes (Three Jubilations, 1987) for organ and
four brasses, Fantasia Rorate coeli (Fantasy for Viola and Organ, 1982) for organ and viola,
etc. In addition, we can find similar choral quotes in Eben’s pieces for children, such as the
series of Zvedavé pisnicky (Curious Songs, 1974) where Eben follows the oldest traditions of
litany and antiphonal readings.

2.2 Relation to Visual Arts

Strong relation to visual arts had formed in Eben from his early age, and later in his life
visual arts inspired him in several of his pieces. Already when living in Cesky Krumlov Eben
learnt to appreciate the beauty of gothic oriel windows and renaissance portals. When he
moved to Prague, Eben admired the architectonic beauty of this historical city during long
walks around Prague. The most significant piece inspired by visual arts was his four-
movement composition for trumpet and organ Okna (Windows, 1976) inspired by Marc
Chagall. The two instruments use their specific sound features, inducing the sensation of
space and airiness through its range of colours. The connection between colours in the name
of each movement and their expression in sound is extremely interesting. The piece deals

with four out of twelve windows of the Hadassah Synagogue in Jerusalem, i.e. the Blue
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Window, Green Window, Red Window and Gold Window with a hymn from the Orthodox
liturgy flowing towards an acclaimed ceremonial finale of the composition.

In his long teaching career Eben researched the abundance of musical styles in the
20th century, and potential relationship between musical and visual arts. Following his return
from Great Britain Eben prepared a series of lectures about parallels between styles,
identifying always two related types from a musical style and visual arts. The pair of Mahler
— Cézanne represented the fathers of modern arts working with a traditional, inherited
material but shaping it in a different, new and non-traditional way. The pair of Stravinsky —
Picasso has an admirable creative power to imprint every citation with their personal seal,
converting its result into their completely personal expression. The pair of Schénberg —
Mondrian leaves the thrilling spontaneous works of Fauvism or Expressionism, and retreats
to a twelve-tone system in colourful squares of various combinations. And last but not least,
Honegger and Rouault represent an introspective approach, reflective philosophy or sensitive
reactions to course of events in the surrounding world.

Eben’s close relation with the visual arts resulted in many meetings with painters,
sculptors, graphic artists and artists, and some of them designed covers for Eben’s published
works. These include Ota Janeéek (Sestero piesni milostnych — Six Love Songs, Zelena se
snitka — Twig is Turning Green), Ludmila Jifincova (Pisné nelaskavé — Loveless Songs), Jan
Kudlacek (Svet malych — The World of Children ), Mikulas Medek (Pisné nejtajnéjsi — Most
Secret Songs), etc. Jarmila Satavova is the author of a series of paintings for the organ
composition of Nedelni hudba (Sunday Music, 1959) and for the second movement of

Koncert pro klavir a orchestr (Concerto for Piano and Orchestra, 1961).

2.3  Relation to Foreign Languages

Since his youth very specific features started to develop in Eben, influencing not only his
later work but also his personality. One of those features is his relation to foreign languages,
in particular to Latin and Classical Greek. This tradition of foreign languages has been
without any doubt connected to Eben’s ancestors who represent a rich mix of nations. His
grandmother on the mother’s side was Polish and her husband was Austrian. His grandmother
on the father’s side came from a mixed marriage as her mother was German and father

Czech. After Eben’s expulsion from the secondary school following the law prohibiting even
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Jews of mixed heritage from studying during the World War II, Eben’s desire for education
surged. His teacher parents convinced their son that education from a secondary school was
not sufficient for a real future life, but that knowledge of foreign languages is of utmost
importance. Eben took it very seriously, starting intense and systematic learning of foreign
languages. German became his second mother tongue whereas French had been a part of his
life thanks to his family roots as both his parents had been fluent in French and his father
actually taught French during his seven—year educational stay in Istanbul. As to English,
Eben learnt English in the secondary school and later on during his trips to English-speaking
countries. His family conversed in foreign languages every day, frequently at lunch when
everybody had to speak in a designated language. This unusual practice was later
implemented in Eben’s own family. According to his son Marek’s memories, they talked in
German, French or English on particular days of the week.

Foreign languages played a significant role in Eben’s work where we can find
English, German and very frequently Latin and Greek. Some of his pieces for mixed choirs
have English texts. In 1984 Eben wrote three madrigals for mixed choirs Dech davno zaslych
dnu — Desire of Ancient Things on the text by Arthur Symons, and in 1953 his Nursery Songs
were written on the texts of English limericks rooted in Irish poetry. Besides, German has
been represented in several of Eben’s pieces of music, in particular in Lieder nach Gedichten
von Rainer Maria Rilke - Pisn¢€ na slova Rainera Marii Rilkeho (Songs to Verses by Rainer
Maria Rilke, 1961) as Rilke was Eben’s favourite poet, and in the song of Poselstvi
(Message, 1981) on the words of Georg Maurer.

Latin found its use in the religious part of Eben’s work, in particular in his two messes
Missa adventus et quadragesimae (1951) and Missa cum populo (1981), and also in his
Liturgické zpevy (Liturgical Songs, 1955) written on Latin liturgical texts, or in his Dva
liturgické zpévy (Two Liturgical Songs, 2000) for mixed choir and organ, and Psalmi
Peregrini (2001) for mixed choir a cappella etc.

Eben did not use only one language in his compositions but in some of his pieces we
can find a combination of two languages. In 1951 Eben composed two song cycles to ancient
and renaissance texts Sestero piesni milostnych (Six Love Songs) and Pisné k loutné (Lute
Songs), featuring different languages. The song cycle of Sestero piesni milostnych (Six Love
Songs) combines languages with the mentality of different nations, i.e. Czech with chaste
sadness, German with a romantic melody, Italian with its “bel canto” and French with its
“chanson”. The Pisné k loutné (Lute Songs) for singers and lute (or guitar) use a combination

of four languages. This unusual style of Eben’s composing culminated in a multilingual text
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of his ballet Kletby a dobroreceni (Curses and Blessings, 1983) for choir and orchestra with
thirteen different languages from the 3rd millennium B.C. until the present day.

Naturally, Czech texts can be found in Eben’s vocal work. In 1955 Eben wrote 77i
tiché pisné (Three Silent Songs) based on the poetry of the 20th century with the texts of
FrantiSek Halas. Eben’s series of Zavoj a slzy (Veil and Tears, 1970) is intended for female
choirs and in 1986 Eben wrote Noc (The Night) for mixed choir based on the verses of Karel
Hynek Mécha. Eben’s pieces for children frequent the texts of Véaclav Ctvrtek, Ilja Hurnik,
Véclav Fischer and Zuzana Rentova. Pribeh pana Mozarta (Episode with Mr. Mozart) of
1988 was Eben’s last piece for children and its text was based on Uspavanky (Lullabies) by

Jan Skacel.

2.4 Relation to Folk Poetry

Czech folk poetry has been one of the basic sources of Eben’s scores. Adaptations of folk
poetry were among the first composer’s attempts during his studies in the secondary school in
Cesky Krumlov and the beauty of folk poetry always enchanted Eben. While in the secondary
school Eben wrote Balady (The Ballads, 1957) for solos, choir and orchestra on the words of
folk poetry, in the same year Eben composed Staroddvné carovani milému (Ancient Magic to
My Beloved) for three women’s voices and mixed choir, its completely independent
composition based on a folk song. In 1958 Eben wrote a series of Laska a smrt (Love and
Death) for mixed choir on the words of folk poetry. “When selecting texts for the choral
cycle of Laska a smrt (Love and Death) | lost my breath because of the audacity of the
following metaphor: ‘If we lose each other, the country will be lost as a rosemary petal
dropped. If we lose each other, the whole world will be lost as a red rose petal dropped.” This
linking of a subjective experience with the fate of the world is so fantastic that the composer
has the right to use any modern, demanding musical expression”.*°

Eben’s personality has a very strong national taste. Despite his inspiration by Latin

tradition and universal moral problems Eben always remained a genuine Czech composer in

his work. Folk songs and folk poetry had a substantial part in that.

18 \VONDROVICOVA, K. Petr Eben, 2" act. edition, Prague: Panton, 1995, pp. 90.
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2.5 Relation to Children

Besides being inspired by folk poetry and adaptations of folk songs there has been yet
another source of inspiration — children. Eben very soon achieved considerable
accomplishments in the area of music composed for children. As a student of composition at
the Academy of Performing Arts in Prague between 1953 and 1954 Eben accompanied the
Children’s Choir of the Prague Radio led by Bohumil Kulinsky'’ to record songs for various
levels of basic schools. In this he was supported by his classmate Ilja Hurnik who had
recommended Eben as a composer to the children’s editorial office of the Czechoslovak
Radio. After a longer contact with children singers Eben managed to assess successfully their
capacities and level of difficulty as well as what might make them happy or cheer them up.
Since the first order from the Czechoslovak Radio Eben focused on simple and easy pieces,
discovering the charm and magic of the children’s world and he returned to it many times
later on in his composition work. Songs for children’s voice require a strong limitation in its
vocal range, as the range has to be small, and in quite simple interval changes. One of the
reasons why Eben liked to work with children was their simple and polite manners and
modesty. After every rehearsal or concert with children singing his songs, the children ran out
still singing his melodies on the street. During concerts with songs for children Eben never
experienced a disappointment because children’s unaffected nature covering any inaccurate
rhythm or wrong tone leaves only smile on the faces of the audience.

During his long teaching career, Eben among other things also pursued music
education of children, in particular through listening of classical music. In one of his radio
broadcasts Eben advised how to proceed in order to not dissuade children from classical
music. Children should start listening to music at home. It should be only a short, but festive
moment in the presence of an adult, i.e. parents should not play a record to their children in
order to leave children alone with music and go back to work! Only after it is clear at home
that the child is able to listen to a longer piece of music you can take the child for a part of a

concert. There is a number of available and easy to listen to program music and its plot can

7 The czech conductor, Bohumil Kulinsky (1959, Czech Republic), studied conducting at the Prague
Conservatory and the Janacek Academy of Performing Arts. He is one of the outstanding representatives of the
middle generation of Czech conductors. From the very beginning of his professional career he was able to draw
on artistic experience gained starting in his childhood at the side of his parents, both of them excellent choir-
masters, first as a singer and starting at the age of sixteen as a choirmaster of the world-renowned children's
choir Bambini di Praga. In 1984 Bohumil Kulinsky began close co—operation with the Prague Symphony
Orchestra which has lasted to this day, and in 1986 he became a regular conductor of the Pardubice Chamber
Philharmonic, where for the 1989-1990 season he served as chief conductor.
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be explained for the child to follow. Nevertheless, right from the beginning absolute music
can be added into the mix to captivate the child through its musical nature and not through its
non-musical plot. Children might be attracted by rhythmical side of music, this applies for
example to Bach’s Brandenburg Concertos or Vivaldi’s Four Seasons, or by its distinct
melodic expression that might be very close to children, e.g. in Dvotak’s Slovanské tance
(Slavonic Dances) or Suk’s Smyccova serenada (Serenade for Strings), or sometimes by its
charming playful atmosphere such as in Mozart’s Eine Kleine Nachtmusik (A Little Night
Music) etc.

Musically gifted children might gradually start playing a musical instrument. Eben
recommends to beginners at a very early age to start with singing, later on recorder or Orff
instruments, and in the end the piano. Before children learn to play music scales, before they
get used to fingering and hand positions, they can play not the piano but with the piano. It
might become children’s improvisational basics for later development of musical fantasy.

Eben’s vocal work for children encompasses a vast spectrum of pieces for various
ages and of different levels of difficulty. Its first group contains simple songs for one voice
intended for preschool children, including for example the collection of Elce, pelce,
kotrmelce (Eenie, Meenie, Somersaults 1969-70, instrumentation 1971), song cycle of
Zvédavé pisnicky (Curious Songs, 1974) and Pisnicky pro mateiské skoly (Kindergarten
Songs, 1976). These songs gradually evolve into songs for two voices through the song cycle
of Co se za den zazije (Experiences of a Day, 1973), Zamrzié pisnicky (Frozen Songs, 1977)
etc. Eben’s compositions for children’s choirs contain also choral pieces sung in unison, e.g.
Jarni popévky (Spring Tunes, 1961), Stastnou cestu (Bon Voyage, 1972), by two or three
voices - Kolotoc¢ a hvézdy (Carousel and Stars, 1964), by two voices - Deset poetickych duet
(Ten Poetic Duets, 1965) or very difficult song cycles for four voices Cantonis Moralia
(1975), Pribeh pana Mozarta (Episode with Mr. Mozart, 1988) etc. Some of Eben’s song
cycles are to be accompanied by children’s movements, e.g. in the cycles of V trdveé (In the
Grass, 1959) and Elce, pelce, kotrmelce (Eenie, Meenie, Somersaults).

2.6 Relation to Words

Word is yet another essential source of inspiration reflected in all of the above-mentioned

Eben’s sources of inspiration, and a fundamental basis for majority of his compositions. 98
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pieces out of the total of 175 have lyrics with words set to music and sung by a solo singer or
choir. Eben felt close to intimate lyrics and poetry in general. For Eben, the word of poetry
fulfils the mission of a person’s intimate voice, providing evidence of one’s happy or hurt
feelings. As a result Eben composed five song cycles on the words of poets Rainer Maria
Rilke, Vitézslav Nezval, Jaroslav Seifert and Zuzana Ren¢ova — Pisné k loutne (Lute Songs,
1951), Pisné na slova Rainera Maria Rilkeho (Songs to Verses by Rainer Maria Rilke, 1961),
Pisné nelaskavé (Loveless Songs, 1963) and Malé smutky (Little Sorrows, 1965). In 1952
and verses by Czech poets. In addition to his songs, Eben composed a number of pieces for
children’s choirs with texts adapted again from verses of Czech poets. To the texts of Josef
Vaclava Sladek, FrantiSek Branislav, FrantiSek Hrubin, Jan Carek, Karel Siktanc, Jindfich
Hil¢r, Zuzana Novakova and Jan Skacel, Eben composed nine pieces for children’s choirs in
total — Uz zraje podzim (Autumn is ripening, 1956), V trave (In the Grass, 1959), Jarni
popevky (Spring Tunes, 1961), Koloto¢ a hveézdy (Carousel and Stars, 1965), Novy diim (New
House, 1965), Deset poetickych duet (Ten Poetic Duets, 1965), Zvédavé pisnicky (Curious
Songs, 1974) a Pribeh pana Mozarta (Episode with Mr. Mozart, 1988). In 1969 Eben
composed a cycle of Vypraveni s refrénem (Tale with a Refrain) on the words of a
contemporary Slovak poet Milan Ferko for children’s solos, children’s choir and piano or
Orff’s instruments. Texts based on less known poetry can be found in Eben’s pieces for
men’s and women’s choirs. To Latin texts of Publius Ovidius Naso Eben composed Epitaf
(Epitaph, 1957) for a men’s choir and Odvékd kosmetika (Eternal Cosmetics, 1985) for
women’s choir. To texts by Jaroslav Seifert, French poet Jacques Prévert, Jan Zahradnic¢ek
and Vitézslav Nezval Eben composed a cycle for women’s choir Zavoj a slzy (Veil and Tears,
1970). Three pieces with a text based on poems dominate Eben’s work for mixed choir, i.e.
Nepotopitelna lod’ (Unsinkable Ship, 1969) on the texts by Russian poet Vladimir Buric,
Dech davno zaslych casui (Desire of Ancient Things, 1984) on the words of British poet
Arthur Symons, and Noc (Night, 1986) on the texts of Czech classic poet Karel Hynek
Macha.
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2.7 Relation to the Ancient World

During his studies at the secondary school after the World War 1, Eben developed a special
connection to Greek language and to the ancient world in general. “I became completely
enthused for the sound of the Greek language. | do not know what to appreciate more, its
sonance and melodiousness or its majesty, incomparable with any other language. I am
enchanted by the phonetic nature of this language. | cannot remember setting other texts to
music as easily as texts in the Greek language. | can give two examples: the word for death
‘smrt’ sounds very subjectively in Czech maybe due to its voicelessness but it is impossible
to sing. German ‘Tod‘ is much more sonant but still it cannot compete with the grandiosity of
Greek ‘thanatos‘! Or another word: ‘penize‘ (money) in Czech — ‘Geld* in German sound like
an ordinary currency. On the other hand the Greek word retained in my view its sinister
power of greed in its sounds of ‘chremata‘. Not only its number of vowels encourages singing
but its words inspire musical fantasy.”*® Inspiration by the ancient world and beautiful
melodic sounds of Greek language can be heard in the men’s choir of Epitaf (Epitaph, 1957)
to the word of Ovidius Naso, oratorio of Apologia Sokratus (Defence of Socrates, 1967), in
his cycle for women’s choir Recky slovnik (Greek Dictionary, 1974) to various Greek words
etc. Three specific features can be identified when it comes to Eben’s inspiration by the
ancient world, i.e. its timelessness, permanent relevance and internationality. In addition to
this, the Greek language inspired greatly also the intonation part of Eben’s music, and

according to Eben it made the music intonation monumental and objective.

18 \VONDROVICOVA, K. Petr Eben, 2" act. edition, Prague: Panton, 1995, pp. 88.
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3 Eben’s choral works

In Eben’s music instrumental, vocal and vocal-instrumental forms and genres are equally
represented. As a twenty-four-year-old student, unhampered by the past and with enthusiasm
characteristic of his age, he began with composing large forms right away. He wrote a fifty-
five-minute organ concert, a thirty-minute piano sonata and extensive vocal cycles, of which
a large part is devoted to all types of choirs. His choral works — in which we count neither his
folk song arrangements nor cantatas, oratorios or other spiritual compositions — include
compositions for male, female, children’s and mixed choirs. As for their number, works for
children’s (22) and mixed (19) choirs prevail, significantly lower is the number of
compositions for female and male choirs (four of each). This gives a total of 49 compositions.

The following list sorts chronologically and briefly outlines individual choral works
that were composed on folklore texts, poetry of both Czech and foreign authors, biblical
verses and also compositions, songs and cycles, whose lyrics are based on Greek, Latin,
English and Hebrew texts. Among Eben’s choral works, there are also several songs on
anonymous texts. Lyrics to two songs for mixed choir are based on the text written by the
saints — St. Francis of Assisi and St. Theresa, while one cycle draws to the text of the Old
Testament.

3.1 Male Choirs

Eben’s works for male choirs include only four pieces composed within a period of twenty-
one years (1957-1978). Each of them is composed on a different type of poetic model -
folklore (Nestastna vojna/Unfortunate War), artificial (Bilance/Balance), or is taken from
Greek (Epitaf/Epitaph) and Hebrew (Chad Gadyoh).

At the end of the 1950’s, a strong inspiration by the ancient world first appeared in
Eben’s choral work. In 1957, he set to music a Latin text titled Epitaf/Epitaph from a book
Tristia by Publius Ovidius Naso. By doubling the respective text the author divides the choir
in two distinct parts. The homophonic character of the first part does not respect the original
rhythm of Ovid’s verse while it emphasizes the emotional expression of individual sentences

by changing words into intelligible order. In the second part, the composer chose an opposite
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approach — a polyphonic character rate sticking strictly to the poetic rhythm, thus creating a
space celebrating the poetic form of elegiac distich.

German and English are languages common for Eben, but also Latin and Greek were

very close to him. In his work we find, however, even a Hebrew text. Unaccompanied male
choir Chad gadyoh (1964) tells of the suffering and persecution of the Jewish people. Both
text and melody are based on the Hebrew Passover liturgy. Eben harmonized the original
melody in a modern way and used it as the theme for a number of contrapuntal variations.
The theme is maintained in each strophe, while other voices form further counterpoints.
In 1966, Eben composed an unaccompanied male choir of a concert type named Bilance
/Balance on the unusual text of a poem by Raymond Queneau. The dramatic composition is
introduced by a reproach on the amount of suffering, effort and difficulties one has to go
through in life. This impassioned introduction is followed by a long growing gradation that
results in lowering coda on verse “and so little love”.

Folk songs became the basis for many compositions of Petr Eben’s, in which folklore
model gains a stylized form thanks to his musical rendition. These include, inter alia, a cycle
of three unaccompanied male choirs Nestastna vojna/Unfortunate War, composed in 1978
on the words and melodies of folk songs, but in a completely original artistic arrangement.
Rather than adaptations of folk songs they are creative compositions, in which the song
presents only a starting musical material for the composer who processes it using various

compositional techniques, including aleatory.

3.2 Female choirs

Eben composed just four choral pieces intended for female choirs, which were furthermore
created over a relatively long period of twenty-five years (1960-1985). Since the transition
between children’s, girls' and female choirs is not always distinct, there is a common practice
that advanced children's choirs often interpret songs for older singers while female choirs
frequently present technically demanding compositions for children's choral ensembles. Such
cases are Eben’s female choirs O vlaStovkach a divkach (Swallows and Maidens) and Zavoj a
slzy (The Veil and the Tears) that are often interpreted also by children's choirs. As for text
models, Eben’s female choirs are based on the classical languages on one hand - Latin

(Odveka kosmetika/Eternal Cosmetics) and Greek (Recky slovnik/Greek Dictionary), on the
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other hand, we find here folk texts (O vlaStovkach a divkach/Swallows and Maidens) and
verses of Czech and French poets.

Folk songs from Bohemia, Moravia and Silesia became the groundwork for Eben’s
cycle of nine songs for an unaccompanied three-part female choir O vlastovkach a divkach
/Swallows and Maidens (1960). The author was not inspired by folk texts only, but used also
directly song melodies, however arranged in such an original way that we would call them
original compositions rather than folk songs arrangements. We can find here songs
melismatically flowing (the Song No. 1), free contrapuntal arrangements (the Song No. 2) or
arrangements of polyphonic character (the Songs No. 3, 4 and 5).

Ten years later, Eben composed a cycle of four songs Zavoj a slzy/Veil and tears
with a bass clarinet accompaniment, which can be replaced by a cello as well; there is also a
version with piano accompaniment. As text models, he used poems by Jaroslav Seifert
(Svatebni piseit/Wedding Song), Jacques Prévert (Snidané¢/Breakfast), Jan Zahradnicek
(Odpoveéd’ nevyicend/Reply Unsaid) and Vitézslav Nezval (V zafi/In September).
Thematically, these poems are related by the dark, i.e. unhappier side of a romantic
relationship.

The cycle of nine female choirs with a harp or piano accompaniment Recky
slovnik/Greek Dictionary (1974) was originally composed to order of Lyra Pragensis for the
performance of Homer's Iliad. The composer was inspired by the tunefulness of classical
Greek. He chose nine Greek words, referring to either positive or negative human qualities,
events of human life or various forms of interpersonal relationships, and put them into
generally intelligible language of music. Thus he created a non-traditional, internationally
comprehensible musical vocabulary.*®

In 1985, the author created Odvéka kosmetika/Eternal Cosmetics, a four-part cycle
for an unaccompanied female choir on the original Latin texts by Publius Ovidius Naso
Medicamina faciei femininae (Cosmetics for a Woman’s Face) and a collection Ars Amatoria
(The Art of Love). Eben composed music on the original Latin text which he provided with
his own translations into Czech and German afterwards. In accordance with the cheerful,
sometimes even ironic text close to female performers, the character of the music is also
amusing and playful. The interpretational demands of the composition arise from the
intonation-wise demanding melodic sequences with frequent non-tuneful intervals and also

from unusual chord connections. In terms of harmony, the music ranges in the frame of

9 This cycle is discussed more closely in subchapter n. 5.2
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expanded tonality. The composition is another proof of the author’s powerful inspiration by

the ancient world.

3.3  Mixed choirs

The end of 1950’s was a very important period for Eben, especially in the area of mixed choir
compositions. At that time, the first significant cycle for an unaccompanied mixed choir
called Laska a smrt (Love and Death) was composed, as the first and also the last cycle of
this kind, which Eben composed on folk poetry. Works for mixed choirs subsequently
engaged him continuously until 2002. He wrote a total of 19 pieces of various degrees of
difficulty and different genres. In addition to folk poetry, there are also spiritual compositions
(Duchovni pisné pro lidovy zpév/Sacred Songs for Folk Singing, Cantico delle creature,
From Life to Life, Spiritus mundum adunans, Visio Pacis, Mundus in Periculo, Rhytmus de
gaudiis paradisi), romantic songs (Dech davno zaslych ¢asti/Desire of Ancient Things, Kniha
hodinek/Book of Hours, Noc/Night) and songs with elements of baroque, contemporaryand
popular music (Nepotopitelna lod’/Unsinkable Ship, Pozdrav Marsyovi/Greeting to Marsyas).
The works are designed for choirs with varying degrees of advance - amateur, semi-
professional and professional concert ensembles.

The following overview lists Eben’s cycles in chronological order. The texts of many
of them are based mainly on verses of newer or older poets of different nationalities, such as
Rainer Maria Rilke (Kniha hodinek/Book of Hours), Karel Hynek Macha (Noc/Night),
Notker Balbulus (Spiritus mundus adunans), Vladimir Burich (Nepotopitelna lod’/Unsinkable
Ship) and Wilhelm Willms (Otazka/The Question). Three times Eben composed music to the
lyrics of English origin (Dech davno zaSlych ¢asii/ Desire of Ancient Things, From Life to
Life and Lead Kindly Light). Old Italian and Latin texts appear in cycles Cantico delle
creature, Duchovni pisné pro lidovy zpév/Sacred Songs for Folk Singing and Ubi caritas et
amor. Finally, in three compositions for mixed choirs Eben used Old Testament texts. This is
the Mundus in Periculo, Verba sapientiae and Visio pacis. The first staging of some cycles is
stated neither in the work of K. VVondrovicova nor in those of E. Vitov4, though it can almost
certainly be assumed that the songs were heard publicly. This applies to six choirs: Duchovni
pisné pro lidovy zpév/Sacred Songs for Folk Singing, Nepotopitelnd lod’/Unsinkable Ship,
Otazky/Questions, Mundus in Periculo, Rhytmus de gauadiis paradisi and Kniha
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hodinek/Book of Hours. In five works (Pozdrav Marsyovi/Greeting to Marsyas, Noc/Night,
Mundus in Periculo, Rhytmus de gaudiis Paradisi and Kniha hodinek/Book of Hours) | was
not able to find the publisher, | assume, therefore, that they remained in manuscript. | was
neither able to obtain any further information on the creation of two choral works (Bilder der
Hoffnung and Christen und Heiden). Vitova presents these in her list of Eben’s works in her
publication only as the latest songs for mixed choir.

One of today's most popular and most interpreted works of Petr Eben’s is the cycle
Laska a smrt/Love and Death (1958). As for folklore inspiration, Eben in his work did not
settle for arrangements of folk songs, folk song became the basis of his artificial
compositions in which folk story gets a stylized shape thanks to its musical surroundings. The
composition of the cycle of seven mixed choirs was preceded by a targeted selection of texts
of Czech, Moravian and Slovak folk poetry, reflecting two of its core themes - love and
death. In style and compositional technique, the cycle turned away from the choral traditions,
that is in two directions: firstly, there is a shift away from a too accurate declamation — for the
benefit of musical construction Eben sometimes violates the correct placement of stress;
secondly, it is the dominance of the polyphonic mode of work, which particularly in the area
of folk inspiration was not still quite common in Czech choral works.

One of the most significant songs in which Eben was inspired by Gregorian chant, is
the six-part motet Ubi caritas et amor (1964) for an unaccompanied mixed choir on an
anonymous Latin text dating from around 450 A. D. The choice of the old text rises first from
the author's desire for ideas of broad general validity; secondly it was inspired by the work’s
title, which contains two key expressions - caritas (charity) and amor (love). The composer
uses Gregorian intonation as a motivic material, which he applies in polyphonic texture and
freely combines it with his own original motives. A complex polyphonic area is followed by
the text (in Czech translation): "As we are gathered into one body, beware, lest we be divided
in mind." Here, the author suddenly turned symbolically to choral unison (As we are gathered
into one body). In contrast, in musical setting of the text "Let evil impulses stop, let
controversy cease" the author puts individual voices sharply against each other, joining them
in rich solemn six-part chords in the end, by which he celebrates mutual understanding.

Limited as to quantity, Eben’s works for mixed choirs of the 1960’s and 1970’s are
complemented by two minor, less significant and known compositions. Three strophes of the

poem by Cardinal J. H. Newman?® became the basis for the choir Lead Kindly Light (1969),

% john Henry Newman (1801-1890) was a prominent figure of world importance. He was interested
particularly in the history of the Roman Catholic Church in England in the mid-1830s.
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set to music in a strophic way, unusually for Eben. Nepotopitelna lod’’Unsinkable Ship
(1977) on the lyrics of the Russian poet V. Burich is interesting for its inclination to
instrumental way of working with voices vote and hints of jazz music.

None of the following three pieces of the 80’s ranged among the most interpreted:
The first of them being Pozdrav Marsyovi/Greeting to Marsyas for eight mixed voices
accompanied by a small instrumental ensemble, composed in 1980. This three-part cycle was
commissioned by the popular ensemble Linha Singers, which focused mainly on the vocal
interpretation of barogue and classical instrumental music. As to the style, the composition
features a blending of Baroque polyphony and rhythmic elements of modern dance. In 1984,
Petr Eben was assigned by the Westport Madrigal Singers of Connecticut, USA to compose a
cycle of three difficult madrigal songs on the text of Arthur Symons, an English writer of the
19th century for a mixed choir unaccompanied called Dech davno zaslych ¢ast/Desire of
Ancient Things. In accordance with the text the composer expressed a nostalgic desire of the
modern man for the irretrievably lost past. The third of mentioned songs, which is a kind of
intermezzo between the otherwise serious compositions, is an easy piece for mixed choir
unaccompanied Noc/Night (1986) on the text of the greatest of Czech romantic poets - Karel
Hynek Macha. Along with the poet, the composer experiences here the atmosphere of the
night and by a great melodic arc tries to support the expression of breadth and futility of the
poet's desire.

In 1986, the organizers of one of the most famous European choral competitions in
Neerpelt, Belgium asked Petr Eben to compose a compulsory piece for the competition year
1988. Thus an unaccompanied mixed choir Cantico delle Creature — Pisefi bratru
slunci/Song of Brother Sun came to existence, which was interpreted first in Neerpelt by
several competing choirs in 1988. The author of the original text, which Eben used in the
original old Italian language, was St. Francis of Assisi, whom the composer had admired a lot
since his youth. The composition is a celebration of the Lord God through the individual
natural elements, to which the praise of death is added at the end.

A short and easy unaccompanied mixed choir From Life to Life (1991) Eben
composed on the spiritual texts of sister D. Dufner (1939), the author of numerous church
songs and song lyrics for Roman Catholic and Protestant churches. This tectonically tripartite
composition, built on the contrast between the homophony in the first and third parts and the
polyphonic character of the middle part, is launching the rich harvest of Eben’s choral works
in the 90‘s. One of the mixed choir highlights is the unaccompanied triptych Verba

sapientiae of 1992. In this case, the composer turned to the Old Testament and used excerpts
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from the books of Proverbs and Ecclesiastes as lyrics. As in most of his songs, Eben used
different polyphonic techniques and forms here. On the other hand, the combination of sung
parts with rhythmic and non-rhythmic chanting is rather unusual for Eben’s work. Since the
end of the third choir sounds rather skeptical, the composer joined a short coda — a meditation
on the Gregorian melody from Requiem - In paradisum deducant te angeli - Into paradise the
angels will lead you.

For the 35th year of the Church Music Week (Werkwoche fur Kirchenmusik) in
Salzburg, Austria, Eben composed the four-part mixed choir unaccompanied Otazka/The
Question on the words of contemporary German poet Wilhelm Willms. The text asks about
the meaning of human endeavor, and so the poet's question ("Die Frage ist: wo ist oben?")
relates closely to the composer's lifelong journey, strongly determined by the spiritual
dimension. The composition draws the attention by succinct rhythmic figures that
significantly contribute to achieving a burning expression. For the same occasion also the
mixed choir Spiritus mundum adunans (1994) was composed. This time the composer
chose texts of the medieval poet of the 9th century, Notker Balbulus, representing a
celebratory hymn to the Holy Spirit, who alone can be a unifier of a world divided into
different nations and speaking different languages. The threesome of smaller choirs of 1994,
all of which involving serious philosophical topics, concludes with the unaccompanied four-
part mixed choir Visio Pacis, to which the composer had the order from Iceland. As the text
model Eben used the Old Testament prophet Isaiah's vision of God's Kingdom, in which there
will be no violence or death and where all will live in peaceful tolerance. The latter choir
became part of the triptych Mundus in pericula (World in Danger) of 1995. Also the other
two parts of this series, Vae gentibus and Paenitentia, use texts from the Old Testament.

Using the text of a medieval thinker Thomas Kempensky, the author composed an
unaccompanied mixed choir Rhytmus de gaudiis Paradisi in 1995, as a rhythmically
concise, jubilant composition celebrating life in the God’s paradise. Eben's fundamental turn
to spiritual works in the last years of his life is confirmed by the composition Bilder der
Hoffnung (1998) on texts by Christiane Blume. The unaccompanied mixed choir alternates
here with organ prelude and interludes.

After forty years, Eben returned to the poetry of Rainer Maria Rilke** and composed
it into a cycle of three unaccompanied mixed choirs Kniha hodinek/Book of Hours (2000).
The compositions attract by strong rhythmic and melodic lines stemming from the content

2! Eben first composed Songs on the texts of R. M. Rilke for a mezzo-soprano (or baritone) and piano in 1961.
This explains that he returned to Rilke after 40 years.
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and rhythmical aspects of the original text. Eben’s work for mixed choirs concludes by a so-
far unreleased composition Christen und Heiden (The Christian and The Pagan) of 2002

with organ accompaniment.

3.4  Children’s choirs

“When I (...) received the first order from the Czechoslovak Radio to compose a children’s
song and I put the children’s quatrains on my piano stand, I felt as a sculptor who long
worked on larger than life statues and then suddenly he was to create a tiny melody. | confess
| was clueless for a moment, I felt I wasn’t fit for this task at all. I set to work and I started to
listen to what makes the children happy and cheerful rejoice, or what is too complicated for
them.”?

Eben’s first children’s songs were composed in the early 50’s; in other periods of his
life, the composer kept returning to this field of work. He tried to write children's song cycles
with varying degrees of difficulty, ranging from songs for the youngest children through
songs of moderate difficulty to challenging pieces for advanced concert choirs.

The following summary presents a chronological list of all Eben’s choral cycles for
children. Their lyrics are based mainly on verses of Czech writers and poets, such as Vaclav
Fischer, Ilja Hurnik, Vaclav Ctvrtek, Jan Carek, Josef Vaclav Sladek and others. Only in
individual cases we can find other text materials, such as Silesian carols (Kolednici
z Té&Sinska/Carol-Singers from Cieszyn Region), a biblical text (Psalmus 8), anonymous
medieval poetry (Catonis moralia - Catonova mudroslovi/Cato Sayings) or French
Renaissance poetry (Rondel).

As for the premieres of the above mentioned cycles, some of them are not listed in the
works of K. Vondrovicova and E. Vitova, although it can almost certainly be assumed that
they were publicly performed. (This is the case of the cycles Novy dim/New House, Elce,
pelce kotrmelce, Slavicek rajsky/Nightingale of Paradise, Pisnicky pro matetské Skoly/Songs
for Kindergartens and Psalmus 8) In four works (Pisnicky pro matetské Skoly/Songs for
Kindergartens, Tfi prazdninové pisniCky/Three Holiday Songs, Zamrzlé pisnicky/Frozen
Songs and Piibéh pana Mozarta/Episode with Mr. Mozart) | also failed to detect the

publisher, | assume, therefore, that they remained in manuscript only. | could not get any

2 V/ITOVA, E. Petr Eben. Praha: Baronet, 2004, pp. 220.
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further information on the creation of other five choral works (Déti a rodice/Children and
Parents, Vicehlasé pisné/Prick-songs, Wahlspruch, Ukolébavka pro madmu/Lullaby for Mom
and Mald zvonkohra/Little Chimes). Vitova only lists those as Eben’s newest songs for
children's choirs without further characteristics.

The first opus for children’s choir Zelena se snitka/The Green Twig is Sprouting
was composed in 1954, when Eben was finishing his studies at the Academy of Performing
Arts. At that time, he worked as an accompanist with the Czechoslovak Radio Children's
Choir. As individual works were composed on comission as rehearsal songs for children of
different ages and different levels of singing proficiency, we can see here different settings
(from unison to three parts) and varying technical complexity. For publishing in print the
author sorted the songs according to the seasons of the year - from spring to winter. For
lyrics, the composer used the verses by Vaclav Ctvrtek, Frantisek Hrubin, Jaroslav Seifert, P.
Bojar, O. Krystovek a Jan Carek. The songs are designed for different age groups, and
therefore some of them easiest tunes accessible to pre-school children (Pisni¢ka o
vrabci/Song of a Sparrow), others are more difficult to intonate (Jarni/Spring), or even
spectacular choral works (Jaro uz vstava/The Spring Is Rising). The collection is available in
two variants - with piano accompaniment or with a small instrumental ensemble - and is still
among the most frequently performed children’s cycles of Petr Eben.

The cycle of three-part unaccompanied choirs on texts of J. V. Sladek, V. Ctvrtek and
F. Branislav UZ zraje podzim/Autumn is Already Ripening of 1956 lags in popularity far
behind Eben’s debut work. During his stay in various competition venues Eben realized that
children often dance on music that is neither designed nor suitable for them. The
choreographer L. Kurkova once brought Eben a selection of text written in verse by F.
Hrubin and J. Carek, which she deliberately chose for their contents expressable by
movement. Kurkova herself proposed the choreography and so a cycle was composed that
can be performed also with dancing, which is described in detail in the musical score. The
collection of one-part children's choirs V travé/In the Grass (1959) with a stylistically rich
piano accompaniment exists in a version for children's choir with a brass quintet or a piano
accompaniment. These dance plays are designed for small children and beginning children’s
choirs.

For a two- and three-part children’s choir with piano accompaniment Eben composed
a four-part series Vano¢ni pisné/Christmas Songs on the texts of P. Tumlif. The author

composed it in 1960 after visiting children in the children’s home in Mastov, where he went
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along with the Czechoslovak Radio editors. The simple songs are designed for the children of
higher grades of primary school and are also accessible to less advanced children's choirs.

On the lyrics of F. Branislav and V. Ctvrtek Eben composed a cycle of seven
monophonic songs for small children called Jarni popévky/Spring Tunes in 1961. Trying to
meet the tastes of children's performers and listeners who are in everyday life influenced
most by popular music, the author used some of the means of expression from the field of
popular music. The accompaniment is available in three versions, for a piano, a small
orchestra or a small jazz ensemble, instrumented by the author himself.

Kolednici z Tésinska/Carol-Singers from Cieszyn Region is a significant cycle and
a result of Eben’s long-term with folk songs. The interconnected series of six monophonic
Silesian carols for children’s solos, children's choir and a piano accompaniment was written
in 1963. The unifying element here is the song Het, het koledna repeated three times and thus
becoming a kind of refrain, or the resulting form of the series can possibly be described as a
type of a rondo form. Also, this cycle is based on Eben’s own notes right from the region.

The collection Koloto¢ a hvézdy/The Merry Go Round and the Stars from the year
1964 on the texts by K. Siktanc contains eleven one- to three-part songs for children’s choir
with piano accompaniment. The five monophonic songs have a character of cheerful
children's ditties, while the polyphonic songs are tuned into poetic lyrical atmosphere. A
simple song in pentatonic tonal space Novy diim/New House (1965) on the text by J. HilCer
is interesting because of the use of ostinato technique in the accompanying voice.

After the cycle Zelena se snitka/The Green Twig is Sprouting there is a kind of
second "opus magnum” of Eben's choral works for children - his Deset détskych duet/Ten
Children‘s Duets (1965). The two-part mostly polyphonic compositions for a children’s
choir were created for the Jihlava competition for an unaccompanied two-part counterpoint
song. All parts of the cycle are composed on texts by V. Nezval and won the first prize in the
above-mentioned composition in 1966. The cycle had been performed in its original
unaccompanied version for many years, then in the early 80’s the composer scored a piano
accompaniment at the request of several choir conductors. Thanks to the accompaniment the
intonation is less demanding for the choir, while the piano plays an important role in
illustrating the atmosphere of each song. With the new piano accompaniment the two-part
songs can also be performed as solos. To express that they are new songs different from the
original unaccompanied version, the author titled them with a slightly different name -

described her changed name Deset poetickych duet/Ten Poetic Duets.
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For the children of younger primary school age Eben composed his two-part
Vyprévéni s refrénem/Story with a Refrain (1969) for children soloists, choir and piano (or
Orff instruments) on the texts by M. Ferko. An epic story that the author wrote for the solo
parts alternates with the choral refrain.

The extensive cycle Elce, pelce, kotrmelce (1970, orchestrated 1971) contains fifty
rhymes on texts by V. Fischer with pictures by J. Palecek, in which the author combines
dance, spoken word, music, rhythmic exercises and artistic vision in one complex unit. Each
rhyme is a guide to a simple exercise or play, and is also a song. The cycle exists in version
for monophonic singing with piano accompaniment (in this version it was published) and for
monophonic singing with the accompaniment of a chamber ensemble (see gramophone
record; the score has been lost). The songs are intended for children of pre-school age and
beginning choirs.

The title Slavi¢ek rajsky/Nightingale of Paradise (1970) for a three-part children’s
(girls®) choir unaccompanied presents polyphonic arrangements of six simple Marian songs
from the Hymnal of J. Bozan.?®

Many years of experience with children's choirs gave Eben the idea of using two age
categories of children within one choral song. It is not an unusual case that a choir is divided
into two groups. In the case of the cycle Co se za den zaZije/Experiences of a Day (1973),
the children's choir divides into a group of younger children, which is usually larger, and a
group of older girls who can handle the more difficult parts. The young children sing the
leading melody that can as well stand on its own, but it can also be enriched by the other
voice, sung by the more advanced singers. The cycle includes ten songs with an easy piano
accompaniment on the texts by the composer’s brother-in-law I. Hurnik.

For the merry series of seven songs for one-part children’s choir St’astnou cestu/Bon
Voyage (1973) Eben used the texts of his favourite poet V. Fischer. The simple, almost terse
expression of the unison vocal line is significantly enriched by the accompanying piano part.

The four songs of the cycle Zvédavé pisni¢ky/Curious Songs (1974) can be
understood as preparation for two-part singing of the children. Eben viewed them as a
dialogue between a soloist and children's choir unison. The solo voice can be sung by an
adult or child soloist, or it can even be interpreted by a smaller group of children. The

methodological intention is to teach the children alternating way of unison singing, just as we

23 Jan Josef Bozan (1644 —1716) was a Roman Catholic priest, poet and organizer of a hymnal. All his life, he
collected songs for his hymnal. It contains approx. 830 one- to five-part songs, mostly with the organ
accompaniment.
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could encounter it in music history at the very beginning of the development of European
polyphony, i.e. antiphonal, respectively responsive plainchant.

In each of his song Eben sought the originality of the content of form and content. In
the wind quintet Quintetto per stromenti a fiato (1965) for example, he used a vocal form,
while in the choral cycle Catonis moralia/ Cato Sayings of 1975 for the four-part children's
choir a cappella he worked in reverse and transferred here the instrumental form of a Baroque
suite. As a text basis the author used moralistic verses of the 3rd century, erroneously
attributed to Cato.

Pisni¢ky pro mateiské $koly/Songs for Kindergarten (1976) contain nine simple
songs with piano accompaniment on the lyrics by V. Fischer, V. Ren¢, H. Prichové and L.
Hurnik. TFi prazdninové pisni¢ky/Three Holiday Songs (1977) on the texts of V. Fischer
for a monophonic children's choir with piano accompaniment include merry tunes of summer
and holiday character. Just as Zv&davé pisni¢ky/Curious songs, also Zamrzlé pisnicky/The
Frozen Songs of 1977 on the texts of V. Fischer accompanied by Orff instruments can be
seen as preparation for the two-part choral singing. The two-voice singing does not always
sound melodious here, it is formed by consistent repetition of the ostinato motive and brings
the children their first experience of holding on to their part.

Petr Eben returned to works for children after more than a decade in 1988, when he
composed a challenging four-part choir a cappella PFibéh pana Mozarta/Episode with Mr.
Mozart on the text by J. Skacel. In the opening bars of the author used a free quote of themes
from Mozart's Piano Sonata in C Major.

On the lovely old French text of Renaissance author Charles d'Orléans Eben wrote a
three-part children's or female choir a cappella — Rondel (1992). Also the music was inspired
by early Renaissance polyphony. In 1993, the compulsory song for the choral festival in
Neerpelt called Psalmus 8 was composed. The text component of the compositions for the
three-part children's choir a cappella is passages are biblical psalms, from which the
composer chose verses that mention children.

As I already mentioned above, the information about Eben’s last choral pieces for
children are very fragmentary. Déti a rodice/Children and Parents (1999) is a song for a
monophonic children's choir, a monophonic male choir and a two-part female choir with flute
accompaniment. As its title suggests, is intended primarily for family music making.

In the last years of Eben’s life, his compositional activity clearly focused on spiritual
music. Although he composed also several secular songs for children's performers, they are

certainly not his major works. Wahlspruch (Electoral password) of 2002 is an occasional
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song, which was commissioned by a German customer. It is intended for children’s choir, two
trumpets, two trombones and an organ. In the same year the author composed also
Ukolébavka pro mamu/Lullaby for My Mom for a solo, children's choir and a piano. The
cycle of three children's choirs with piano accompaniment Mal& zvonkohra/Small Chimes
was written in 2003. Undated is Eben’s latest opus for children under the working title
Vicehlasé Upravy lidovych pisni/Polyphonic Arrangements of Folk Songs, containing
fourteen choral arrangements of folk songs for two- or three-part children's choir with piano

accompaniment.

3.5 Summary

As can be seen in the previous text, Eben’s choral works cover a very wide range of topics -
we can encounter here with practically all areas of inspiration that influenced his lifelong
work as they are characterized in the chapter 2. For this reason, at the end of this chapter I
will try to express statistically the representation of particular fields of inspiration in choral
compositions for different types of choirs.

The smallest is Eben’s work for male and female choirs. Of the four male choirs each
represents a different thematic field - folklore, artificial poetry, the ancient world and foreign
languages, in this case Hebrew. In two songs for female choir, the composer was inspired by
the ancient world, the remaining two choirs representing inspiration by folk songs and poetry.

Among the mixed choirs we can find almost all Eben’s sources of inspiration. An
interesting thing is, however, that none of the eighteen songs features an ancient theme and
folk poetry served as inspiration only in one case. On the other hand, most often (in eight
songs), the author used texts of both Czech and foreign poets, English and Latin appearing in
four works and five compositions using biblical texts.

Also in the large legacy for children’s choirs we can find nearly all sources of
inspiration. Most often, that is nineteen times, the composer turned to the work of Czech and
world poets. Other sources of inspiration appear in only once each — the Middle Ages, the
ancient world, folk texts and texts from the Bible.

By and large, of all Eben’s choral pieces the most frequent are songs composed on
poems by Czech and world poets and folk verses, there are thirty-two such compositions.

Other eight songs follow that represent the inspiration by Christianity, then six songs, which
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feature lyrics in English and Latin, and five pieces that represent the ancient world theme.

The inspiration by the Middle Ages and the Gregorian chant only appears in two works.
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4 Eben’s vocal-instrumental music

Among Eben’s vocal-instrumental works I've included compositions of cantata and oratorio
character. There are a total of thirteen, of which seven are oratorios and six cantatas. As this
section is about vocal-instrumental music, we should define here what the difference is for
Eben between a cantata and an oratorio. On one hand, of course, | respect the term which
Eben used (he himself described a composition as a cantata or an oratorio), on the other hand,
there is the question of whether the terminological division is always fully in place. First of
all, cantata is an extensive vocal-instrumental work, usually for solo, choir and orchestra. Its
casting, structure and the absence of scenic action makes cantata similar to oratorio, differing
only with smaller size and less drama. For Eben, an oratorio is rather epic, individual soloists
are acting as characters in the story, while the cantata is usually a solo quartet (or any other
number of soloists) reciting individual sentences without reference to a specific character.
Eben’s differentiation of cantata and oratorio thus corresponds to how these two vocal-
instrumental forms are seen in the current musicological literature. In the following list, |
included also the music drama composition Jeremid$/Jeremiah, although Eben himself

described it as a spiritual opera.

4.1 Cantatas

The most important inspirational roots of Eben’s cantata production were namely folk poetry,
medieval times, experiences of occupation and war, and his beloved city of Prague. For more
than thirty-five years, the author occupied himself with composing cantatas, to which he
approached musically influenced by his interest in Gregorian chant and memories of teenage
years spent in the town of Cesky Krumlov.

The first period of Petr Eben’s cantata production presents his works on texts of folk
poetry: Balady/Ballads and Starodavné Carovani milému/The Lover’s Magic Spell. The
following composition Hotka hlina/Bitter Earth uses the verses of the Czech poet Jaroslav
Seifert. The second phase, covering the years 1972-1989, includes works inspired by the
Middle Ages, architecture and Prague. The cantatas named Pragensia and Pocta Karlu
IV./Tribute to Charles IV were created to unusual literary texts - medieval recipes from the
reign of the Habsburg Emperor Rudolf Il., respectively, the text of the charter of Charles
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University. Prazské Te Deum/Prague Te Deum on a canonized Latin text represents both the
conclusion and the culmination of this period of Eben’s work.

Eben’s first encounter with folk poetry in the field of cantata literature is the three-
part cantata Balady/Ballads for solos, mixed choir and symphony orchestra from 1953.%
This large piece with unusually songful melodies in the first movement (Porada/Consultation)
is very difficult to intone. In the initial and final part of the second movement (Balada
rytifska/Ballad of a Knight) there is a striking inspiration by Renaissance polyphony,
manifested among other things in eight-part rate. The third movement (Divka a dzban/Girl
and A Jug) is designed in the manner of a scherzo in a four-movement sonata cycle.
Originally planned fourth sentence (Svaty Lukas, malét bozi/St. Luke, the Painter of God),
finally remained unrealized.

The small cantata Starodavné ¢arovani milému/The Lover’s Magic Spell for three
female soloists and a choir was composed in 1957 on the folk poetry of the north-eastern
Moravia. Just as in the cycle Laska a smrt/Love and Death, the texts put to music are a basis
for emotionally raised, while the folk text does not limit the use of modern compositional
techniques. The composition is formally divided according to the text. All the negative
moments occur in the mixed choir, while the positive features of the composition are
reflected in the gentle sound of three solo female voices. From a musical standpoint, the
archaic character of the composition is reinforced by the use of parallel fifths sequences.

The composer’s personal experiences of the war were a major impetus to the creation
of the three-movement cantata Hofka hlina/Bitter Earth (in 1960) for baritone solo, mixed
choir and organ on the text from the collection of J. Seifert Zhasnéte svétla/Turn Off the
Lights. The composer works here with male and female part of the choir differently. In the
first movement (Pisent Zen a muzi/Song of Women and Men) both choirs perform mostly
separately, altos and tenors join in unison in the middle part, which has the character of a
lullaby. The second movement (Pisen o rodné¢ zemi/Song of the Homeland) is presented by
the female choir, while the male element is represented by a baritone solo. In terms of
musical form it is a prelude built on the background of an ostinato rhythm. The musical
punch line for the choir is the exchange of the major and minor chords before the conclusion:
the minor triad at the word “t€Zké/hard” changes into major at the word “krasna/beautiful”.
Male and female choirs are joined to the majestic chant at the end of the third movement
(Zemé chudych/The Land of the Poor).

% In 1957 the author returned to the composition and composed its definitive version.
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Cantata for a chamber choir and instrumental accompaniment Pragensia of 1972 was
dedicated to the city of Prague, where Petr Eben spent a substantial part of his life. The four-
movement piece was subtitled “Three Renaissance images with a prologue on the texts of
Rudolfine recipes”. It was composed with a clear knowledge of interpretive possibilities of
the Prague Madrigal Singers and also with fascination by the treatise of the bell-caster V.
Kiicka of Bityska (+1570) titled “Instructions for casting and preparation of cannons, balls,
mortars, bells, cans and fountains”. As for the instrumentation, the composer uses flutes,
recorders, crumhorns, cornett, lute, guitar, gamba, marina trumpet, bells and a variety of
percussions that add specific rhythm and appropriate archaic touch to the work. This
corresponds to the combination of used techniques, forms and genres of both past and
present, such as a flute solo in the twelve-tone row, aleatory sequences without a rhythmic
structure, punctualism in the singing voices in contrast with a soprano solo with lute
accompaniment. In the into, we can hear a combination of the ancient sound of three
crumhorns and a cornett with modern bimetric rhythm, which reflects in the choral parts
(tenor against other voices) in the next section (Jak kule ohnivé délati/How to make fiery
balls). The second image (Jak zvony liti/How to cast bells) is carried in a calm moderato
spirit using alto solos. A chant melody follows in male voices, in combination with soprano
solo. At the end of this movement we can hear six-part polyphonic rate with aleatory
sequences, simulating bell ringing. The third image (Kdmen mudrci/Philosopher’s Stone) is
full of dramatic tension, which is based on the text. It is the richest in melody and rhythm,
with vocal parts represented by passacaglia passages and later a type of litany with solo and
choral responses. The cantata was filmed twice; the first version won a gold medal in
international competition of musical film and television production in New York in 1981.

On the occasion of the six-hundredth anniversary of the death of the Czech king of the
14th century Charles IV in 1978, Eben wrote a festive cantata Pocta Karlu I1V./Tribute to
Charles IV for male choir and orchestra on the text of the Charter of Charles University. The
one-movement piece is musically influenced by the author's particular interest in Gregorian
chant and his experience of youth in the medieval town of Cesky Krumlov. The composition
is internally divided into three parts within a clearly organized scheme of an AB AC A
rondo form. The main part A (presenting royal majesty) appears at the beginning, then in the
foundation formula in the middle and the third time in the end. The following part B (king's
warm confession of a relationship to the Czech land) is lyrical with frequent use of
melismatic elements. The intimate personal moment is expressed by a solo voice that blends

into the unison of the whole choir. Part C (about appointment and rewarding of doctors and
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masters with a touch of irony over the scholastic pedantry) presents a scherzo element in the
form of rhythmically succinct staccatos. The abundant changes of vocals from solo voices
across the voice groups to the full use of the choir are a prerequisite for creating a large
gradation arc.

Cantata Prazské Te Deum/Prague Te Deum is the first major composition of Petr
Eben’s, composed immediately after the Revolution of November 1989; the author used here
a canonized Latin text of ceremonial character and it set to music for choir, four brass
instruments and percussions (or for mixed choir and organ). Although it presents the
composer’s thanksgiving for starting major changes in society, the premiere took place in
connection with the visit of Pope John Paul Il in Prague at the gala concert organized by the
Prague Archbishopric. Not only at the beginning but throughout the whole composition
several quotes of the Gregorian Te Deum appear in different variations. Eben set the text to
music without any repetition of verses or individual words. One exception is the end of the
composition, where the verse In Te, Domine speravi, non confundar in aeternum (In Thee, o
Lord, I have hoped, I shall not be ashamed for ever) is repeated several times in the
passacaglia form. The expression of hope and faith of the nation in time of oppression is thus

confirmed as the keynote core of the composition.

4.2 Oratorios

Seven large vocal-instrumental compositions, which can be classified as dramatic oratorio
type compositions, represent a kind of culmination and climax of the composer's work in the
field of sacred music. Use a large vocal-instrumental setting in different combinations and
variants allows him to speak and express profound spiritual content. First Eben’s oratorio,
whose theme was inspired by the ancient world, was Apologia Sokratus from the end of the
1960’s. He returned to expansive musically dramatic compositions again after a long break in
the 1990°s when, in the course of ten years, six more compositions followed: Posvatna
znameni/The Sacred Signs on biblical texts, a church opera Jeremias/Jeremiah, Anno Domini
again on texts from the Bible, Cusanus - Meditation and Vater der Lichter on the words of the
prayer of the theological thinker N. Cusano, and finally lacobus. About several compositions,

some factual information is not known vyet, in particular that relating to their first
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performance, it can be assumed almost with certainty, however, that the works were heard
publicly.

Apologia Sokratus oratorio for baritone and alto solos, children’s and mixed choir
and orchestra of 1967 is one of the artistic highlights of Eben’s vocal work from the second
half of the 1960’s. The work was being composed in a long period of six years, the first
sketches dating back to 1961. As the original text the composer used excerpts from Plato’s
dialogue Apology of Socrates. From the extensive material which depicts the process with
Socrates, Eben selected three thematic areas on the virtues, evil and death. As it is usual with
oratorios, there is a large vocal ensemble (children’s and mixed choir and two soloists), while
the cast of the instrumental component is rather non-traditional, highlighting the woods,
brasses, plucked and hammer instruments (harp, piano, dulcimer, xylophone), however,
omitting the strings. By this Eben also supported the archaic sound of the composition.?

The oratorio Posvatna znameni/The Sacred Signs for two solo voices (soprano and
baritone), mixed and children’s choir, organ (ad libitum two), wind instruments (flute, 3
oboes, 3 bassoons, 2 trumpets, 2 trombones) and drums of 1993 stands at the beginning of the
final series of top vocal- instrumental works which the composer understands not only as a
manifestation of his self-fulfilment, but gives his work in service to higher, timelessly valid
principles. The composer wrote them on request of the Metropolitan Chapter of the Cathedral
in Salzburg. The lyrics of the extensive five-part composition are taken from the Bible, and
their content is therefore also purely of spiritual nature. For each movement a liturgical object
is selected as a symbol of a particular part of Proprium Missae. The quotes that are recited by
a speaker before each movement are selected from the book of the distinguished German
philosopher and Catholic theologian R. Guardini — Von heiligen Zeichen. The first movement
(Porta — Gateway) starts by a ceremonial entrance of the organ and brass instruments, then
the choirs are exposed with baritone solo. The movement has a majestic character. The
quieter second movement (Incensum — Frankincense) draws attention with its lyrical and
mystical atmosphere; a soprano solo intertwines with a children's choir and the wind
instruments present themselves by a more intimate sound. In the third movement (Altaje —
Altar) the percussions are significantly heard as well as the choir divided into male and

female component. The unaccompanied male part is performed in unison melismatic melody

% Eben feels the optimism and hope, which are based on the Christian belief in afterlife, so intense that at the
end of the third movement O smrti/On the Death he is not in favour of Socrates’ posthumous melting away into
nothing. On the contrary, in the first part of this movement Eben uses joyful female voices in a high position and
adds a passage of the Christian Alleluia set to music as a celebration of the resurrection and then a musical
apotheosis of the continuation of life in the interpretation of children’s voices. For more details on this cycle see
subchapter 5.1.
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resembling a Gregorian choir singing, while the female part produces contrast by preferring
higher, fine-sounding positions. The fourth movement (Calix — Chalice) has a meditative
character which does not intend to distract the faithful before the Communion, therefore it
begins with an extensive organ prelude. At the end, the composer presents wind instruments,
organ and a grand flute solo over vocal parts of soprano solo and a children’s choir. Nature of
the final movement (Campanae — Bells) corresponds again with the use of percussion
instruments, which gives the end of the composition the same symbolic grandeur as at the
beginning. Using a large vocal and instrumental setting delivers the final message of peace
and the proclamation of God's praise with a compelling urgency. The composition can be
performed during the liturgy or as a concert.

One of the highlights of Eben’s work is Jeremias/Jeremiah of 1997. Although the
composer himself described it as a church (temple) opera, in my opinion, it can be placed in
the context of his oratorio work. It is related to an oratorio by its spiritual theme and the
character of the narrator; on the other hand, it differs because of the required acting action.
Libretto edited by the author himself according to excerpts from the drama of the same name
by the Austrian writer S. Zweig, which tells of the suffering of the people in the defeat and
subjugation. Eben kept the idea of creating such work for almost forty years. Finally, he
composed this opera in the time when he was turning to spiritual themes, and therefore he
counted with the temple interior for its interpretation. The gala premiere took place within the
Prague Spring Festival in the St. Vitus Cathedral in Prague. In terms of form the composition
is divided into five images, which are performed consecutively in a single stream. The choir
is applied in two roles in the opera, both as a commentator of the action, as it is usual in
oratorios, and also represents the Jewish people, who significantly interfere with the
development of dramatic events.

On biblical texts, chosen by the priest Dr. M. Hermes of Benedictine monastery in
Meschede, Germany, Petr Eben composed a spiritual work for soloists, mixed choir,
children’s choir, Schola Gregoriana and a narrator titled Anno Domini (1999). The work was
commissioned by the Padernborn archdiocese for the commemoration of Charlemagne and
Pope Leo Il in 799, who agreed among other things on extending the Gregorian chant to the
Christian liturgy in christianized European countries of that time. The libretto drawn from the
texts of Isaiah and the Epistle of Saint Paul the Apostle corresponds with the main seasons of
the liturgical year. Each of the six movements (1st Advent, 2nd Christmas, 3rd Passion, 4th

Easter, 5th Pentecost, 6th Christ the King) begins with narration, then schola sings a
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Gregorian chant related to the respective period, and only then follows the original music,
whose motifs are partially based on the Gregorian chant.

In 2000, Eben composed a small oratory Cusanus - Meditationen for tenor solo,
mixed choir, string orchestra and harp (or organ) on texts of the theological thinker N.
Cusano of the 15th century. Cusanus’ ideas on ecumenism attracted the composer’s attention
by their continued relevance and topicality even in the divided world of these days. To
express humble prayer, he chose tenor solo with harp accompaniment, against which he
exposes mixed choir with orchestral accompaniment in a kind of dialogue.

Also the immediately following cantata for soprano and baritone solos, mixed choir
and organ Vater der Lichter of 2001 was based on N. Cusanus’ text. The composer
conceived it as the apotheosis of idea “... and there was light.” This composition is specific by
the division of the instrumental and vocal components of the realization system. The solo and
choral unaccompanied passages are outlined by an organ prelude, three interludes and a
postlude.

The final one of Eben’s larger vocal-instrumental compositions was the cantata for
baritone, choir and chamber orchestra lacobus of 2002 on the text of Codex Calixtinus of the
12th century. The work is a celebration of French priest Peter Maria lacobus Vitalis, who was
together with other French clerics assassinated on September 2nd 1792 at the Abbey of Saint
Germain-des-Pres for his loyalty to Christ during the French Revolution. The composition is
divided into eighteen parts, whose varying sound colour is achieved by mixing vocal and
instrumental passages. Five orchestral interludes with an introduction and conclusion separate
three solo baritone parts, each time accompanied by a different instrument (flute, oboe and
cello). The remaining six choral passages are presented in combination with full orchestra.

Compared to Eben’s choral works, his cantatas are considerably narrower as to their
thematic range. There are folkloric themes, historical, influences of Gregorian chant,
medieval inspiration, architecture, Prague, the ancient world; in the last years of the

composer’s life, the spiritual inspiration prevails.

4.3  Spiritual vocal works

Eben’s vocal production with a spiritual theme includes a total of 27 opuses, of which there

are 5 Masses and 22 other sacred works.
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4.3.1 Masses

Probably the most important source of inspiration for Eben’s music, which is Christianity and
a strong Catholic faith, arises from his inner spiritual world. This is evidenced by a number of
his sacred compositions mentioned in previous chapters, but also several musical settings of
the Mass cycle. The first Mass, Missa adventus et quadragensimae, was composed at the time
of Eben’s studies at the Prague Academy of Performing Arts in the early 50’s. Then in the
second half of the 60’s three Masses followed — Ceské mesni ordinarium/The Czech Ordinary
of the Mass, MSe za zemielé¢/The Requiem Mass and Truvérska msSe/The Trouveére Mass,
while the last musical setting of the Mass cycle, Missa cum populo, followed in the early
80’s.

At the beginning of Eben’s studies of composition at the Academy of Performing Arts
in Prague, he composed Missa Adventus et quadragesimae, a monophonic Advent Mass for
male choir and organ, intended for liturgical needs, as commissioned by the Avignon
Festival. The composition of fasting character, with Gloria omitted, was composed at the time
the severe religious oppression of all churches in Czechoslovakia by the Communist regime
and its sound inspiration comes from the tradition of monophonic Gregorian chant. Its fasting
and Advent character is emphasized by the minor key at the beginning and a certain strictness
of the melody. The Benedictus part is composed as a passacaglia on the theme Deum de Deo
of the Credo. To the constant parts of the Mass ordinary the composer added the Offertory
Pange Linqua and Pater Noster. The untraditionally interpreted part of Sanctus is declared in
a low pianissimo organ sound and wide chords that create a mysterious atmosphere and
image of the enigmatic, inaccessible God. After a quiet Sanctus, Hosanna follows in the
maximum contrasting sound.

In response to the resolution of the Second Vatican Council on the active participation
of the faithful in worship and on Mass celebration in national languages, the Ceské mesni
ordinarium/The Czech Ordinary of the Mass was composed in 1966. Eben originally
intended it for folk singing and organ and thus ranked alongside artists such as Karel Bfiza,
Josef Olejnik or Zdenék Pololanik whose ordinaries have been used in the Czech and
Moravian churches for long years. In this composition, Eben respected the possibilities of lay
singing, especially by little demands on the vocal range of singers and by sing able and
memorable melodies in small interval steps. On the other hand, his music has a novel way

that is not confined to the major-minor tonality, but was inspired by the Church modes and
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Orthodox singing. Later, Eben arranged two other variants of this Mass — for unaccompanied
mixed choir or for mixed choir, folk singing and organ.

In the same year of 1966, Eben enriched the Czech liturgical repertoire by the four-
part Mse za zemi‘elé/The Requiem Mass for a schola, folk singing and organ on the text of
Proprium Missae and Psalm No. 64. Here, Eben intentionally limited the dramatic and tragic
elements, a. 0. by skipping the image of Last Judgement in the Dies irae part and
emphasizing rather the comforting character of the music. Unlike other Eben’s sacramental
compositions, this Mass was taken off and did not spread among the Czech church choirs. It
was certainly also because it has not been published to date.

Also Truvérska mse/ The Trouvére Mass of 1969 for solo voices, chorus, recorders,
guitars or drums and organ responded to the current needs of the liturgical practice of the
time, i.e. desire of the youth for liturgical music of rhythmical distinction and modern sound.
In churches, youth groups began to interpret so-called guitar Masses, but their musical quality
was not very high. Eben enriched their repertoire by a five-part Mass proper on the texts of Z.
Lomova. Up to now, the composition is appealing by its tension between seemingly
contradictory sources of inspiration: on the one hand, there is the medieval inspiration by
trouvere songs and archaic sound of the recorders, on the other hand, there is significant
rhythmicality combined with modern guitar sound. Accessibility of the composition that is
suitable not only for liturgical, but also for concert performance, is enhanced by the fact that
the composer left the artists great freedom in choosing accompanying instruments. The guitar
part can be substituted by organ, harmonium or piano.

Missa cum populo for mixed choir, four brass instruments, organ and folk singing
was composed in 1982 on commission of the Avignon festival with the presumption that
people in the church will be actively involved in its interpretation. It was not the first time
that the composer had to take into account the limited technical and expression possibilities
of folk singing. Therefore he bases it mainly on the ostinato, while the concert choir is
outlined in dense homophonic texture. He also divided the accompanying instrumental
section in an interesting way - the line of brass and percussion, difficult in interpretation,
supports the choral singing of the people (preliminary training is presumed), while the organ
accompanies the concert parts of the mixed choir. The individual parts of the Mass cycle
were characterized by K. Vondrovicova as follows: “Kyrie, for example, is based on
responsorial interpretation when people respond to changing phrases of the choir with same
simple motif. In Gloria, Eben used the ostinato technique for the singing of the believers

(repetition of Gregorian-like intonation of the introductory words). Credo is a choral

52



recitation of believers, rhythmically supported by a drum. Sanctus is a contrast of a slow
descending theme, which sounds in Hosanna in double time. Agnus Dei has a passacaglia
form, in which graduating variations of the concert choir sound over the repeated singing of
the people. A separate instrumental component was used in ceremonial Prelude to the
Gregorian theme Asperges Me (brass ensemble), in the Offertory to the Gregorian theme
Pueri Hebraeorum (solo organ) and in Postludium on Ite Missa Est theme (again brass

26
ensemble)”.

4.3.2 Other spiritual choral compositions

As we have mentioned several times, Eben lived in deep Christian faith, which for him was a
lifetime strongest support. Therefore, he had been composing also works of sacred music
since his young age. These compositions were not only the possibility of self-expression for
him, but also a means of getting closer to God. In addition to the above mentioned masses,
oratorios and cantatas, 24 more opuses of different size, setting and of both liturgical and
non-liturgical purpose, belong to the group of Eben’s spiritual compositions. It is the case of
Duchovni pisné pro lidovy zpév/Spiritual Songs for Folk Singing, Liturgické
zpévy/Liturgical Chants, Antifony a Zalmy/Antiphons and Psalms, Cty¥i duchovni pisné/The
Four Sacred Songs, Pét allelujatickych versii/The Five Alleluia Verses, Suita liturgica, De
Sancto Adalberto, Abba — Amen, Psalmi peregrini and Sancti Archangeli. For many of them
their first performance is not documented, in case of the composition Proprium festivum
Monasteriense we have not been able to find out, who the publisher was. Even more limited
is the information on compositions originating mostly from the final period of the composer's
life (Hymnus k Duchu Svatému/Hymn to the Holy Spirit, Chrdmova/The Temple Song,
Duchovni pisné/Spiritual Songs, Vanoc¢ni antifony/Christmas Antiphons, Modlitby sv.
Frantiska z Assisi/Prayers of St. Francis of Assisi, Antifony/Antiphons and Psalmus 96).

In 1954, Eben composed Duchovni pisné pro lidovy zpév/Spiritual Songs for Folk
Singing. They belong to a group of songs inspired by Christianity and Eben’s deep Catholic
faith. Five of the seven hymns with organ accompaniment, intended for lay singing of the
faithful, were composed on texts Czech Catholic poets, for the remaining two the composer

used the verses of St. Theresa. With use of simple means of expression, Eben achieved
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convincing expression urgency. Two of these choirs (No. 5 Mij Bih mi dostac¢i/God Alone
Suffices and No. 7 Nedejte se k spanku svésti/Do Not Let Yourselves Away to Sleep), whose
lyrics were written by St. Theresa, the composer modified for mixed choir in 1992 and called
them Dva sbory na slova sv. Terezie/Two Choirs at Words of St. Theresa.

The voluminous collection of Liturgické zpévy/Liturgical Chants on Czech, Latin
and German texts of festive and Sunday Mass propers, was being created gradually over a
long period of five years (1955-1960) at the suggestion of singer J. Bar. It is divided into 12
parts, each of which includes Introitus, Graduale, Offertory, and Communio. The chants are a
testament to what fascinating impression can a monophony give, inspired by chant melodies
supported by a simple organ accompaniment. Short plainchant antiphons and psalms for
monophonic singing or a choir and organ are meant for the needs of the service. The author
thus intends the performance of these songs for the church space organ accompaniment. That
way he wants to make the texts of propers in national languages accessible to the parish and
introduce psalms, which disappeared from the regular liturgy over time. The melody is
strongly chromatized and is, just like the rhythmic component, inspired by the Gregorian
chant.

On 12 liturgical texts of the Mass proper, arranged according to the course of the
liturgical year, and 12 psalms Eben composed Antifony a Zalmy/Antiphons and Psalms
(1967) — an extensive set of simple melodies for alternating singing of the schola and the
faithful with organ accompaniment. For the people to be able to repeat individual parts of
antiphons and psalms after one performance of the schola, the composer chose simplest
means of expression possible, inspired by Gregorian chant, but in a modified and more
modern form.

Vesperae (Vespers) for boys’ and male (or mixed) choir, folk singing and organ set
into music the text originals of Vespers for the Feast of the Birth of the Blessed Virgin Mary.
Eben composed them in 1968 on commission of the Benedictine monastery of Montserrat in
Spain. According to the customer’s order, the composer set to music the spiritual texts in the
national language — Catalan. The influence of the melodious Romance language is reflected
in the unusual Spanish atmosphere of the composition. As well as several other works of
Eben’s, this work reflects the requirements of the Second Vatican Council on the
participation of folk singing in the liturgy. In the first and last parts of the composition, there
is a choir in combination with folk singing, while the second part is entrusted to cheerful
boys’ voices. In the third part male choir prevails while the contrasting fourth part has a slow

pace, featuring a boy solo.

54



The collection Cantica Comeniana for mixed choir unaccompanied and a female
choir with a recorder of the year 1970 contains Eben’s original arrangements of ten songs of
the great Czech educator of 17th century John Amos Comenius from his Amsterdam
hymnbook. To approach the somewhat archaic atmosphere of the text, Eben chose the
technique of vocal polyphony, in which Comenius’ original tunes present a kind of canto
fermo. Three-part polyphonic texture is applied in four parts, where the female choir sings
with a recorder, and in the other six parts designated for two female parts and one male voice.

The loose set of Cty¥i sbory na latinské texty/Four Choirs on Latin Texts was
written in 1973 on commission of the organizers of the international choir festival in
Neerpelt, Belgium, where one of the biggest children’s and youth choir festivals of in Europe
is held every two years. In three cases, Eben used anonymous medieval texts; the fourth choir
is composed on the words of the German scholar and composer of the 11th century H.
Contractus. The first three songs are for children’s or girls’ choirs, while the last Salve
Regina is meant for a mixed choir. With regard to their original purpose, the composer laid
out these compositions in a more challenging choral texture rather remote from traditional
spiritual music, including the use of contemporary compositional techniques. Above all, the
choir De Angelis soon spread among advanced children’s and girls’ choirs in the Czech
Republic and became a popular part of their repertoire.

In the second half of the 80’s, Eben abandoned the technically demanding concert
compositions and returned to spiritual works designed for a wide range of performers. The
first of them are Cty#¥i duchovni pisné/Four Sacred Songs (1985) on the texts of the Czech
Catholic priest and poet J. Hrdli¢ka, designed for monophonic singing of the believers with a
simple organ accompaniment. Two years later and on commission of Liturgisches Institut
Trier (Germany), Eben composed a collection of simple songs for the Mass P&t alelujatickych
verSt/Five Hallalujah Verses on the texts of the Gospel. They are designed for a two-part