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INTRODUCTION 

Bohuslav Martina could well be called the "forgotten" 

composer of the twentieth century. One of the most prolific 

composers of the twentieth century, with 276 major works, 

spanning all genres, Martini's compositions were held in 

international esteem during the last years of his life. His 

tone poems, symphonies, and concerti were found regularly on 

the programs of every major symphony orchestra here and in 

Europe, conducted by such liminaries as Koussevitsky, Szell, 

Munch, Talich, Kubelik, Ansermet, Kindler, and Leinsdorf. 

Commissions for new works were granted by numerous 

organizations and by noted performers. Awards were received 

from prestigious organizations such as the Coolidge 

Foundation and New York Music Critics Circle. Martin's 

music was widely in demand in Europe and the United States. 

During the seasons of 1942 -43 and 1943 -44 he had more new 

works introduced in the United States than any other 

composer in the country. Between October 28 and November 9, 

1943, there were eleven performances of major Martina works 

in New York, Philadelphia, and Cleveland. In his lifetime, 

reputation and popularity placed Martina alongside Bartók, 

Hindemith, and Prokoviev. But since his death in 1959, 

Martini's works are rarely performed and his name is even 
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unknown to many musicians. Although death seems to have 

removed him from popular favor, Martina left a legacy of 

significant music, waiting for a revival. 

To the somewhat limited cello repertoire, farting 

contributed four concerted works, three cello sonatas, and 

five short pieces. These are an important part of 

Martini's work and all are of great interest to cellists 

who want to expand their knowledge of twentieth century 

works for their instrument. 

In this paper, Bohuslav Martina, the "forgotten" 

composer of the twentieth century, will be profiled and his 

violoncello works reviewed, so that the reader may "dis- 

cover" this noted Czech composer. 



CHAPTER 1 

CHILDHOOD AND EARLY TRAINING 

"The child is father of the man" certainly held true 

for Bohuslav Martina and no single influence affected him 

more as a composer than his childhood in the Bohemian - 

Moravian highlands of Czechoslovakia. This thickly wooded 

and hilly land and her people, rich in tradition, were to 

remain profoundly with Martina as he rose to international 

fame in Europe and the United States. Although his career 

took him throughout many countries and exposed him to music 

of every conceivable period, nothing could erase from 

Martina's mind the events of his childhood. 

High above the town of Policka in the St. James 

church tower, Bohuslav Jan Martina was born on December 8, 

1890. Sheltering his hard working parents, brother 

Frantisek, sister Marie, and the lodger Karel "Gaffer" 

Stodla, this narrow room, 193 steps above the town, was 

home to young Bohuslav for eleven and one -half years. 

Bohuslav, a frail child who spent most of his first 

six years in the tower, was too weak to negotiate the 

flights of stairs down to the village. From this vantage 

point, Bohuslav looked down on Policka and the surrounding 
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countryside, which gave him a kaleidoscopic view of all 

life beyond his immediate family. 

The constantly shifting view from the tower was a 

strong influence on his development, as we can see from 

these two reminiscences of his youth: 

In my composition, I desired to embody this space, 
which was so accurately recorded in my subconscious. 
I had a longing for expression, the capturing of 
form, for what I had before my eyes were pure forms. 

Thus the opportunity and even power of observation 
were given me in those first few years in the tower. 
You cannot speak and communicate with people, but 
you see people, their actions, their behavior, and 
the kind of folk they are. And this is proper to 
the artist, this human relation to his fellow -men, 
everything centers round it, and no methods and 
no orientation is of any use if this faculty in the 
artist is lacking. 

At age seven, the very shy Bohuslav began school and 

initiated his first real communication with the world he 

only had observed before. Bohuslav, a quiet dreamer with 

keen imagination, did not excel in school, but at this time 

two very important things came into his life -- reading and 

the violin. 

Throughout his life, reading remained as strong a 

passion as music. Martinú's reading was not limited to any 

one subject. He read poetry, history, fiction, philosophy, 

psychology, physics, Indian and Chinese literature. His 

reading often provided the source of inspiration for his 

compositions and often the texts for theater and vocal works. 

1Reminiscences, 1945, quoted in Milos Safránek, 
Bohuslav Martinú, His Life and Works (London: Allan Wingate, 
1962), p. 26. 
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The local tailor in Policka was also the violin 

teacher. Josef Cernovskÿ was a fine all -round musician who 

taught Bohuslav more than violin. His talent was at once 

evident and his progress rapid and soon Cernovskÿ had 

Bohuslav playing in his town string orchestra. Cernovskÿ 

also discovered the young boy's talent for composition and 

improvisation. Through his teaching, Cernovskÿ conveyed his 

great love of music and art to Bohuslay. Years later, 

Martina paid tribute to his first teacher: 

When I look back, there is no one who could replace 
him, even though he had no diploma or anything like 
that. Nevertheless, he had a love for music and 
art of which he, himself, was possibly not fully 
conscious, and he was the first to point me the way. 

Cernovskÿ lived to see Bohuslav Martins achieve international 

acclaim. 

With his regular descents into town, Bohuslav began 

attending amateur theater rehearsals with his father. 

Dramatic productions held great interest for the young boy 

and doubtless were the source of his interest in opera, his 

favorite compositional genre. 

Young Martini's progress on the violin was so rapid 

that he began playing recitals at age eight. The people of 

Policka looked to him as their own Jan Kubelik. When not 

practicing, Bohuslav composed on hand -drawn manuscript 

paper. His earliest extant work, "Tri jezdci" (The Three 

1Milos Safránek, Bohuslav Martini, His Life and Works 
(London: Allan Wingate, 1962), p. 30. 
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Riders), dated 1902, is a three -movement string quartet in 

D major with viola part in treble clef. 

With financial support from the town of Policka, 

Martina applied to the Prague Conservatoire in 1906 for 

admission. At his entrance examination, the director was so 

impressed with "The Three Riders" that he insisted that 

Bohuslav must have had help with the quartet. 

After his acceptance to the Conservatoire, the town 

rallied to his assistance and expected young Martina to 

become a violin virtuoso they could be proud of. A stipend 

of 100 gulden from the town council and an additional 

allowance from the local bookseller guaranteed his place in 

the Conservatoire. So, in January 1907, Bohuslav Martina, 

age seventeen, left the relatively isolated environment of 

his home in Policka and expanded his horizons to Prague. 

"There were moments when I was without bearings, when 

I could not speak, when all I could do was gaze in wonder. "1 

o 
Prague overwhelmed Martina with its two opera houses, 

recital and concert programs, art exhibitions, and 

libraries. This was a stimulating wonderland for the youth 

who knew only life in a rural town. From the day that he 

entered Prague, theater, especially opera, and concerts 

became an irresistible attraction. He had to hear and see 

everything. 

1Brian Large, Martina (London: Gerald Duckworth and 
Co. Ltd., 1975), p. 11. 
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1907 was a year of awakening. Bohuslav saw fully 

staged operas of the highest quality for the first time. 

Shakespeare's tragedies were produced by the National 

Theater. Josef Suk and Vitézslav Novak championed the 

cause of new Czech music. The impressionists Daumier, 

Cezanne, Van Gogh, Munch, and Rodin were exhibited in 

Prague. 

For this young man with keen interest and fertile 

mind, it was the symphonies and operas of Dvorak, as well 

as Verdi's La Traviata, Il Trovatore, and Aida and Wagner's 

Der Fliegende Holländer, Tannhäuser, and Lohengrin which 

were to make such a lasting impression this first year in 

Prague. Bohuslav discovered the tone poems of Richard 

Strauss and music of Debussy, for which he felt great 

affinity. 

The distractions of Prague's cultural life, while 

forming the basis of Martinú's knowledge for later composi- 

tions, left him in serious academic problems at the 

Conservatoire. Martina could not conform to the rigid 

schedule and curriculum. Hours of diligent practice to 

develop technique soon became impossible for him. His heart 

simply was not in becoming a violin virtuoso. Lack of 

application caused his transfer to the organ department, the 

only department which taught composition. But there he 

fared no better. Refusing to conform to the school's rules 

of counterpoint and harmony resulted in his expulsion for 

"incorrigible negligence" in June, 1910. 
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In his personal diary, Martina noted in 1943, "I 

cannot learn anything; I must somehow come to it through 

feeling. "1 Although he was to make other attempts at formal 

study, the teacher - student relationship never proved 

successful for him. 

From the two years at the Conservatoire came a 

friendship that was to last until Stanislav "Stana" Novak's 

death in 1943. Novak, extremely diligent and determined, 

was an unlikely, but inseparable friend from 1908 until 

Martini's departure to Paris in 1923. Novak later became 

the concertmaster of the Czech Philharmonic, founder of the 

Frank Quartet, and professor of violin at Prague Con- 

servatoire. Martina even mused that the only reason he 

was accepted in the Czech Philharmonic was that they 

supposed he and Novak could not be separated. 

After expulsion, Martina remained in Prague on a 

very small allowance from his parents. Unhindered by rules 

and schedules he was free to compose, read, and attend 

concerts. Influenced by Debussy and Strauss, compositions 

from this time often imitate both composers in the space of 

a few bars.2 Debussy, whom Martina referred to as "the 

greatest revelation of his life, "3 pointed the path for 

contemporary music -- liberation from rules of harmony, 

1afránek, Bohuslav Martina, p. 48. 

2Large, Martina, p. 16. 

3n.fránek, Bohuslav Martina, p. 50. 
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emancipated dissonances, and freedom from counterpoint and 

perfect cadences. 

Martina possessed an "innate urge to compose which 

he had to satisfy even before gaining requisite technical 

knowledge. "1 By the end of World War I, he had produced 

120 scores: songs, tone poems, chamber music, piano suites, 

ballets, and melodramas. Musically these works are 

unimportant, but they give us insight into Martini's "sink 

or swim" process of learning composition. During World 

War I, he continued his unconscious preparation through 

study of scores, composition, and reading. 

Upon returning to Prague at the end of the war in 

1918, Martina was taken up in the political atmosphere. The 

Czech people wanted political and cultural self - 

determination, free from Austrian domination. In a 

stylistic departure from earlier works, The Czech Rhapsody, 

for baritone solo, mixed choir, organ, and orchestra was 

written. This was his first work performed by the Czech 

Philharmonic and changed his status to "acknowledged" 

composer at its performance January 12, 1919. 

Through a stroke of luck, Martina was chosen to tour 

Europe with the National Theater Orchestra in 1919. Paris 

left such an impression on him that he resolved to return. 

Back in Prague, Martina became a regular member of the Czech 

Philharmonic under Václav Talich. He now had a daily lesson 

lIbid., p. 52. 
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in orchestration and new music. The orchestra's repertoire 

included works by Debussy, Ravel, Dukas, Roussel, and 

Stravinsky. From 1924 until World War II, Talich also 

included at least one major new work by Martina. 

During the summer of 1923, with a small grant from 

the education ministry, Martina was able to realize his 

dream of a return to Paris. Here he was to remain for the 

next seventeen years. Paris was the center of contemporary 

music and provided the opportunity to hear the newest works 

by Stravinsky, Bartók, de Falla, Milhaud, Honnegger, Auric, 

Hindemith, Prokofiev, and Kodály. 

Friendship with Albert Roussel gave direction to 

Martina's work and with Roussel's influence his compositions 

were performed. His reputation began to grow. 

Halftime, the Second String Quartet, and La Bagarre 

from this decade gained great attention and show an 

emergence of a personal style. Koussevitsky discovered La 

Bagarre and introduced it with the Boston Symphony in 1927. 

In 1931, Martins married a dressmaker, Charlotte 

Quennehen, who made his life easier through her hard work 

and loving care. 

In the thirties, larger theater works appear: 

Spalicek, Miracle of Our Lady, Comedy on a Bridge, and 

Juliette. Martina liked theater works because they gave 

outlet to his imagination. In reaction to the threatening 

political unrest, the symphonic works, Concerto Grosso 



(1938) and Double Concerto (1938) were written. Both reveal 

his fascination with Baroque concerti grossi. 

With the Nazi approach to Paris, the Martinas made 

plans to leave home. As a final parting, he attended the 

premier of his Sonata #1 for violoncello and piano given at 

Triton, where all his friends gathered one last time to hear 

this performance by Pierre Fournier and Rudolf Firkusnÿ. 

The freedom Martina valued so much was now lost --not just 

his personal freedom, but that of humanity and spirit. 

They travelled first to Limoges, then to Aix -en- Provence 

before receiving exit papers as blacklisted intellectuals. 

Through the help of Swiss musicians and contacts in America, 

arrangements were made to sail to the United States. 

Despite the circumstances, Martina continued to compose and 

produced the Sinfonietta Giocoso and the Sonata da Camera 

for cello, the last measures of which were completed as 

they set sail from Lisbon. 

The Martinas arrived in the United States on March 

31, 1941 with only four scores in hand --the Double Concerto, 

Concerto Grosso, the Sinfonietta, and the Second Piano 

Concerto. 

During the first summer in America there were no new 
0 

compositions as Martinu gathered his forces and learned 

English. On November 14, 1941, the Boston Symphony 

Orchestra premiered the Concerto Grosso, which was reviewed 

in the Boston Herald as a "highly successful and extremely 
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stimulating work. "1 Also in November, he completed work on 

his second American composition, the Sonata #2 for 

violoncello and piano. 

Early in 1942, the Koussevitsky Music Foundation 

commissioned a work, the form of which was left to Martinú. 

He decided upon a symphony and planned a long range project 

to write one each year. The first movement developed 

quickly and the last movement was finished at Tanglewood, 

where he taught in the summer of 1942. From here on, 

premiers and successes were numerous, acclaimed by critics 

and audience alike. 

Martinú was at the height of his creative powers. 

Between 1942 and 1946, he composed five symphonies, several 

concerti and over twenty chamber works. 

Though life in America made it possible for Martinú 

to work again and here he gained an international reputa- 

tion, he never adjusted to life in the United States and 

still longed for Czechoslovakia. 

Martinú had planned to return to Prague in the summer 

of 1946 to teach composition at the Prague Conservatoire, 

but communications were poor and the official offer did not 

arrive. Instead, he accepted a position at Tanglewood, 

which turned out to be a tragic mistake. Late one night, 

after his customary walk, he fell from a balcony, smashing 

his skull above his right ear and causing damage to his 

1Safránek, Bohuslav Martinú, p. 207. 
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hearing. Recovery was very slow and only after 1952 did he 

regain his fluency in composition. 

His last few years were spent traveling and teaching 

at the American Academy in Rome, Princeton, and the Curtis 

Institute. From this period, compositions returned to a 

more Czech folk -like character. His last dramatic score was 

the Greek Passion, from a book by Kazantzakis, whose work 

Martins greatly admired. 

In November of 1958, a malignant gastric ulcer was 

discovered and operated on in Basle. While convalescing he 

began the cantata The Prophecy of Isaiah, which was to be 

his last complete work. Almost a year later, on August 28, 

1959, Bohuslav Martins died, ending more than a half century 

of composition. 



CHAPTER 2 

THE MUSIC OF MARTINET 

In 1942, during an interview for the New York Herald 

Tribune, Martina was asked about the sources of influence 

in his composition. He named the folk music of 

Czechoslovakia, the works of Debussy, and the English 

madrigal. 1 As a fourth influence, the Baroque concerto 

grosso might be added. From each he took its characteristic 

feature and assimilated it into his own personal style. 

From Czech folk music he valued the rhythmic vitality, from 

Debussy the impressionistic sonorities of the orchestra, 

and from English madrigals the freedom of polyphony. From 

the Baroque, he took the concerto grosso form and filled it 

with twentieth century sounds. 

"Sometimes I use Czech folk songs as themes, but more 

often I create thematic material colored by the style and 

spirit of Czech folk idiom. "2 Although Martina never made 

a formal study of Czech folk song, the Moravian folk music 

of his childhood was so much a part of him that it was an 

inseparable part of his musical dialect. 

1 
Large, Martina, p. 140. 

2lbid., p. 140. 

12 
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Next to the Czech folk music, it was the music of 

Debussy which greatly influenced his composition. In 

Debussy, he found an echo of his own feelings for sonority. 

Debussy's Nocturnes was his ideal. Martin sought mastery 

over tone color and this striving is evident in his post 

World War I compositions, such as the ballet Istar, which 

could be taken for the work of a French composer. 

In English Renaissance madrigals Martinú heard 

something of Czech folk song. He was attracted to the free 

horizontal part writing, rarity of contrapuntal devices, and 

relatively simple polyphonic structure. And although he 

studied the works of the English madrigalists, he 

assimilated more of the spirit rather than the actual form 

into his compositions. 

Early in his life, Martinú reflected the musical 

influences around him (music of Stravinsky and Roussel, 

ragtime and jazz) and imitated these styles in his work, 

but his skill as an orchestrator always remained evident. 

Out of Martinú's intuitive penchant for tone color 

came his adoption of the concerto grosso form. In the 

scores of Corelli, Vivaldi, and Bach, he treasured the 

clarity of design and musical vitality. "His feeling for 

sonority persuaded him to adopt the concerto grosso style 

where the balancing and contrasting of large and small 

forces enabled him to produce many delicate and unusual 

effects. "1 

lIbid., p. 142. 
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While direct use of the form is seen in String 

Quartet with Orchestra (1931) and later the Concerto Grosso 

for chamber orchestra (1937) , the ideals of the Baroque 

concerto grosso also are seen in his fondness for small 

chamber ensembles with a variety of instruments. 

During much of his lifetime Martina felt in conflict 

with current musical thought. For him the fundamental 

problem in composition was form -- complete identity of 

content and form, but the post World War I environment of 

Prague, with its heavily Germanic influence, rated form 

secondary to extra -musical content. 1 He held the instinc- 

tive, vague conviction that music was law unto itself and 

should not be a vehicle for those ideas better expressed 

in words. 

Long before his departure for France in 1923, 

Martina's work exhibited so- called "French" characteris- 

tics, which he felt were rather Czech characteristics 

"springing from the pure and free spirit of his own Czech 

people. "2 The label "French" composer, implying lack of 

deep meaning, placed him at odds with himself. French 

characteristics seen in early works, such as, "ease, 

delicacy, economic use of orchestral means of expression, a 

measure of rationalistic approach, and a rejection of 

l afránek, Bohuslav Martina, p. 72. 

2Paul Nettl, "Bohuslav Martina," in The Book of 
Modern Composers, ed. David Ewen (New York: Alfred A. 
Knopf, 1950) , p. 370. 
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sentimentalism "1 were a natural part of his musical thought, 

not characteristics adopted by him to affect a French air. 

With his eventual move to Paris in 1923, Martina 

found that what was considered "French" in Prague bore 

little relationship to the current trends in Paris. 

Between 1924 and 1934 Martina moved from one trend to 

another seeking a viable means of self -expression. 

Study with Roussel had prompted the move to Paris and 

Martina, guided by this fatherly mentor, was to gain new 

direction in his composition. Roussel must have sensed the 

fierce individualism in the Czech composer and allowed him 

to develop in his own way. In La Revue Musicale 1937, 

Martina pays tribute to Roussel. 

I went to him in search of order, clarity, balance, 
refinement of taste, accuracy, and sensibility of 
expression, the qualities in French art that I have 
always admired and with which I wished to become 
thoroughly intimate. Great artist as he was, he 
possessed all these qualities and generously, very 
simply, and very naturally, he passed them on to me 
from the great fund of his knowledge. 

Roussel guided his fellow musician away from impressionism 

and to a neo- classic style enhanced by bi -tonal and poly- 

tonal harmonies. Martini's writing became more concise and 

absorbed newer trends in rhythm. 

Martina experimented with jazz and ragtime, became 

acquainted with "Les Six," but most of all, was impressed 

by Stravinsky. The powerful, percussive rhythms of 

1Ibid., p. 368. 

2Safránek, Bohuslav Martina, p. 94. 
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Petruska, The Rite of Spring, and A Soldier's Tale can be 

heard in Martini's Halftime and La Bagarre. He felt a 

common bond with Stavinsky's work. 

From this milieu of influences, the mature artist, 

now approaching 45 years, finally evolved. Martina, with 

even stronger convictions than before, emerged with a more 

consistent style, recognisably his own. 1 While the French 

influences persisted, once again Martina allowed the Czech 

influences of lyricism and expressiveness to come to the 

fore. His experiences in Paris confirmed in him that which 

was truly Czech and gave him the universal accents of his 

musical language. 

o 
Recognition of Martini's work was slow to come, but 

from 1935 until his death in 1959 he enjoyed much success 

for his concerti, operas, symphonies and chamber works. 

He wrote easily for any medium and in any genre. In his 

work he continued to strive for freedom of form and 

expression through clear thematic development and trans- 

parent melodic line.2 Form, harmony, tone color, and other 

compositional elements remain subordinate to the organic 

flow of the work. Always rooted in the absolute, Martini's 

music seeks to impress the listener in the simplest manner, 

which at times sounds naive or primitive. Not that deep and 

controlled feeling doesn't move the listener, but the 

Large, Martina, p. 143. 1 

2Nettl, "Bohuslav Martina," in The Book of Modern 
Composers, p. 372. 
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listener is never overwhelmed with romantic melodies and 

lush harmonies as in a Brahms or Tschaikovsky symphony. 

Distinguishing characteristics mark the music of 

Martina. Perhaps his greatest contribution to the art of 

composition comes in the achievement of musical unity 

through germinal development. The theme seldom appears 

fully stated in the opening of the work, as it would in 

classic works. Rather, Martina begins usually with three 

notes and as the composition develops these notes "grow, 

change and acquire force as the music pushes forward, until 

they are seen to be the elements from which the whole 

structure develops. "1 For this reason, second themes are 

not necessary. The gradual growth of the theme eliminates 

need for classic techniques of imitation and tonal variation 

in the development section. The slow revelation of the 

theme heightens the listener's expectations and sense of 

immediacy in Martini's compositions. 

Recognisable traits of his melodies are scalic 

passages, triadic tunes, and a hovering between major and 

minor. 

The most discernible feature of Martini's music is 

the rhythmic flexibility, loaded with syncopations, so 

typical of the Czech folk idiom. Melodies are not bound by 

the barline and often barline and time signature only aid 

in reading. One also finds typically Czech phrases of 

1The New Grove Encyclopedia of Music and Musicians, 
6th ed., s.v. "Martina, Bohuslav," by Brian Large. 
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three, five, and seven bar lengths and repeated cadential 

figures. 

Although Martinú's library contained scores of 

Boulez, Nono, Stockhausen, and Nilsson,1 he remained 

harmonically a Romantic and never dabbled in electronic or 

serial techniques. 

Other recognisable features include liberal use of 

chromatically altered chords, bi -tonal and poly -tonal 

combinations, but always ending in consonance. Examples 

of the whole tone scale, Lydian and Mixolydian modes can be 

found in many compositions. B -flat major or b -flat minor 

seem to have been his favorite keys. In the Third Cello 

Sonata, another common practice appears. The opening key 

is B -flat major, but the movement closes in C major. Low 

trills, drones, static bases, and ostinati are used to 

unify keys of the progressive tonality. The simplicity of 

parallel thirds and sixths, bare fourths and fifths, and 

second inversion triads all contribute to the folk aura of 

his music. Another harmonic feature common to Moravian 

folk music is the Moravian cadence. 

Figure 1. The Moravian Cadence. 

1Harry Halbreich, Bohuslav Martinu: Werkverzeichnis, 
Dokumentation, und Biographie (Zurich: Atlantis Verlag, 
1968), p. 70. 
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Martina, a shy and retiring man with only a select 

group of friends, was nevertheless a humanist. Concern for 

the human condition was ever important to him and man's 

triumphs and tragedies often inspired his compositions. 

Reading remained an insatiable passion in his life and pro- 

vided the basis for many operas and songs. 

For Bohuslav Martina, even in the face of chaos, 

composition was as necessary as breathing. The myriad 

influences in his life all played an important part in 

creating a composer whose work attained international fame 

and significance, but most of all Martini's personal sense 

of order and balance shaped his compositions. 

Bohuslav Martina seldom commented on his own work, 

but in this statement written expressly for The Book of 

Modern Composers,1 the reader gains important insight into 

how Martina saw the role of the composer. 

I think I am better at writing music than in 
writing about it. I do not like placing the creative 
process under a microscope, to explain a work, to 
look at the molecules (so to speak) instead of 
examining the body as a whole. So far as I am 
concerned, a work should live by itself, and not 
as a result of analyses. I do not think that it 
is necessary for the public to enter the laboratory, 
where it understands nothing, and where the artist 
himself sometimes needs to reflect a long time in 
order to grasp the meaning of things. 

I think the greatest danger facing contemporary 
music is that it seeks, through analyses and 
explanations, to justify itself; it seems afraid of 
not appearing sufficiently "contemporary" or 
"modern." All this can only end in creating a 

1Bohuslav Martins, "The Composer Speaks," in The 
Book of Modern Composers, ed. David Ewen (New York: Alfred 
A. Knopf, 1950), pp. 366 -367. 
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mental attitude which is not at all favourable to 
the composer in giving free play to his ideas. It 
can only restrain him from expressing himself fully, 
completely, and honestly. 

We play continually with the words "modern" and 
"contemporary," and by doing so we complicate for 
ourselves the creative process, which is, in itself, 
quite mysterious and complicated. To chase after 
novelty, at any price, is obviously not a good 
system. It has nothing whatsoever to do with the 
desire to seek new musical expression. New musical 
expression should arise from the subject- matter, 
should be the result of a composer's personality and 
experiences; it should not be the result of unusual 
technical means. Technical means are the artist's 
private business. The technique comes out of the 
work itself; not the work from the technique. Music 
is not a question of calculation. The creative 
impulse is identical with the wish to live, to feel 
alive. 

In a difficult world of social upheavals, of 
political chaos, it is more necessary than ever not 
to obscure our artistic purpose. We should keep our 
ideals clear, our convictions firm, and maintain the 
artistic faith that represents and speaks for our 
life and work. The composer should concern himself 
with this, and not with a useless play with words. 



CHAPTER 3 

THE WORKS FOR VIOLONCELLO AND ORCHESTRA 

The concerti and sonatas for cello exemplify some of 
0 

Martinu's best works. He seems to have had an affinity for 

the cello, perhaps because of its ability to express 

melancholy or rhapsodic feelings. He utilizes the cello's 

very best potential to sing and writes technical passages 

in a very idiomatic way. Although these compositions have 

not often been performed in recent years, they deserve more 

attention by cellists today. 

The Concertino for Violoncello (1924) was Martinú's 

very first concerted work and the first of four for cello. 

It is a one movement rhapsody in c minor, orchestrated for 

nine instruments -- woodwind and brass with piano and 

percussion. The construction of the Concertino is ingenious. 

After a regular exposition with continuously varied motifs, 

a more melodic theme is presented in the development, taking 

the place of a slow movement. 

work, this motif is found: 

' ` b 

Throughout the one -movement 

41111111111r JIM AM 
/.ialinirm 

Figure 2. Unifying motif, Concertino for Violoncello. 
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An altered recapitulation follows, continuing with a big 

cello cadenza, and concluding with a C major coda. 

In this early work, one can see signs of Martini's 

future development. The cello part is diatonic, in contrast 

to the dissonant clashes in the orchestra. The rhythmic 

independence and changing meters in this work also forecast 

his later style. Martini's gift for use of orchestral color 

is seen in the choice of orchestration. 

The Concerto for Cello and Orchestra No. 1 is unique 

in that it evolved over twenty -five years and was Martini's 

only composition which he revised twice. In its original 

conception, it was to be a concerto grosso, dedicated to 

Gaspar Cassado, who first performed it in December 1931. 

The first orchestration was for flute, oboe, two clarinets, 

bassoon, trumpet, horn, strings, and obligatory piano. 

In 1939, he once again orchestrated the work, completely 

removing it from the concerto grosso genre and transforming 

it into a regular symphonic concerto. The final revision 

came in 1955, after Martina heard the concerto on the radio. 

He thinned chords, generally leaving the cello part 

untouched. The final version is dedicated to Pierre 

Fournier. 

The harsh, manly main theme and lyric finale frame 

one of Martini's most beautiful themes. 
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Figure 3. Concerto for Cello and Orchestra No. 1. 

Incongruous to the circumstances in which it was 

written, the Sonata da Camera (1940) for cello and chamber 

orchestra is a beautiful work, which does not betray the 

composer's despair over the worsening political situation 

and his flight from Paris. Martina seems to have had a need 

to compose without which he could not live even in very 

critical moments. 

Ernest Ansermet, the conductor, describes the Sonata 

da Camera: 

From the first bars, the attention is held by a 
certain liveliness of the melodic line, which 
persists from the beginning of the work to the 
end. The work itself presents in its three move- 
ments, three different states: wounded, tormented, 
full of pathos in the first Allegro, quieter and 
more equable in the Andante, playful and piquant 
in the finale, where the double rhythm merges into 
a whirling triple rhythm.- 

The Violoncello Concerto No. 2, commissioned in 1944 

and completed in February 1945, remained unperformed for 

over twenty years. Critics disagree on the value of this 

work and since the author of this paper has only heard a 

1Safránek, Bohuslav Martina, p. 196. 
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recording of the concerto, the critics' various comments 

will be mentioned. 

Milos Safránek, Martini's friend and biographer, 

writes, "The Czech vocal character of the work differ- 

entiates it from the rhythmical Concertino, manly quality 

of the First Concerto, and dramatic coloring of the Sonata 

da Camera. "1 

Harry Halbreich believes this is the most lyric of 

the cello concerti and describes the character as brighter 

and friendly, pastoral and Czechish in impression.2 

Brian Large admits the opening is well - thought -out, 

but considers the other movements "mediocre." He says the 

Andante suffers from "longwindedness" and the Rondo from 

"note- spinning." He comments that the concerto is a long 

trip through the countryside with points of interst along 

the way, but that it never arrives anywhere.3 

The author of this paper agrees with Mr. Large that 

the concerto could have been pared down to a more effective 

work. The lyric qualities in the opening movement hold the 

listener's attention, but the Andante is too much the same 

as the first movement and the listener soon loses interest. 

In total, the concerto lacks the inspired content and 

inventiveness of Martini's best compositions. 

1Ibid., p. 241. 

2Halbreich, Bohuslav Martini, p. 206. 

3 Large, Martina, p. 85. 



CHAPTER 4 

THE WORKS FOR CELLO WITH PIANO 

The First Sonata for cello and piano, composed in 

May, 1939 and first performed a year later, just before the 

fall of Paris, is an extremely dramatic work, reflecting 

the emotionally charged era in which it was composed. The 

threatening political and oppressive personal circumstances 

in Martinú's life are woven into the movements of this 

work.l 

The first movement, marked poco allegro, approaches 

a classic sonata form. The twenty -two measure piano 

opening states the first theme and sets the insistent mood 

of this work. 
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Figure 4. Sonata No. 1, measures 1 -7. 

Throughout the movement, the opening rhythmic figure 

or "germ" appears and forms the basis for the development. 

Using Martini's favorite key of b -flat minor, the sonata 

1Halbreich, Bohuslav Martintz, p. 142. 
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follows the classic key scheme of tonic, dominant, tonic, 

but within this framework the progressions are anything but 

classic. As is the rule with Martina, dissonances and 

polytonal harmonies prevail, but the movement ends in 

concord. 

The highly expressive slow movement opens with a 

piano solo leading into a broad cello recitative. The 

movement is in e -flat minor, ending with second inversion 

e -flat minor chords and a low pedal d, which ties this 

movement to the final one. 

1.11ru1rcl esim brü. 
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. Figure 5. No. 1, II Lento, measures 66 -67; 
III Allegro con brio, measures l -2. 

-fair do. 

The lento is in ternary form and is contrasted by the final 

toccata, marked allegro con brio. Loosely connected 

sections change rhythmic pace from 4/4 to 3/4 to 2/4, 

finally ending in a driving finale of arpeggiated chords in 
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the cello over a rather static piano part. The last fifty - 

five measures are a virtual moto perpetuo for the cello. 

Definitely a sisterwork, but quite different in 

character, the second cello sonata was written in 1941, the 

first winter after Martini's flight from Paris to the 

United States. It is dedicated to Frank Rybka, a Czech 

refugee and cellist who helped the Martinas find an apart- 

ment on Long Island. The sonata is no less inspired than 

the first, but has a relaxed control that contrasts with 

the frenzy of the first sonata. Martina, himself, remembers 

the work on this sonata as "laborious," having not come 

easily.1 

The luxurious opening theme never rests with its 

constantly shifting meters and accents. The rhythmic 

subtleties of the 4/8 to 3/8 changes and numerous 

- .7 . -1 -1 1 t. -.. - WIs=:1.i al._.=1.r 1/..:a-c a-dINM ala, -MOW -=rI.t:-M.a:1{..4. JIM 1 =a_awra: 
la...11 IMMOP--a---V-- .--011111111W-UMW -t'-/MMINIIMIII---WIMIS. 
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Figure 6. Sonata No. 2, measures 19 -24. 

syncopations add vigor and power to the sonata. Again, 

Martina uses the traditional sonata form beginning in 

f minor. The bridge to what should be the second theme 

lbafránek, Bohuslav Martina, p. 211. 
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cadences strongly to c minor and here is found a typical 

example of the sudden tonal shifts that are the Martina 

trademark. C minor shifts to the relative major E -flat in 

the piano, but the cello then enters. with a Phrygian scale 

on g, which, with the piano part gives a temporary feeling 

of hovering between g minor and G major. E -flat major 

eventually does win out from this ambiguity of keys, but 

not stating a second theme --just another statement of the 

opening theme in E -flat. 

s 
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Figure 7. Sonata No. 2, measures 61 -62. 

The development begins with the wonderfully mysterious, 

hollow sound of the piano and cello three octaves apart 

playing a long series of broken minor and major triads. A 

brief coda returns the movement to f minor to close the 

movement. 
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The gloomy, dark second movement is the heart of the 

sonata, 
1 though it is only eighty -two measures long. Major 

and minor seconds in quarter notes predominate in the 

opening section. This very vocal movement moves to a 

rhapsodic middle section before returning to the slow 

opening, this time stated an octave lower. This largo in 

ternary form opens in c -sharp minor and ends with an E major 

chord. 

The brilliant, rhythmic finale has a hint of 

nationalism in the opening theme. 

Figure 8. Sonata No. 2, III Allegro commodo. 

Although this movement too, is basically a ternary form, 

many toccata elements are apparent. Stressing the concerto 

character of the work, a cadenza unexpectedly appears 

shortly before its end. A progressive tonality is seen 

here with the movement opening in c minor and ending in 

G major. 

Eleven years passed before Martina again wrote a 

cello sonata. The Third Sonata reflects a return to a 

1 Halbreich, Bohuslav Martina, p. 143. 
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nationalistic style in Martinú's last years and is the most 

Czech of the three cello sonatas. It is freer in form and 

rhythm, brighter in mood, and simpler in musical language. 1 

The dedication is to the memory of Martinú's long -time 

friend, conductor and cellist Hans Kindler. 

Martinú's technique of germinal development of themes 

had fully evolved by 1952 and is seen in the opening move- 

ment. After a seven -measure introduction in the piano, the 

cello enters alone in the key of B -flat major with a very 

folk -like melody in changing meters. 

Poco andante (j. = 56) Moderato (; = 96) 
? n 2 

sa + a +a.. i.= i- 
p dolce 

Figure 9. Sonata No. 3, measures 8 -11. 

The first three notes will be the melodic germ later 

developed. Eighteen measures later, the melody is restated 

again, but now a half -step higher and with a new piano 

setting. However, this too is only a temporary change of 

twelve measures before heading to a statement of the 

melodic germ in E -flat major. The germ gains force in the 

growth to 5/8 and in the underlying sixteenths in the 

piano. 

lIbid., p. 144. 
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Poco vivo 

f. 

t 

Figure 10. Sonata No. 3, measures 56 -57. 

The metamorphosis of the melodic germ continues with an 

inversion. Also, the increasing dynamic and tempo markings 

affect the growing intensity. 

Figure 11. Sonata No. 3, measures 72 -74. 

The development begins with an extended piano inter- 

lude in the expected key of F major. Another change in the 

melodic germ occurs here and becomes the basis of the 

development section. 

Figure 12. Sonata No. 3, measures 109 -114. 
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The movement ends with an exact recapitulation of the 

exposition and a concluding coda. As in so many of 

Martini's compositions, the traditional sonata framework 

is filled with bi- and poly- tonalities, germinal develop- 

ment, and other Martina signatures, but always ends in a 

consonant chord. A classic sonata form dictates a return 

to the tonic. Martina often leaves the listener with an 

unfinished or unsettled feeling, due to the progressive 

tonality, such as .is found in the third cello sonata. The 

movement, never quite returning home to B -flat major, ends 

in C major. 

The second movement, an andante, has a pastoral 

aura, incorporating the usual wanderings in keys and the 

characteristic rhythmic devices. Martina was not a fan 

of Brahms, yet his influence is heard in the final movement 

of this sonata and in other compositions.) From the 

opening in 12/8, through the middle section in 4/4, and 

the return to 12/8, the harmonic idiom is refreshingly 

simple. It lacks Martini's usual rhythmic jugglings. The 

finale calls to mind a folk dance. In all, the total 

effect of the sonata is lovely. This is, perhaps, not a 

profound work, but just a lovely one. 

The two sets of variations for cello and piano are 

quite different in intent, but both deserve attention in 

the cello repertoire. The first, "Variations on a Theme of 

Rossini," written in 1942 and dedicated to Gregor 

1 Large, Martina, p. 98. 
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Piatigorsky, was originally part of a planned series of 

compositions to expand the cello repertoire. Martina, 

however, never completed this agreement with Piatigorsky. 

The Rossini variations consist of the theme and four 

virtuoso variations. The first two elaborate on melodic 

outlines of the theme with sudden reversions to bits of 

the theme left intact. Variation three, a peaceful andante, 

is based on the interval of a major second and travels 

farthest from the theme. 

Var. III 
Andante 

P dolce m tr 
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Figure 13. Variations on a Theme of Rossini. 

This variation reminds the author of the slow movement of 

the second cello sonata, where small intervals and dark 

color are also found. The fourth variation again uses the 

theme quite closely before a brilliant return to the theme 

itself. While lacking great depth, this is an impressive 

encore piece. 

In quite a different vein, Martina composed the 

"Variations on a Slovakian Theme." This was to be his 

final chamber work, just five months before his death in 

August, 1959. Harry Halbreich, in his book Bohuslav 

Martina, calls this work his last "loving and longing look 
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back to his homeland. "1 The theme, "Ked bych ja vedéla" 

( "If I Had Known "), was taken from a collection of Czech 

tunes by Figug- Bystry. This beautiful, noble theme has an 

abundance of quarter notes so typical of folk songs. In 

Martina's setting, the general sound of the work is quite 

like Bartók. 

After a flourish in the piano, the theme is very 

simply stated by the cello with the piano outlining 

harmonies in a very low tessitura. Variation I closely 

follows the theme with strong syncopations and constant 

eighth notes in the piano. The cello moves to triplets, 

then sixteenths, and finally ends with a short quote of the 

theme. The variation ends with an A major chord, which takes 

us into the next variation in d minor. The second 

variation is etudish, returning ever so often to the theme, 

so that the listener won't forget it. Again, the last chord 

of variation II is heard as the dominant of variation III. 

The third has an improvisatory character contrasted to the 

following scherzo, which takes the angular theme and 

transforms it into a lilting dance. 

1 

Scherzo, Allegretto AI. 

iv 

Figure 14. Variations on a Slovakian Theme. 

1 Halbreich, Bohuslav Martina, p. 144. 
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The exuberant final variation, woven with threads of the 

theme, is an energizing end to a work that takes its place 

next to the three sonatas. 
1 

Also worthy of mention are five short pieces for 

cello and piano: "Ariette," "Nocturnes," "Pastorales," 

"Suite Miniature," and "Seven Arabesques." These composi- 

tions all were written in 1930 -31 and were intended as 

instructional materials. The "Seven Arabesques" (Etudes 

Rhythmiques) are also arranged for violin. Like Bartók's 

Mikrokosmos or the violin duets, these works are important 

as studies in the musical language of the twentieth 

century.2 Their artistic worth was satisfying enough to 

prompt the Swiss conductor Rudolf Baumgartner to arrange 

numbers one, two, and six for string orchestra. 

1Ibid., p. 144. 

2lbid., p. 138. 



CHAPTER 5 

CONCLUSION 

Whether the music of Martina will regain popularity 

in international circles is hard to predict. But contribu- 

tion is easy to ascertain. From a volume of 276 mature 

works in virtually all genre, probably twenty are of 

lasting value and originality1 and at least an equal number 

is of very high quality and interest. Much of the 

repertoire, however, due to weakness in form or content, 

will never be of significance. 

Martina was a facile composer and to him the process 

of composition was as necessary as breathing. The end 

result of his work did not seem to be as important as the 

actual process of composition. He rarely revised but 

continued instead to pour one work out after another. "The 

process of gestation and parturition was all that mattered. "2 

Thus, his work varies vastly in quality, but not necessarily 

more so than, say, that of Kodaly, Hindemith, or Milhaud. 

Yet Martina's work has almost disappeared into obscurity. 

Martina was not a great innovator or theorist and did 

relatively little teaching. He wrote very little about his 

1 
Large, Martina, p. 148. 

2lbid., p. 139. 
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own work and seems to have influenced few others. The 

personal isolation which pervaded his life has now been 

turned into an isolation of his works. 

Within Czechoslovakia, Martina takes an honorable 

place next to Smetana, Dvorák, and Janáek. Martini's 

works in Czechoslovakia, especially the operas and 

symphonies, have not been relegated to the archives and 

do command great respect and favor. The government music 

consortium, Supraphon, is in the process of publishing and 

recording all of Martini's works, and this may help to 

revive his contact with.a wider public. 

Martini's compositions are a welcome addition to the 

cello repertoire. Cellists who study the three sonatas 

will find them rewarding. The two sets of variations are 

very playable and would be a welcome addition to a recital 

program. Of the concerti, the Concerto No. 1 has the most 

musical value, but the Concertino and Sonata da Camera are 

practical pieces because of their small instrumentation, 

shorter length, and unified musical thought. As cellists 

seek out new works, especially idiomatic twentieth century 

ones, Martina will regain a well -deserved place in our 

programming . 



A CHRONOLOGICAL LISTING OF VIOLONCELLO WORKS 

1924 Concertino for Violoncello Panton 

1930 Nocturnes Leduc 
Pastorales Leduc 
Suite Miniature Leduc 
Concerto #1 Schott 

1931 Ariette Leduc 
Seven Arabesques currently 

out of 
print 

1939 Sonata #1 Heugel 

1940 Sonata da Camera currently 
out of 
print 

1941 Sonata #2 AMP 

1942 Variations on a Theme of Rossini Boosey & 

Hawkes 

1944 Concerto #2 AMP 
1945 

1952 Sonata #3 Supraphon 

1959 Variations on a Slovakian Theme Baerenreiter 
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Sonata No. 1 (1939) 
SUF 20129 Chuchro; Holecek 
SM 93714 Da Camera Magna (1975) Muller; Gothóni 
C 1010603 Melodir (1971) Feigin 
Bis LP 121 (1979) Lovótha; Áberg 
BM 30SL4004 Musicaphon (1979) May; Hokanson 

Sonata No. 2 (1941) 
RE 7026 Gold Crest (1968) Epperson; Burnett 
SM 93714 Da Camera Magna (1975) Muller; Gothóni 
BB 30390 Besca Bern (1973) Kern; Kern 
SUA 10191 Chuchro; Hála 
LDZM 8150 Sádlo; Boschi 
Pacific 52078 Réculard; Réculard 
SU 78 Heran; Hole5ek 
DLP 8012 Danica (1982) GrOn; Hald 

Sonata No. 3 (1952) 
SM 93714 Da Camera Magna (1975) Muller; Gothóni 

Concerto No. 2 (1945) 
SUA ST 50883 Supraphon (1967) Ve6tomov; Prague Symphony 

Sonata da Camera (1940) 
SUA 1102084G Supraphon (1977) Vectomov; Prague Collegium 

Concertino (1924) 
SUA ST 50877 (1967) Suk; Navarra 

Duo No. 1 (1927) 
SU 6129, SU 8250 Suk; Navarra 
Festival 70203 Posselt; Mayes 
Columbia DFX 1192 -3 Rithere; Huvelin 

Duo No. 2 (1958) 
SUA ST 50877 (1967) Suk; Navarra 

Variations on a Theme of Rossini (1942) 
Mercury 50405 Starker; Sébok 
DR 109298 Bijlsma; Blerk 
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Variations on a Slovakian Theme (1959) 
SUA 20075 Ve6tomov; Páleni6ek 

Pastorales (1931) 
SU 78 Heran; Hole6ek 



MARTINÚ'S STYLISTIC CHARACTERISTICS 

Four major influences: 
Folk music of Czechoslovakia -- rhythmic vitality 
Music of Debussy -- impressionistic colors and sonorities 
English madrigals -- freedom of polyphony and rarity of 

contrapuntal devices 
Baroque concerto grosso --form 

Germinal development --three notes grow, change, acquire 
force; unity through this development 

Melodies --often scalic or triadic; hover between major and 
minor; phrases of three, five, and seven bars; whole 
tone scales and modes used 

Rhythmic flexibility -- loaded with syncopations; never bound 
by barline; mixed meters the rule 

Harmonically Romantic --used bi- and poly- tonalities; 
chromatically altered chords; often in B -flat major or 
b -flat minor; Baroque type arpeggiated figures common 

Writing- -very linear; rarity of contrapuntal devices; 
parallel 6ths, 3rds, second inversion triads; bare 
parallel 4ths and 5ths 

Progressive tonality -- begins in one key, ends in another; 
uses ostinati, pedals, static basses, low trills, and 
drones to bind keys 

Toccata elements --often overcome weakness in form, structure, 
and tonality; add drive and excitement 
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