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Zprava o Kolokviu 2015 - OPUS MUSICUM 4/2015
The report about Colloquium 2015 for Czech magazine OPUS MUSICUM 4/2015

MgA. Zdenka Vaculovi¢ova - Festival FORFEST CZECH REPUBLIC

Ve dnech 23. — 25. 6. 2015 se v ramci XXVILro¢niku Forfestu uskutecnilo dalSi pokrac¢ovani
tridenni mezinarodni konference - bienale uménovédného kolokvia "Duchovni proudy
v sou¢asném uméni”, tentokrat se struénym podtitulem: Vize budoucnosti. Po letech mapovani
pri¢in souc¢asného stavu uméni se organizatori rozhodli posunout téma bienale k otazkam, kam
sméfuje soucasny vyvoj, co ocekava dnesni ¢lovék od svéta uméni. Ve fokusu zajmu zde stale
zGstavaji aktualni presahy hudby a vytvarného uméni. U&astnici z osmi zemi Evropy / Irsko,
Némecko, Polsko, Slovenska republika, Italie, San Marino, Mad’arsko a Ceska republika / tvofili
spoleéné pestrou mezinarodni komunitu, ktera se v malebnych prostorach Muzea Kromérizska
citila velmi prijemné také diky blizkosti zahrad UNESCO, jejichz romanticky ramec dodal
udalosti potfebnou atmosféru premysleni a meditaci.

Matthias Drude z némecké Hochschule fir Kirchenmusik v Drazdanech pfijel s pfednaskou s nazvem
,Budoucnost soucasné religiézni hudby®, kterou pojal v kontextu své vlastni tvorby. Nechybélo také
zamysSleni nad budoucim financovanim kultury v Evropé vyznivajici skepticky v souvislosti s privatnim
sektorem a statnimi fondy.

“The conditions for the public funding of culture is getting more and more difficult, at least in Germany.
A further problem of contemporary and future funding of culture are the europe-wide low interest rates
on the capital market. Because of smaller incomes private foundations are not as able to be
a supporter of the arts compared to the public funding, which also is ever decreasing...”

Massimiliano Messieri — italsky komponista plsobici na konzervatofi v Bologni a Zijici v San Marinu

( kde — inspirovan festivalem Forfest - zalozil festival soudobého uméni s nazvem MaskFest ),
pfednesl ponékud pesimistickou vizi ,| had a dream” dovadéjici ad absurdum mysSlenku vitézstvi
principll novodobé konzumni spolecnosti nad pozadavky autentického uméni - vedouci az k jeho
zaniku. V audio samplech pohotové fadil ukazky ze svétové tvorby klasikli moderny 20. stoleti do
vymluvné konfrontace se soudobymi hity popové scény. Srovnani i kdyz misty zdrcujici bylo zarover
necCekané humorné i pouc¢né. Zbyva dodat, Ze kriticky nadhled Messieriho ostatnich teoretickych praci
tvofi k jeho hudebni tvorbé neobyc€ejné inspirativni pandan, otisk doby.

,Budoucnost uz mame za sebou. ( Nékolik ivah o minulosti, pfitomnosti a budoucnosti hudby )* — znél
titul a podtitul prednasky Martina Flasara ( Ustav hudebni védy FF MU Brno ). Z jeho myslenek by
stalo za to ocitovat anotaci: ,Dé&jiny hudby 20. stoleti jsou pIné pfikladd obsesi budoucnosti na ukor
pritomnosti. Jakoby budoucnost propujcovala legitimitu hudebnimu mysleni pfitomnosti. Tyto Casy
jsou uz nastésti minulosti. Italsti Futuristé, Arnold Schonberg, John Cage a dalsi se stali exponaty ve
vystavce predpovédi vyvoje hudby a dnes vice nez kdy jindy nam pfipominaji, Ze jedina
danost v hudbé je jeji minulost. Ta se mize i nemusi stat zdrojem tvorby soucéasnosti, zatimco
budoucnost je pouhou projekci nasich predstav a prani.

Postmodernismus zahrnuje relativitu pokroku a linearity ¢asu. Z hlediska nasi pfitomnosti se zda,
Ze budoucnost jiz uplynula. Stara hudba se stala oblasti o¢ekavanych objevu blizké budoucnosti (i].
nové objevenych hudebnich pramend, novych interpretaci, ozZiveni specialnich technik hry apod.).
Koncept Nového se stal v prabéhu druhé poloviny 20. stoleti zastaralym a oms$elym. Stézi najdeme
néco vice obtéZujiciho a nudného neZ imperativ Nového. Diktatura Nového byla Stravinskym
jednodu8e nahrazena za svobodu Starého. MozZna to byl on, kdo jako jeden z prvnich rozpoznal
dalezitost tvlréi svobody, ktera nemuze byt v zadném pfFipadé nahrazena imperativem Nového..."

Zavaznym vkladem do kolokvia byla pfednaska Lenky Dohnalové ( Institut uméni Praha, Ceska
hudebni rada ), ktera stru¢né nastinila dosavadni historii Mezinarodni soutéze MUSICA NOVA
poradané Spolecnosti pro elektroakustickou hudbu. Vzpomnéla mimo jiné také zasluhy skladatele
povalec¢né generace symfoniki Miloslava Kabelace, ktery v podminkach plzenského rozhlasu v roce
1969 inicioval vznik spole¢nosti, jez ma dnes Uctyhodny mezinarodni dosah zahrnujici desitky zemi
z celého svéta. Velmi precizné formulovala vyvoj spoleCnosti za poslednich 25 let, kdy se
krystalizovala postupna koncentrace na obsah uméleckého dila, zminila uméleckou odpovédnost
v souCasné zaplavé na efekt stavénych projektd. Zddraznila vyznam dlouhodobého sméfovani
podpofeného zkuSenosti a naznacila moznosti dalSi spoluprace. Jeji erudovany pfehled evropského
déni vtéto oblasti doplnény audio-ukdzkami spiritudln€ zaméfenych skladeb se stal jednim
ze stézejnich pFispévkd konference.



Némecky komponista a vidCi osobnost festivalu v Regensburgu Prof. Widmar Hader uz nazvem
svého vstupu ,Lebenslaufe* predznamenal, ze pujde svym zplsobem o retrospektivni ohlédnuti
za vlastni tvorbou i dlouholetym organizaénim usilim. V textu vzpomnél mimo jiné také letosni 600.
vyro€i upaleni Mistra Jana Husa, jehoz pamatce vénoval jednu ze svych nejrozsahlejSich vokalné-
instrumentalnich kompozic.

Kunsthistorik Vladislav Greslik z PreSovské University zduraznil ve své pfednasce ,Tajomstva prirody
a ducha ( Stefan Filep a jeho obrazy ) pottebnost navratu k pdvodnim kofentim tvorby. V Greslikové
dlouholeté teoretické praci objevujeme Casto tento apel a podtén, ktery zni v dneSnim vyprazdnéném
provozu umeéni se zvlastni naléhavosti.

Pfedni slovenska muzikoloZzka a klaviristka Elena Lethianova ( STU Bratislava ) pfinesla kriticky
fundovany rozbor s nazvem ,Pytagorov rad v hudbe Juraja BeneSa“. Autorka zde zuroluje svoje
vSestranné vzdélani ( studovala mimo jiné matematiku ) a s logikou sobé vlastni kombinuje bohaté
interpretacni zkudenosti s inovativnhim pohledem teoretika. V tomto sborniku jsme aktuélné zaradili jeji
recenzi na XXVI. ro¢nik festivalu pro Hudobny Zivot Bratislava a ¢esky magazin OPUS MUSICUM.

Irsky vytvarnik a malif Tommy Barr ( "From the Stone Age to the Troubles" ) se po Iéta zabyva
vytvarnym zpracovanim starovékych symboll pre-historickych pamatek. Irsko ma bohatou a silnou
tradici uméleckého dédictvi. Mozna vice nez v jinych zemich jsou zde symboly a vizualni metafory
vetknuty do struktury spolecnosti a jsou ustfednim smyslem lidské identity a spirituality. Ve své
premiéroveé vystavé pro festival FORFEST v galerii U ArtuSe zpracoval odkazy na &eskou mytologii
a symbolizmus s nazvem ,Vé&&ny kruh®.

Objevny a ve své formulaci velmi precizni byl vstup AleSe Havlicka ( Univerzita Jana Evangelista
Purkyné ) s nazvem ,Ky¢ a ideologie”. Odhaleni a pojmenovani nékterych vzitych manipulativnich
postupll sou¢asné ideologie konzumu je dnes zda se ¢im dal potfebnéjsi. ..

Marton Barabas ( University of Fine Arts Budapest ) doplnil svoji u€ast na kolokviu celou vystavou
kniznich objekttd v mistni Knihovné Kroméfizska ( Book-Art-Objects ). Jeho knihy-objekty jsou Casto
inspirované hudbou, pouZiti pisma ¢i vlastni hmatovy zazitek ma pro né&j volnou spojitost napf.
s hudbou Beethovena ¢&i Bartoka, stejné jako s viini a obsahem knihy. Existuje zde pouze kiehka,
témér nepostfehnutelna hranice mezi témito svéty. Autor vytvafi interferenci obou vizualni metaforu
hlubsiho pochopeni co je umélecky objekt a socha.

Madarsky komponista Lajos Huszar ( Budapest ) pfednasel o svém rozmé&rném orchestralnim dile
.Pasije” ( Passio et mors Domini nostri Jesu Christi ), které nahral Hungarian National Chorus
za doprovodu varhan ( Laslé Attila Almasy ), bicich nastroju ( Zeno Lang, Zsolt Nagy, Csilla Gyore )
se solisty ( Laszlé Hominger- tenor, Lucka Magyesi Schwarz — sopran, Bence Asztalos a Kristian Cser
— bas ). Provedeni Fidil Matya$ Antal. Doplfiujici odpoledni autorsky pofad, jehoz naplni byl poslech
této kompozice, predstavil neobycejné krasnou hudbu — zakotvenou v tradici obvyklého rozvrzeni
pasijového déni. Inovaci byla kombinace textli vSech &tyf evangelistll s texty vybranych madarskych
basnika.

Predni Cesky specialista na elektro-akustickou hudbu Michal Rataj ( HAMU PRAHA ) predstavil projekt
»Ars Acustica Palmarum jako zkuSenost se soudobou hudbou v liturgii Kvétné nedéle v chramu Nejsv.
Salvatora v Praze®. Z audio-vizualni dokumentace bylo jasné, Ze zde vznikd b&hem poslednich tfi let
vzdy v pasSijovém obdobi velikonoc slibna umélecka komunita majici ty nejvysSi ambice. Pfedni Cesti
vytvarni umélci a hudebnici v kooperaci s ThDr. TomaSem Halikem a jeho spolupracovniky se podileji
na zrodu novych ideji, skladeb i uméleckych artefaktu.

Jan Buchta ( historik uméni, Galerie vytvarného uméni v Hodoniné ) se hluboce zamyslel nad
tématem ,Duchovni aspekty vytvarného projevu a jejich reflexe ve vytvarné vychové®.

Na jeho vystoupeni uc€inné navazovala pfednaska Hany Stehlikové-Babyradové ( Masarykova
universita Brno ) ,Spiritualni aspekty grafického a akustického projevu“. Zahrnovala vypovéd
o dlouhodobych zkuSenostech prace se studenty cilené orientované k hledani souvislosti vytvarného
projevu s vnitfnim zazitkem. Vysledkem tohoto sméfovani je nové vydana obsazna publikace ,Trasy

( Vyzkum historickych a inovativnich aspektd uméni a edukace ), na niz se podilel Siroky kolektiv
pedagogu Masarykovy univerzity Brno.

O rozsahlém av3ak SirSi tuzemské vefejnosti stdle malo zndmém obrovitém dile skladatele FrantiSka
Gragora Emmerta ( + 2015 ) detailné referoval muzikolog Vojtéch Dlask. Zabyval se zejména
charakteristikou Emmertovych 26 symfonii, které komponistu fadi mezi pfedni svétové autory. Zda se,
Ze pfichazi doba ponékud zralejSiho zhodnoceni zasadniho pfinosu skladatelt povalecné generace.



Skladatel Jifi Bezdék ( ZapadoCeska univerzita v Plzni ) prezentoval nékolik pfikladu z tvorby
fotoinformelt Evy Hubatové s hudebni symbolikou. Slo o dal$i rozvijeni pocitacové grafiky tak, jak ji
zname z 90-tych let 20.stol. se zapojenim hudebnich program, které jsou dnes k dispozici.

Knéz Jan Balik ( feditel Sekce pro mladez Ceské biskupské konference CR ) - jako jediny
na konferenci zugastnény zastupce duchovniho stavu - seznamil pfitomné se ,Smérnicemi CBK pro
pouzivani liturgické hudby pfi bohosluzbach katolické cirkve ( zvlasté ve vztahu k mladezi )“, které byly
nedavno zpracovany a vydany.

Pfedni polska komponistka Lidia Zielinska ( Poznar University, ¢lenka vyboru festivalu VarSavska
jesen ) se ve svém poslechovém workshopu s ndzvem ,PLEONASMUS® poutavé a neformalné
rozdélila o své zkuSenosti s praci s mladymi lidmi z akademického prostfedi i s polskymi ansambly
specializovanymi na soudobou hudbu. Dotkla se zejména problematiky pouZiti elektro-akustickych
principll v kompozic¢ni tvorbé.

Sama praxe poradani festivalu soudobého uméni si vyzadala vznik doplrujiciho kolokvia, na némz by
byly teoreticky formulovany pfistupy jednotlivych autort k vlastni tvorbé, jejimu sméfovani i zafazeni
do kontextu celkového vyvoje. Platforma tohoto zakladniho vychodiska se postupem let rozSifila
o pohledy, uvahy a zavéry odbornik(i pusobicich v danych oborech a jeji uzite€nost pro komplex
souCasné umelecké scény je uz zcela neprehlédnutelna.

The report about Colloquium 2015 for Czech magazine OPUS MUSICUM 4/2015

MgA. Zdenka Vaculovi¢ova /CZ/ - Festival FORFEST CZECH REPUBLIC

During the dates of 23 - 25. 6. 2015 was held in the framework of XXVI. Festival Forfest the
continuation of a three-day international conference - biennale of art history Colloquium
"Spiritual Streams in Contemporary Art" - in this year with a brief subtitle: Vision of the Future.
After years of mapping the causes of the current state of art, the organizers decided to move
the theme of the biennale to theme where current development is going, what man expects
from today's world of art. In the focus of interest remains current overlaps of music and fine
arts. Participants from eight European countries / Ireland, Germany, Poland, Slovak Republic,
Italy, San Marino, Hungary and the Czech Republic / formed together a varied international
community that felt very comfortable in the picturesque venue of the Museum of Kromériz —
also due to the gardens of UNESCO, whose romantic framework added to this event necessary
atmosphere of thinking and meditations.

Matthias Drude from German Hochschule fir Kirchenmusik in Dresden came with a lecture entitled
"The future of contemporary religious music," which was conceived in the context of his own creation.
There was also reflection about the future of financing culture in Europe, which was sounding rather
skeptical in connection with the private sector and state funds.

“The conditions for the public funding of culture are getting more and more difficult, at least in
Germany. A further problem of contemporary and future funding of culture is the Europe-wide low
interest rates on the capital market. Because of smaller incomes private foundations are not as able to
be a supporter of the arts compared to the public funding, which also is ever decreasing...”

Massimiliano Messieri - Italian composer working at the Conservatory of Bologna and living in San
Marino (where - inspired by festival Forfest — he founded the festival of contemporary art called
MaskFest), gave a rather pessimistic vision, "l Had a Dream" leading to the idea of the victory of the
principles of modern consumer society over the demands of authentic art - leading ad absurdum to its
demise. He promptly ranked audio samples of compositions from the classics of world modernism of
the 20th century into witty confrontation with contemporary hits of pop scene. Comparison - although
overwhelming - was interesting, but also unexpectedly humorous and instructive. We must add that
critical insight of other Messieri theoretical works creates together to his musical work extremely
inspiring counterpart, fingerprint of time.



"The future is already behind us. (Some reflections on the past, present and future of the music) "- it
was the title and subtitle of the lecture by Martin Flasar (Institute of Musicology, Masaryk University
Brno). His thoughts would be worth quoting from the annotation: "The history of 20th century music is
full of examples of obsessions future at the expense of the present. As if future lent legitimacy to the
presence of musical thinking. Those days are thankfully gone. ltalian Futurists, Arnold Schoenberg,
John Cage and others become exhibits in the drawer of forecasts of music - and today more than
ever, we are reminded that the only givenness in music is its past. This may or need not become a
source of contemporary creating, while the future is only a projection of our wishes and desires.

"Postmodernism includes the relativity of progress and linearity of time. From the view of our
presence, it seems that the future has already passed. Old music became the area of expected
discoveries of near future (i.e. the newly discovered musical sources, new interpretations, special
revival of techniques of play, etc.). Concept of New became during the second half of the 20th century
outdated and shabby. There is hardly anything more annoying than a boring imperative of New.
Stravinsky simply replaced dictatorship of New by the freedom of Old. Perhaps it was he who was
among the first to recognize the importance of creative freedom that in any case can not be replaced
by imperative of New...*

Major contribution to the colloquium was a lecture Lenka Dohnalova (Art Institute in Prague, Czech
Music Council), which briefly outlined the history of international competition MUSICA NOVA
organized by the Society for Electroacoustic Music. She remembered among others merits of
composers of the postwar generation of Kabelag, who in condition of Pilsner Radio in 1969 initiated
the establishment of the company, which has today an impressive international outreach involving
dozens of countries around the world. She formulated very precisely a development of company for
the past 25 years, when gradual concentration on the content of the artwork crystallized; she
mentioned artistic responsibility in the current flood of projects built only on effect. She stressed the
importance of long-term orientation supported by experience and she indicated possibilities of further
cooperation. Her erudite overview about European initiatives in this area accompanied by audio
examples of spiritually oriented compositions became one of the main contributions of the conference.

German composer and leading personality of Festival in Regensburg Prof. Widmar Hader has named
his entry "Lebenslauf'. He foreshadowed that it will be a retrospective look back at his own work and
many years of organizational effort. The text remembered among others this year's 600th anniversary
of the burning of Jan Hus, to whose memory he devoted one of its largest vocal-instrumental
compositions.

Art historian Vladislav Greslik from PreSov University emphasized in his lecture "Secrets of nature and
spirit (Stefan Filep and his paintings)" the need for return to the original roots of creation. In Greslik
long-years theoretical work appears frequently this appeal and undertone, which sounds in today's
emptied art activities with exceptional urgency.

Leading Slovak musicologist and pianist Elena Letfianova (STU Bratislava) brought critically robust
analysis called "Pythagorean councils in music Juraj Bene$." The author here makes good use of its
all-round education (she studied mathematics among others) and combines her rich interpretation
experience with innovative views of a theoretician. In this publication, we currently have included her
review of XXVI. Festival for the leading Slovak magazine Hudobny Zivot in Bratislava and for the
Czech music magazine OPUS MUSICUM.

Irish artist and painter Tommy Barr ("From the Stone Age to the Troubles") for so many years he
engaged in the processing of visual symbols of the ancient pre-historic monuments. Ireland has a rich
and strong tradition of artistic heritage. Perhaps more than in other countries, there are symbols and
visual metaphors embedded in the structure of society, and are crucial to the sense of human identity
and spirituality. In his premiere exhibition for the festival FORFEST in the gallery Arthur Tommy
created references to Czech mythology and symbolism called "Eternal Circle".

Very precise and revelatory was input by Ales Havlicek (University of Jan Evangelista Purkyné ) called
"Kitsch and Ideology." Unveiling and description of deep-rooted manipulative practices of current
ideology of consumerism seems to be today more and more necessary...

Marton Barabas (Budapest Communication High School, Art Faculty) completed his participation in the
colloquium by a whole exhibition of book objects in the local Library of KroméfiZz (Book-Art-Objects).
His book-objects are often inspired by music, using your own fonts or tactile experience gives him a

freedom in connection eg. with music of Beethoven or Bartok, as well as with aromas and content of



the book. There is only a fragile, almost imperceptible boundary between these worlds. The author
creates the interference of both visual metaphor for a deeper understanding of what a work of art and
sculpture is.

Hungarian composer Lajos Huszar (Budapest) spoke about his dimensional orchestral work "The
Passion" (Passio et Mors Domini nostri Jesu Christi), which was recorded by the Hungarian National
Chorus accompanied by organ (Laslé Attila Almasy), percussion (Zeno Lang, Zsolt Nagy, Csilla Gy6r)
with soloists (Laszl6 Hominger- tenor, Lucka Magyesi Schwarz - soprano, Bence Asztalos and Kristian
Cser - bass). The performance was conducted by Matyas Antal. Additional afternoon authorial
program the focus of which was listening to this composition, introduced extraordinarily beautiful music
- grounded in the tradition of the usual layout of the Passion events. Innovation was a combination of
all four evangelists’ texts with texts of selected Hungarian poets.

Leading Czech specialist in electroacoustic music Michal Rataj (Music Academy in Prague) presented
the project "Ars Acustica Palmarum as experience with contemporary music in the liturgy of Palm
Sunday in the church of Holy Saviour in Prague”. It was clear from audio-visual documentation that
during the last three years here arises in Easter Passion time promising artistic community having the
highest ambitions. Prominent Czech artists and musicians in cooperation with ThDr. Tomas Halik and
his colleagues are involved in the birth of new ideas, compositions and artistic artifacts.

Jan Buchta (Art Historian, Gallery of Fine Arts in Hodonin) was deeply involved in the theme "Spiritual
aspects of artistic expression and their reflection in art education.”

His presentation was followed by a lecture by Hana Stehlikova-Babyradova (Masaryk University in
Brno), "Spiritual aspects of graphic and acoustic speech." The lecture included statement about the
long-term experience working with students with goal exploring the connections of artistic expression
with inner experience. The result of this orientation is a newly released comprehensive publication
"Routes". (Research of historical and innovative aspects of the arts and education), "in which wide
team of pedagogues at Masaryk University in Brno participated.

About extensive life work of composer FrantiSek Gregor Emmert (+ 2015), which is still little known to
wider domestic public, reported in detailed way musicologist Vojtéch Dlask. He was talking about the
characteristics of Emmert 26 symphonies, which ranks this composer among the world's leading
authors. It seems to be that the time for more mature appreciation of the essential contribution of
composers of the postwar generation is finally here.

Composer Jifi Bezdék (University of West Bohemia in Pilsen) presented several examples of the
creation of Eva Hubatova with musical symbolism. This was a further development of computer
graphics, as it is known from the 90s of the 20th century, involving music programs that are currently
available today.

Priest Jan Balik (director of Department of Youth Czech Bishops 'Conference Czech Republic) - as the
only representative of spiritual status at the conference - presented the "Guidelines of the Czech
Bishops' Conference for the use of liturgical music in worship service of the Catholic Church
(especially in relation to young people)," which had been processed and released recently.

Leading Polish composer Lidia Zielinska (Poznan University, member of the Committee of the Warsaw
Autumn festival) in her listening workshop called ,PLEONASMUS* had informally shared her
experience of working with young people from the academic world and with Polish ensembles
specializing on contemporary music. She touched particularly issue of application of electro-acoustic
principles in compositional work.

Practice of organizing the festival of contemporary art necessitated the emergence of additional
colloquium in which would be theoretically formulated approaches of individual authors to their own
creation, their orientation and inclusion in the context of overall development. The platform of this
basic starting point has been expanded over the years by views, reflections and conclusions of
professionals in their respective fields and its usefulness to the complex of contemporary music and
art scene is already today absolutely evident.



Spiritualni aspekty audialniho a grafického projevu
Doc. Hana Stehlikova Babyradova, UP Olomouc a MU Brno

»,Chapeme-Ii spiritualitu a duchovno jako protipdl k materii, k hmoté, tedy jako néco nehmotného a bez
téla (a latkovosti), mizeme navazat na mySlenku Leonarda da Vinci, kterou zaznamenal
v v CodexuAtlanticus: Duchovni fikam, protoZe je v ni neviditelny, bezhmotny a nehmatatelny Zivot,
protoZe, kde on vznikne, tam se nezvétsi ani tvar téla, ani nepribude na vaze.” (Necas, 2006, s. 151)

Spiritualitu Ize vnimat, praktikovat i vykladat rizné. Odhlédneme-li od zavedenych postupl
demonstrace spirituality nabozenské, mizeme si spiritudlni povahu ¢lovéka vylozit napfiklad jako
osobni pfesvédCeni souvisejici s virou v néco, co nas piesahuje. Nejsme-li ovdem navykli vykonavat
institucemi predepsané obfady demonstrujici duchovni obsahy, jaké zpusoby vyjadfeni spirituality se
nam tedy nabizeji? V pfipadé, ze jsme détmi, umélci nebo jen dospélymi jedinci otevienymi vici
nejriiznéjSim experimentim, nabizi se zde graficky nebo akusticky zplsob vyjadfeni spiritualnich
obsahu, pfipadné i spojeni obou zplsobUl vyjadreni spirituality v jednom. Obrazy a zvukové produkce
(jde o improvizace i hudbu) mizeme takto vytvaret, ale mizeme je také pouze vnimat a timto
zpusobem prozivat spiritualni aspekty existence. Spiritualitu v hudbé nelze tedy chapat pouze
v projevech skladeb s nabozenskymi Ucely. Spiritualitu je mozné hledat napfiklad i v jazzu: Napfiklad
John Coltrane citil své skladby jako duchovni a po jeho smrti i jeho zena Alice. V jazzu je mozné najit
celou Fadu projeva skryté spirituality jako napfiklad u hudebnikd v Chicagu, kolem: Jarman, Braxton,
Abrams, Art Ensemble of Chicago, ktefi se odebrali smérem k africké a arabské spiritualité a odklonili
se tak od spirituality kfestanské. Dal$im netradiénim proudem projevl spirituality v hudbé je popsan
v knize RobertaAshleyho, MusikmitWurzelnimAther, vydanév roce 2001 — jde o projevy spirituality
v elektronické hudbé. Jsou zde uvefejnény rozhovory s americkymi skladateli, ktefi zapojili
elektronické systémy do kompozic a poprvé to prezentavali na univerzité v Ann Arbor nazvaném
ONCE. Pravidelné produkce na tomto festivalu pfispély k popularizaci hudby, ktera dale pfesahovala
do oblasti tance a divadla. Umélci jako napfiklad GordonMumma a Roberto Gerhard, ktefi skladali
spiritualni skladby ¢&isté na pocitaci. Skladatelé jako Robert Ashley a Roger Reynolds pak
transformovali spiritualni aspekty do vokalnich improvizaci.

Dle vySe uvedeného citatu vytvarnika Jifiho Necase, vytvarného umélce ¢eského plvodu Zijiciho
v Némecku a vyznavace nové hudby, Ize spiritualitu povazovat tedy pfedevsim za néco nehmotného,
nepfedmétného. Nehledejme z tohoto dlivodu pravé v uméni inspirovaném duchovnimi obsahy zadné
konkrétni motivy duchovnich figur a soustfedme se pfi vytvafeni na jakousi esenci svéta, kterou Ize
prozivat mimo uméleckou sféru napfiklad i v meditaci, kdy nedélame prakticky cagovské ,vlbec nic".

Spiritualita v hudbé souvisi se synkretickou povahou uméni jako takového. Synkretismus v nejSirSim
slova smyslu zahrnuje splynuti jednotlivych smyslovych viem(. Pro vyjadfeni spiritualnich obsahu je
vyznamné spojeni zvuku a obrazu. O synkretismu jsem jiz pfed lety napsala: ,Doba nam nabizi zZivot
mezi obrazy a zvuky, jejichz plvod nam neni vlastni, pohybujeme se mezi tim, co nevychazi z nasi
télesné podstaty, co neni pfimym odrazem svéta a nas samych, bloudime nikoliv mezi zrcadly
odrazejicimi nasi podobu ale spiSe mezi ,zrcadly zrcadel svétd“, které se nasi prosté existenci stale
vice vzdaluji. Je to specificky lidska vlastnost vnimat svét jako ,svoji pfedstavu®“ (A. Schopenhauer,
1818), ale uvazme sami téméf dvé sté let potom, co byla tato myslenka vyslovena, zda krajni
spocinuti v pfedstavé oddélené od fyzické existence nas od lidstvi spiSe nevzdaluje: ¢lovék totiz neni
nadan pouze vidénim a snénim, nybrz i rozvazovanim. | Schopenhauer pochyboval o tom, Ze se da Zzit
pouze v pfedstavé: ...jako vychodem slunce je tu viditelny svét, tak rozvaZovani svym jedinym
jednoduchym ukonem jednim rdzem proméhuje temné, bezvyznamné citéni v nazor, podobou
ménlivy, co se ty€e hmoty po v8echny Casy trvaly, nebot’ spojuje prostor a ¢as v predstavé hmoty, {j.
puisobnosti.“?

Nejblize k vyjadfovani spiritudlnich fenomén(i skrze audiovizualni aspekty mély pfirodni narody.
Pfirodni narody jsou spole¢nosti, které svij vztah k pfirodé promitaji do vSeho, &im ziji. Jejich
duchovni svét je velmi zvlastni a stal velkym zdrojem inspirace pro moderni evropské uméni.

Pro vytvarnou vychovu jsou inspirativni dila umélct mezi grafikou a hudbou. Lenka Lindauerova
v recenzi vystavy Milana Grygara nazvané Vizualni a akustické napsala: ,Tam, kde napfiklad Zdenék

1 Necas, J.: Spiritudini povaha mezijazykovych kreseb. In: BABYRADOVA, Hana, ed. a HAVLICEK, Jii, ed. Spiritualita:
fenomeén spirituality z pohledu filozofie, religionistiky, teologie, literatury, teorie a déjin uméni, pedagogiky, sociologie,
antropologie, psychologie a vytvarnych umélcd: sbornik transdisciplindrnich esejd s mezindrodni U€asti. 1. vyd. Brno:
Masarykova univerzita, 2006. 542 s., [8] s. barev. obr.pfil. Sbornik praci Pedagogické fakulty Masarykovy univerzity; sv.
200. Rada estetickovychovnd; &. 6. ISBN 80-210-4206-0.
2http://www.ped.muni.cz/kvv/archiv/praxe/intermed_didaktik/data/popis_grantu.html



Sykora ¢&i Jan KubiCek zkoumaji nekone&nost struktur, Grygar nachazi jinou kvalitu prostoru
a transformaci jeho vnimani — vizualné a akusticky zarover. Ale ani divak, ktery dokaze jeho véci
vnimat pouze o€ima, nepfijde o velky zazitek. Specialné na této Cisté vystavé, kde neni potfeba
o autorovi védét vlbec nic a jen jit a dychat v rytmu ploch a Car. Expozice nazvana Vizualni
a akustické je traktovana do Ctyf ¢asti odpovidajicich prostorovému feSeni galerie akcentuje kresby
a malby dfivkem, které pfimo evokuji zvukové vinéni, a takzvané Antifony v podobé rozmérnych
geometrickych platen ¢i mensich akryl(. Témata, ktera rozviji osmaosmdesatilety autor po cely svij
Zivot, jsou i v poslednich ,Eerstvych® antifonach neuvéfitelné ziva. Jisté, geometrie je nadCasova, ale
kdo z maliftl s ni dnes obstoji?“®

Inspirovana vySe uvedenymi vzory jsem v letnim semestru 2015 jsem uskutecnila se studenty PdF
Palackého univerzity nékolik experimentd, které jsem na letoSnim Forfestu prezentovala. Jednalo se o
grafické vyjadreni proZitku poslechu hudby MortonaFeldmanna. Byli jsme se studenty inspirovani
zvukovou skulpturou, ktera se v odbornych kruzich definovana nasledovné: ,Koncept nového
poslouchani, rozvijeny v knize Silence, se brzy stal estetickym i poetickym nastrojem a strategii
zvukového uméni v podobé, v jaké ho zname dnes. Zvukové skulptury, zvukova prostfedi, zvukové
krajiny, zvukové prochazky, zvukova ekologie apod. jsou vSechno legitimni Zanry a projevy
soucasnych intermédii a jako takové jsou mezi zdrojem zvuku a posluchaéem®. (Marbrey, 2012, s.
197).

Hlavni workshop se odehral opét v ateliéru Sperku v Uméleckém centru Univerzity
Palackého v Olomouci 19.4.2015 a zucastnilo se jej 8 studentl a studentek. Studenti méli moznost si
zvolit materidly, kterymi budou hudbu zaznamenavat. Slo tedy o vyjadfeni libovolnymi vytvarnymi
prostfedky, které bylo motivovano poslechem hudby MortonaFeldmanna. Studujici méli zaznamenavat
svUj vlastni dojem z hudby, pfipadné mohli malovat nebo kreslit figurativni ¢i krajinné motivy, které si
pfi poslechu hudebni ukazky pfedstavovali. K vytvarnému projevu si U€astnici zvolili pfirodni a umélé
uhly nebo pastely a akvarelové barvy, jedna studentka se vyjadfila prostorové - udé&lala papirovy
model.

Akce byla zahajena soustfedénym poslechem Feldmannovych skladeb. Studenti mi pozdéji polozili
otazku, jaké byly davody vybéru tvorby pravé tohoto skladatele. Jeho hudba jim pfipadala temna,
smutna, pesimisticka, ba dokonce désiva. Tuto otazku jsem musela zodpovédét az po uzavfeni celé
akce: Volila jsem pravé tuto hudbu, protoze dle mého nazoru jeji poslech zavadi ¢lovéka tak trochu
mimo realitu, do svéta nevédomi a fantazie. Tento m(j zamér souvisel s presvédcenim, Ze hudba by
neméla byt pouze zdbavou (entertainment) — tedy neméli bychom ji brat pouze v té podobé, jak je
dnes pfevazné vnimana. Charakter obrazu, které studenti podle hudby Feldmanna vytvareli, ackoliv
byl pfevazné chmurny, svéddil o tom, Ze hudba v nich vyvolala ur€ité emoce. Studenti a studentky
zacali nejprve intuitivné vytvarné improvizovat a posléze dotvareli své kompozice do celistvych utvara,
kterym v nasledné reflexi pfifazovali urcité vyznamy. Experiment mél jeSté navic pedagogicky cil — dle
svych obrazi méli studenti vymyslet materialové nebo konceptualni ¢innosti pro zaky riizného véku.
Skala napadl byla $iroka — byly zde navrzeny etudy v duchu bizarnich Svankmajerovych animaci
(objekty k animaci), prostorové instalace, tvorba soch, program happeningu a materialové instalace.
Poslech nové hudby je naro¢ny, je vhodny jako motivacni vod k vytvarnému vyjadfovani zejména pro
studenty stfednich Skol. Nabidka skladeb nové hudby je Siroka, pro zacatek jsou vhodné napfiklad
skladby Johna Cage. Jde o umélce, na jehoz dile je mozné ilustrovat propojeni vytvarného hudebniho
projevu, nabizeji se zde Cetné ukazky jeho grafickych partitur. Zaznamenavat hudbu a graficky nebo
malifsky Ize s nejrliznéjSimi vékovymi skupinami, pfiméfené véku volime pouze vhodné techniky (od
jednoduchych kreseb tuzkou nebo uhlem ¢i tusi postupujeme ke slozitéjSi praci s barvou). Postup
improvizace muzZe byt pak i opacny — Zaci nebo studenti pfipravi grafické partitury dle své fantazie
a poté zkouseji dle obrazl hrat na jednoduché nastroje.

Na zavér tedy nékolik ukazek z vySe popsaného workshopu.

Obr. 1, 2, 3 (ulozeno v dal$im souboru)

3http://magazin.aktualne.cz/kultura/umeni/recenze-retrospektivy-milana-grygara-vizualni-a-
akusticke/r~5f4579fa941211e49e4b0025900fea04/



Podnéty pro novou liturgickou hudebni tvorbu / Ideas for new liturgical music creation
Liturgicka hudba / Liturgical Music

P.ThDr. Jan Balik,PhD. /CZ/ - feditel Sekce pro mlédez Ceské biskupské konference
Director of the Department for Youth of Czech Bishops' Conference

Uvod

V Fijnu 2014 a v lednu 2015 biskupové schvalili dokument s nazvem: Smérnice CBK pro pouzivani
liturgické hudby pfi bohosluzbach, zvlasté ve vztahu k mladezi. Jedna se o prvni dokument CBK, ktery
se dotyka liturgické hudby.

Vznik dokumentu

Dokument je vysledkem diskusi, které se uvniti katolické cirkve dlouhodobé vedou ohledné
liturgického pouzivani hudby, kterd je blizka vétSiné mladych lidi sou€asnosti. Proto byla jeho
sestavenim povéfena Sekce pro mladez CBK, ktera prizvala hudebni, lingvistické odborniky a experty
z Liturgické komise CBK.

Obsah dokumentu

Smérnice ma dveé Casti.

Prvni teoreticka ¢ast obsahuje po uvodnich poznamkach zasady pro vybér liturgické hudby a zpévu,
pokyny pro novou tvorbu liturgické hudby, obecnou kapitolu o duchovni tvorbé& a o hudbé v projevech
lidové zbozZnosti. V zavéru je pak stanoven schvalovaci proces nové vznikajici liturgické tvorby. Tuto
Céast budu dale rozvijet.

Druhou &ast dokumentu tvofi pfilohy, které se zaobiraji vysedi liturgické hudby. Jsou v nich schvaleny
nastroje, melodie ordinarii a zpévy Kk liturgickému pouzivani, jak vyZaduji VSeobecné pokyny
k Rimskému misalu.

V této schvalovaci ¢asti se tvlrci potykali s obtizi neexistujici terminologie. Co se tyce tvorby, ktera do
liturgie postupné vstupuje od 70. let minulého stoleti, neni pro ni v Cestiné pfiléhavy a bézné
uzivany muzikologicky termin. Mimo jiné i proto, Ze se jedna o celou fadu hudebnich stylt (od folku
pfes rock, gospel az k worshipu). Terminy: ,nova duchovni pisen“ pouzivany v némecké jazykové
oblasti nebo ,soudoba kfestanska hudebni kultura® vyskytujici se v dotazniku Papezské rady pro
kulturu z roku 2014, jsou nejednoznacné.

Vzdélavani mladych hudebnikt

Smérnice je chvalyhodny pocin, ale praxe vyZaduje vzdélavani a pfipravu. Proto ma Sekce pro
mladez CBK za ukol spolu s odborniky pfipravit a uskute¢novat kurzy pro mladé interprety.

Nova liturgicka tvorba

V dalSi &asti se soustfedim na nové tvorenou liturgickou hudbu jakéhokoliv hudebniho Zanru a jeji
charakteristiku.

Cirkev po Il. vatikanském koncilu vnima hudbu a zpév jako soucast liturgie a zaroven deklaruje, ze je
oteviena tomu, co je pravym uménim. V konstituci o posvatné liturgii Sacrosanctum Concilium se piSe:
.Liturgicka hudba bude tedy tim posvatngjsi, &im tésnéji bude spjata s liturgickym dénim, at
vroucnéj§im vyjadfenim modlitby nebo sjednocenim srdci, at tim, Ze posvatnym obfadim doda
slavnostnéjSi raz. Pfitom cirkev schvaluje vSechny formy pravého uméni, pokud maji nalezité
vlastnosti, a pfijima je do liturgie.” (€l. 112).

Liturgickd hudba tedy neni vazéna na urcity hudebni nastroj nebo hudebni styl, ale uzce souvisi
s liturgickym dénim. Proto ma vSechno — text, melodie i provedeni — odpovidat smyslu slaveného
tajemstvi, ¢astem obfadu i liturgické dobé.

Kdo chce skladat nové liturgické zpévy, musi mit na paméti, ze zakladni pozadavek soucasné cirkve
je uCast véficich a sepéti s liturgickym dénim. Hudebni dilo neni dopliikem, ozdobou, ale ma umoznit
pritomnym, aby se zapojili, a ma podpofit jejich prozivani. To nevyluCuje pfilezitostné uziti zpévu
uréenych pfedevsim pro solovy zpév, scholu nebo sbor. AvSak vzdy by mélo platit, Ze hudba nema
odvadét pozornost véficich od liturgického déni nadmérnou vyumélkovanosti &i primitivismem
a bezduchosti.

Exkurz 1
Daleko vice nez dfive se po Il. vatikanském koncilu zdlrazfiuje pastora¢ni rozmeér liturgické hudby.
Kromé jeji umélecké hodnoty je velmi dullezita slozka aktivni spolutiCasti véficich a také mySlenkové



souznéni spolecenstvi s provadénou hudbou. Tento pastoraéni rozmér se projevuje i u hudebniku
samotnych, ktefi tuto liturgickou hudbu nacvi€uji. Rozjimaji zpivané texty. U rozsahlejSich skladeb se
této Cinnosti vénuje zpravidla velké mnozZstvi lidi. Je proto na misté&, aby vedouci chrdmového sboru ¢i
schély dokazal pfivést ono hudebni spole€enstvi k hlubdimu vnimani pravé nacviCované skladby.
Jedna se o ulohu formace samotnych interpretd.

Dale se liturgicka hudba vyznaduje:

a) dominuje v ni slovo - biblické a vzaté z liturgickych textd,

b) vznika jako dar Ducha, je darovana Bohem,

c¢) svou skutecnou krasou vede ke Krase, k Bohu v JeziSi Kristu.

Proto, jak napsal J. Ratzinger, vyZaduje odvahu k umélecké askezi a vznika nej¢astéji na mistech
duchovniho Zivota (Taize), z lidové zboZnosti, ktera dilo provéfuje, a Casto byva pozdnim a tedy
vyzralym dilem autora.

Chce-li tedy skladatel vytvofit novy zpév, je dllezité, aby vychazel ze své viry a z touhy pfiblizit druhé
k Bohu, prohloubit jejich modlitbu. Spravnou motivaci jisté neni zviditeInéni ani touha po originalité.

Exkurz 2

Neni snadné dostat vSem pozadavkim kladenym na liturgickou hudbu po II. vatikanském koncilu,
ponévadz se kromeé jeji vysoké umelecké hodnoty klade duraz i na jeji ,liturgi¢nost“. Proto je obtizna
snaha uspéSné a ucginné motivovat a smérovat nevéfici hudebni skladatele, ktefi nemaji Zadnou

vazbu na liturgii, liturgickou dobu, prostor a jeho posvatnost, ke tvorbé nové liturgické hudby. Je t&Z§i
pfibliZit jeji zakonitosti skladateli, ktery nebyl a neni od svého mladi ,cirkevné socializovan®.

Textové prameny

»1exty ur€ené pro cirkevni zpév at jsou v souladu s katolickou naukou a at jsou vybirany pfedevsim
z Pisma svatého a z liturgickych textd“ (SC 121)

a) Biblicky text: Pokud pljde o konkrétni msSi svatou, pak plati, ze hlavni myslenka celého obfadu
vyplyva obvykle z evangelia. NevyluCuje se ovSem ani inspirace ostatnimi biblickymi texty
z bohosluzby slova nebo celkovym zamérenim liturgické slavnosti nebo doby (napf. konkrétni svatek
Pané, svatek svétcu).

b) Liturgickeé texty: Texty z misalu (napf. vstupni antifona, antifona k pfijimani) a z lekcionafe (napf.
zpév pied evangeliem, sekvence, antifony pro zpév responsorialniho Zzalmu), inspiraci je i Graduale
Romanum a Graduale simplex.

Obecné jsou mozné v propriu (texty pfi msi na konkrétni den) pouzivat parafraze. PFi ordinariu se vzdy
pouzivaji texty z misalu, které jsou zavazné.

c) Duchovni literatura (napf. modlitby svétct Ci texty o svétci).

d) Vhodnym zdrojem po melodické i obsahové strance miiZze byt bohatstvi vlastni tradici ¢eské lidové
duchovni pisné (napf. literatska bratrstva, kanciondly a gradualy minulych staleti).

Znalost liturgie

Pokud nékdo tvofi hudbu pro liturgii, musi pfemyslet nad vyznamem liturgického ukonu, pfi kterém
hudba bude znit. Jeho ukolem je umocnit prozZivani liturgie. Mé&l by se sezndmit alespon s konstituci
Sacrosanctum Concilium a s V8eobecnymi pokyny k Rimskému misalu.

Podrobné rozbory jednotlivych ¢asti mSe svaté a vhodnost vybéru zpévu jsou uvedeny ve Smérnici
v €asti s ndzvem: Zasady pro vybér liturgické hudby a zpévu.

Jazykové a umélecké hledisko zpévu a styl instrumentalizace

Tvlrci dokumentu se vyhnuli presnému vyctu, co znamena literarni a hudebni kvalita. Divod spocival
v tom, Ze posouzeni hodnoty kvality pisné z umélecké stranky bude vzdy do jisté miry zaviset na
subjektivnim dojmu odbornikl. Vyjmenovani konkrétnich hledisek by vytvofilo dojem, Ze Ize jazyk
i hudbu, tedy uméni, vtésnat do bézné méfitelnych kategorii.

Av8ak pfesto bylo nutné se i této stranky dotknout. V liturgii ma misto skuteéné umeéni. Kvalitnimu
teologickému obsahu ma odpovidat literarni zpracovani i uméleckd hodnota melodie respektujici
pfizvu€nost spisovné Cestiny.



Téz je tfeba zvazit vhodnost zpévu i zpusob instrumentalizace vzhledem k chramovému ¢i jinému
prostotu. Jinak bude vypadat instrumentalizace pisné v baroknim kostele a jinak pfi msi svaté na
stadionu €i velkém prostranstvi pod Sirym nebem.

Pozadavek schvalovani

Podle V&eobecnych pokynl k Rimskému misalu (IGMR) schvaluje biskupska konference mes$ni
propria, melodie ordinaria a jiné nastroje pro pouziti v liturgii (IGMR 393). Dlvodem je posouzeni
teologické spravnosti textll a vhodnost melodie.

Zavér

Liturgie cirkve je tim nejposvatn&jSim a nejsilngjSim, co existuje. Jedna se o aktualni propojeni
s Bohem, ze kterého prysti BoZi sila do Zivota lidi. Katolicka cirkev je oteviena kazdé autentické
kultufe a pfispiva k ocisténi toho, co je v projevech rdznych umélcii dekadentni.

Podilet se svym hudebnim darem na liturgii je jisté velkou vyzvou, ke které vam preji odvahu
a trpélivost.

P. ThDr. Jan Balik, PhD. se narodil v roce 1965. Jedenact let byl prvnim zodpovédnym za
Arcidiecézni centrum pro mladez v prazské arcidiecézi a za Arcidiecézni centrum Zivota mladeze -
Nazaret v Praze - Kunraticich. Od roku 1993 byl tiskovym mluvéim Sekce pro mlddez CBK. Od roku
2001 do roku 2005 byl Feditelem Sekce pro mlédez CBK a pak do Servna 2011 fardfem v Praze —
Strasnicich. V souc¢asnosti je podruhé reditelem Sekce pro mlédez CBK. Je ¢lenem tvirdiho tymu
Casopisu IN! a je autorem rady knih pro mladé (napf. Objevit tajemstvi rizence, Neboj se, jen veér!,
Mas na vic) a o pastoraci mladdeZe (napi. Na cesté s mladymi, Jan Pavel Il. v dialogu s mladymi,
Diecézni centra Zivota mladezZe, Monitoring minéni mladych lidi v cirkvi).

From the Stone Age to the Troubles
MA Tommy Barr / Northern Ireland /

From the engraved stones found at the many pre-historic sites to the highly charged graffiti reflecting
the recent political troubles, Ireland has a rich and potent artistic heritage. Perhaps more so than in
other countries, symbols and visual imagery are woven into the fabric of society. They are central to
the people’s sense of identity, their spirituality and their place in the community.

Tommy’s lecture took us on a 5000 year journey through this artistic landscape, signposting
important highlights along the way.

Eternal Circle

Tommy’s colloquium lecture was enriched by an exhibition entitled “Eternal Circle” which was
presented in two parallel editions in Gallery U Artu$ and Chateau Kromé&fFiz.

Having created a series of contemporary icons, drawn from the prehistoric legacy of Ireland, an
earlier invitation to work with the Bulgarian National Museum’s Academy of Science and Arts had
allowed Tommy to build on that body of work.

His invitation to participate in Festival Forfest provided an ideal space in which to re-imagine and
extend the project. Introducing the motifs from this third, Czech legacy further opened up the theme
and the artifacts introduced enriched the pool of source materials.

As the earliest settlers moved across Europe, Tommy believes their many and varied visual motifs
seeped into the artistic vocabulary of the existing cultures, creating a sense of underlying
familiarity. Certainly there is evidence of these migratory exchanges in decorative artifacts found in
Ireland which date back to long before the arrival of the Celts. By contrasting motifs from both Irish
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and Czech legacy Tommy’s exhibition celebrated a shared heritage and provided a bond joining
our two communities.

Festival Forfest with its spiritual orientation provided an ideal platform for both the lecture and the
exhibition. The early art of both countries, Ireland and the Czech Republic, has deep rooted origins
in the people and is drawn from their spirituality, and from their sense of place and belonging. The
lecture and exhibition provided a fascinating exploration of this commonality.

One of Tommy’s exhibition paintings remains in the permanent collection of the Muzeum
Kroméfizska.

Nékolik priklada fotoinformelll Evy Hubatové s hudebni symbolikou
Some Examples of Eva Hubatova’'s Photoinformels Featuring Musical Symbolism

Doc. Jifi Bezdék, Ph.D. /CZ/ - composer, theorist, teacher, Plzeri University
Abstrakt

Novou techniku FOTOINFORMEL objevila Bc. Eva Hubatové a ziskala za ni od Uradu primyslového
vilastnictvi ochrannou znamku. Je zaloZena na pocitacové proméné fotografii. Velmi ¢asto autorka
takto transformuje snimky zaSlych zdi ¢i kovovych pfedméti. Vznikaji tak abstraktni vytvarna
umélecka dila, u kterych hudebni skladatel, teoretik a publicista Doc. Jifi Bezdék objevil hudebni
symboliku. Na ukézkach dokumentuje analogie v oblasti hudebniho strukturovani, sémantiky,
interpretace, hudebnich stylt, dokonce konkrétnich hudebnich skladeb a hudebni akustiky.

Kli¢ova slova: Fotoinformel, ochranna znamka, vytvarné uméni, hudba, hermeneutika
Abstract

FOTOINFORMEL new technique appeared Bc. Eva Hubatova and won the Industrial Property Office
of the trademark. It is based on the transformation of computer images. Very often, the author follows
transforms images faded walls or metal objects. This creates abstract art artwork in which the
composer, theorist and publicist Doc. George Bezdék discovered musical symbolism. The examples
documented in the music analogy structuring, semantics, interpretation, musical styles, and even
concrete pieces of music and musical acoustics.

Key words: Fotoinformel, trademark, art, music, hermeneutics

Umélecka fotograftka, vytvarnice a novinarka Eva Hubatova vklada do snimkd zdanlivé
bezvyznamnych nékolikacentimetrovych prvkd destruktivnich zdi &i zaSlych zakouti svoji fantazii
a pomoci pocitaCové techniky je povySuje na jedineCna abstraktni dila. Experimentuje téz s prvky
z kovovych pfedmétl i s jinymi rozli€nymi materialy vykazujicimi znamky znacné seslosti. Pro tuto
vlastni originalni uméleckou techniku, kterd v zasadé& propojuje fotografii s malbou, zvolila adekvatni
nazev FOTOINFORMEL*.

Ve fotoinformelech Evy Hubatové vznikaji tvarové i barevné abstrakce (Casto podporené
i neobvyklym materiélems), které maji symbolicky raz napf. pro prostfedi soudobé vazné hudby. Nejde
v8ak v zadném pfipadé o tzv. muzikalie, které pouZivaji hudebni pismo pro Cisté vytvarné l]c":elya.
Tvorba Evy Hubatové je hudebni ,zevniti — souhrou vSeho, co se v jednotlivych obrazech objevuije.

Zapiidifuje to kooperace kontrastll a scelovacich prostiedk(l’, stejné tak faktura, rytmus,
instrumentace a dalsi slozky pivodné hudebniho vyjadfovénis.

4 Evé Hubatové byla pfizndna ochrannd zndmka a podle § 28 odst. 1 z&kona ¢. 441/2003 Sb., v pIném znéni a dne 3.
ledna 2014 byla zapsdna do rejstfiku pod Cislem 335278

5 napr. kovovym podkladem pro vytvarny &in

¢ Viz ddle BEZDEK, Jifi. Soudobd hudba pred tabuli. 1. vyd. Plzeri: FPE ZCU, 2008. ISBN 978-80-7043-669-1. Podkap.3.3.6
7 Zde ve smyslu JANECEK, Karel. Tektonika. 1. vyd. Praha - Brafislava: Supraphon, 1968. Kap.V.

8 Podrobn&jsi vysvétleni termin0 napt. v JANECEK, Karel. Hudebni formy. 1. vyd. Praha: SNKLHU, 1955.
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Ukazky z tvorby Evy Hubatové s ,hudebni“ charakteristikou:
a) oblast hudebniho strukturovani

obr. €. 1

Labyrint tont

Toto dilo nazvala vytvarnice Labyrint tond. Tény jsou pro ni cesty barev, které jsou zde jakoby
nevypocitatelné. Proto ani jediny barevny tok neni stejny. Barvy se vSak opakuji, i kdyz v rlznych
kontextech. A tak je to i s tény. Obrazu porozumime stejné jako hudbé, kdyz si jednotlivé tény (zde
toky) zaéneme spojovat do vétSich celkl a zacneme obraz vnimat v celkovém tvaru. Je v ném pohyb
i klid, identita i kontrast. A to jsou také hlavni hnaci sily hudebniho vyvoje hodnotné skladby.

obr. &. 2

Hudebni evoluce

Expozice a evoluce v hudbé tvofi principy, bez kterych se neobejde Zadny hudebni dé&j. Expozice je
pfedstaveni hudebniho materidlu, evoluce pak jeho vyvojg. Aby byl poslucha¢ schopen se v hudbé
orientovat (pokud to chce), musi skladatel zvolit jen malé mnozstvi témat, se kterymi pak provadi
vyvojovy proces. Tak je to v obraze. Na zeleném podkladé probiha vyvoj zmnozené cerné a Cervené
linie. Jejich multiplikaci mizeme chapat jako pestrost vyvojového pribéhu, tedy jako zajimavou
tematickou praci. Ta muze byt provadéna v odplyvajicim ¢ase v jedné linii nebo paralelné ve vice
liniich sou€asné. V tomto smyslu se v obraze tedy déje mnoho.

obr. . 3

Téma s variacemi

Skladba této formy ma vzdy pevné stanovené téma, které se obménuje obvykle tim zpUsobem, Ze
jednotlivé varianty se mu postupné vzdaluji tak, az pavodni vychodisko nékdy zcela zmizi. Jednotlivé
obmény (variace) se vztahuji nejenom k tématu. Vytvareji totiz dale dalsi relace mezi sebou, které
jsou nejen na zakladé sousedstvi, ale i na dalku. Obraz tuto strukturu vztah( tématu a variaci
transparentné vyjadfuje, divame-li se na néj jako na proces odvijejici se lavinovité od levého spodniho
rohu do rohu protilehlého.

obr. ¢. 4

Polyfonie

Obraz podnécuje predstavu silnych tokll — homogennich linii, které existuji jednak samostatné, ale
koexistuji i s toky paralelné jdoucimi. To je metafora hudebni polyfonie neboli vicehlasu. Polyfonie
vSak tvofi harmonii, ktera je dana souctem hlast v kazdém okamziku jejich souznéni. Na obraze ji
zvyrazfiuje jednotnd, jen lehce stinovana barva. Jednotlivé klikaté Siroké linie se na mnoha mistech
obrazu prorustaji. Tak je to i v polyfonii, ktera také neni vzdy rigidni. Obraz jako hudebni polyfonie ma
svUj vyvoj, ktery je dan nejenom vyvojem jednotlivych linii, ale i celku.

obr. €. 5

Duo

Duo je skladba, kde hraji dva hraci, ale maze to byt i skladba pro hlasy, které realizuje pouze hrac
jeden (tfeba na klavir). Na obraze jsou nahofe dvé osoby. Jejich tésny kontakt znamena, Ze tvofi duo,
které harmonuje. Hlasy se pod nimi rozvijeji vriznych podobach, pfesto se nakonec stykaji
do jednoho toku. Tim, Ze ani na obraze nejsou uméle oddéleny, je vyjadfen jejich uzky vztah. Vznika
jejich komplementarita. Hlasy se doplfuji do celku.

b) oblast hudebni sémantiky®

obr. €. 6

Pavuéina

Nazev dila sice nevyjadfuje hudebni tématiku, ale jemnost ¢ervenych viaken mlze evokovat moderni
témbrové smyCcové prostifedi nesystemizované klasickou notaci, ale organizované aleatorné (na
zakladé fizené improvizace hudebnika). Cervena barva pfinasi dramatické aZ brutalni obsahy.
Pfipomina poetiku skladby Obétem HiroSimy pro 52 smy¢cl od Krzystofa Pendereckého".

9 Podrobné&iji v JANECEK, Karel. Tektonika. 1. vyd. Praha - Bratislava: Supraphon, 1968. Kap.IV.
10 Hudebni sémantika se zabyvd vyzkumem obsahu v hudbé
1 Viz ddle BEZDEK, Jifi. Soudobd hudba pred tabuli. 1. vyd. Plzeri: FPE ZCU, 2008. ISBN 978-80-7043-669-1. Podkap. 4.6
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c) oblast hudebni interpretace

obr.&. 7
Brilance
Brilance pfinasi vyzarovani virtu6za na publikum jeho dovednostmi. Ohromuje rychlosti pasazi i jejich
bezchybnosti provedeni. Nejasné paprsky obrazu zpodobriuji nezachytitelnost pohybl hudebniho
virtuéza.

obr. ¢. 8

Lontano

Slovo Lontano znamena ,jakoby zvukem ozvény* (z it.). Zvuk je tak jiz méné zietelny, a nékdy se
dokonce vytraci: skladba, ktera méla v pUvodnim akustickém zvuku pevny tvar, se v ozvéné
deformuje. V obrazu tuSime téZz pevné tvary, napf. pohled na horskou krajinu z vy3ky, ale rozostfeni
nam znemoznuje se s krajinou podrobné seznamit.

d) oblast hudebnich styli

obr.¢. 9

Verismus

Ve veristickém opernim dile je vZzdy smrt a Zhava laska, nenavist i vrazdici Zarlivost. | v tomto obraze
Ize vidét proud krve. Tvofi nejsilngjsi tok. Jeho tvar jako by ovliviioval linie slabSi. A tak je to i
Leoncavalla (1892), Sedlaku kavalirovi Pietra Mascagniho (1890) a pfedevsim v Carmen Georgese
Bizeta (1875). Krev a smrt se stane feSenim nastoleného konfliktu.

e) konkrétni skladby

obr. €. 10

Hladina

Obraz Hladina se stal pro skladatele Jifiho Bezdéka pfipomenutim jeho vlastni skladby Opsano ze
stfibfitého jasu (tfi véty pro akordeon a violoncello ve stylu minimalni hudby). Vazbu mezi obrazem
a skladbou charakterizuje autor takto: ,Vinky Berounky za jednoho letniho rana mé pfivedly
k minimalistické kompozici popisujici jejich lehké Cefeni i sluneéni jas, ktery se od feky odrazel. Svétlé
odstiny obrazu prohlubuji vizi vody a jejiho pohybu. Sou€asné prosvitaji kameny na dné. Skladba ve
své druhé vété vytvari zvlastni virtudlni nastroj, ktery vznikl spojenim zvl&$tnich registraci akordeonu
a flazoletd violoncella. | v obraze dochazi k neortodoxni hfe barev a tvar(*.

obr. &. 11

Jifi Bezdék: Zpovéd maratonského bézce (jednovéta sonata pro cembalo)

Obraz vznikl na zakladé autoréina poslechu skladby ,Zpovéd maratonského bézce“. Nazev je
metaforou clovéka pevného ve svych zasadach, vytrvalého a spolehlivého v zivoté i v praci.
Takovému je v této sonaté i v obraze slozena poklona. Jeho Zivotni cesta vSak nebyva snadna. Proto
téch, ktefi pfekonaji véechna protivenstvi nebo nepodlehnou lacinym lakadliim kohokoliv a ¢ehokoliv,
neni zase tolik.

obr. €. 12

Vodni hudba

Vodni hudba je jedno s nejslavnéjSich dél Georga Friedricha Handela (HWV 348-350). Velky Mistr je
naznacen za vodni hladinou &efenou drobnymi vinkami, které jsou v této skladbé témé&f permanentné
pritomny. VInky jsou na obraze stylizované do podoby vavfinovych vétvi¢ek. Obrazu i jeho hudebnimu
vzoru zcela jisté nalezi.

f) oblast hudebni akustiky

obr. .13

Vibrace

Vibrace jsou pohyby pruznych téles ¢i prostfedi, jejichz projevem mulze byt zvuk. Frekvence hudebni
(ténové doladéné) jsou pravidelného pribéhu, zatimco frekvence nedoladénych zvuk( nemaiji takto
schematicky proces. Na obraze jsou klikaté linie blizici se k frekvencéni kfivce periodického
i neperiodického pribéhu Barevné harmonie se vyvijeji od svétlych valérd v dolni &asti k tmavsim,
které se nachazeji v ¢asti horni. Obraz ma tedy také hudebni prabéh. Musime si totiz uvédomit, Zze
dnes do hudby vstupuji jak periodické akustické déje, stejné tak dé&je neperiodické. Hranice mezi
zvuky hudebnimi a nehudebnimi je v sou¢asné dobé velmi kiehka.
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obr. €. 14

Hudebni frekvence

Obraz je vlastné zpodobnénim pestrych akustickych déjl, které provazi vznik doladéného ténu. Ten je
slozen z mnoha elementarnich procesUl, napf. v ramci tzv. vy§Sich harmonickych (dfive alikvotnich
ténl) nebo i z dalSich pfimési Sramotu, které provazi napf. geneze zvuku na nastroji.

Zavérem

Hudba a vytvarné umeéni maji své spolecné jmenovatele, ale i zasadni odliSnosti. Nejvétsi odliSnost
plyne ztoho, Ze vytvarna dila maji staticky charakter a dila hudebni se vyviji v zavislosti
na odplyvajicim ¢ase. V tvorbé fotoinformell Evy Hubatové citime dé&j, zpodobnéni pohybu odnékud
nékam. Tim se pfiblizuje pfisné Casové vazbé hudby. Mnoha vytvarna dila Evy Hubatové téZ budi
dojem trojrozmérnosti. Stejné jako hudba, ktera disponuje ¢asem, vySkou i Sitkou (napf. v realizaci
instrumentace). Metafori¢nost vytvarného vyrazu Evy Hubatové zasahuje do hudebnich oblasti velmi
intenzivné. DUkazem toho je nalézani mnoha styénych bodl jak v oblasti hudebniho strukturovani,
sémantiky, interpretace, stylu ¢i konkrétnich dél a hudebni akustiky. Eva Hubatova ve své tvorbé
kraci tedy smérem, ktery sféru uméleckych zvukl a vytvarnych prostfedkd dale pfiblizuje.
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Some Examples of Eva Hubatova’s Photoinformels Featuring Musical Symbolism
Doc. Jifi Bezdék, Ph.D. /CZ/ - composer, theorist, teacher, Plzeri University
Abstract

The new technique of PHOTOINFORMEL was discovered by Bc. Eva Hubatova, who received a
registered trademark for it from the Industrial Property Office. The technique is based on digital
modification of photographs. The author often performs this transformation on photographs of shabby
walls or tarnished metal objects. This gives origin to abstract pieces of art in which Doc. Jifi Bezdék, a
music composer, theoretician, and publicist, discovered musical symbolism. Using examples, he
documents the analogies from the area of musical structuring, semantics, interpretation, music styles
or even specific musical pieces and musical acoustics.

Key words: Photoinformel, trademark, fine art, music, hermeneutics

Eva Hubatova, an art photographer, fine artist, and journalist weaves her imagination into
photographs of seemingly meaningless several-inch details of damaged walls or shabby spots, turning
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them into unique abstract pieces of art using computer techniques. She also experiments with metal
object details and various other materials showing the signs of tarnishing. For her original artistic
technique interconnecting photography and painting, she chose an adequate name -
PHOTOINFORMEL'.

Eva Hubatova’'s Ehotoinformels give origin to shape and colour abstractions (often enhanced by
unusual materials’ ) bearing symbolical nature, for example for the environment of contemporary
classical music. These are not, in any case, the so-called musical fine art, which uses musical notation
for purely aesthetic purposes“. The work of Eva Hubatova is “intrinsically” musical — through the
synergy of ever1ything that appears in her images. This is caused by the co-effect of contrasts and
unifying means ° as well as the facture, rhythm, instrumentation, and other elements of primarily
musical expression®.

Examples of Eva Hubatova’s works of “musical” nature:
a) the area of musical structuring

Image 1

Labyrinth of Tones

The artist called this piece Labyrinth of Tones. Tones are routes of colours for her, which seem
unpredictable here. Therefore, not a single colour flow is the same. The colours, however, repeat,
although in different contexts. And this is also true for musical tones. We shall understand the image,
as with music, once we start associating the tones (here the flows) into larger wholes, and start
erceiving the image in its aggregate form. It comprises movement and still, identity and contrast; and
these form the driving force of the musical development of a good musical composition.

Image 2

Musical Evolution

Exposition and evolution are musical principles crucial for any musical development. Exposition is the
presentation of a piece of music; evolution is then its development”. To be enable the listeners to
orientate in the music (should they want so), the composer has to choose only a small number of
themes on which he/she then performs the process of development. This also happens in the image.
On the green background, the development of the multiplied black and red lines takes place. Their
multiplication may be understood as the variety of the course of development, as interesting work with
themes. This work may be done in one line, or in several lines concurrently in passing time. In this
sense, much is taking place in the image.

Image 3

Theme and Variations

The composition of this form has always a firmly set theme which are usually modified in such a
manner, that the individual variants gradually diverge — to the point where the original theme
sometimes entirely disappears. The individual variations relate not only to the theme, as they create
further relations among themselves, not only based on proximity but also for a distance. The image
transparently expresses this structure of theme — variation relations if we view it as an avalanche-like
process running from the left bottom corner to the opposite one.

Image 4

Polyphony

The image stimulates the vision of powerful flows — homogenous lines existing independently as well
as coexisting with parallel flows. This is a metaphor of musical polyphony. Polyphony creates harmony
given by the sum of parts at each moment of their syntony. In the image, it is represented by a
uniform, only slightly shaded colour. The individual winding broad lines entangle in many places.
Similar situation is in polyphony which is not always rigid either. The image, as polyphony, has its
development, given not only by the development of the individual lines, but also of the whole.

12 Eva Hubatovd received a registered trademark, and as per art. 28, par. 1 of Act No. 441/2003 of the coll., in full
wording, and on 1st January, 2014 she was recorded into the register under No. 335278

13 Such as metal background of the artistic act

14 See further BEZDEK, Jifi. Soudobd hudba pred tabuli. 1st ed. Pilsen: FPE ZCU, 2008. ISBN 978-80-7043-669-1.
Podkap.3.3.6

15 Here in the sense JANECEK, Karel. Tektonika. 1st ed. Prague - Bratislava: Supraphon, 1968. Chapter V.

16 Detailed explanation of terms e.g. JANECEK, Karel. Hudebni formy. 1t ed. Prague: SNKLHU, 1955.

17 In greater detail JANECEK, Karel. Tektonika. 15t ed. Prague - Bratislava: Supraphon, 1968. Chapter IV.
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Image 5

Duo

Duo is a composition played by two musicians, however, it may be a composition for two voices
performed by a single player (e.g. on a piano). The image depicts two characters in the top. Their
close contact indicates that they form a harmonizing duo. Their parts under them develop through
differing shapes, however, they eventually join into one flow. The fact that they are not artificially
separated from each other in the image expresses their close relation. They become complementary.
The parts complement each other to become a whole.

b) the area of musical semantics'®

Image 6

Cobweb

The title of the piece may not relate to music, however, the delicacy of the red fibres may evoke the
modern environment of bowed instrument timbre which is not systemized by classical notation, but
rather aleatoric (based on controlled improvisation of a musician). The red colour brings dramatic,
even brutal content. It reminds of the poetics of Krzystof Penderecki’s' Threnody to the Victims of
Hiroshima for 52 bows.

c) the area of musical interpretation

Image 7

Brilliance

Brilliance presents the radiation of a virtuoso’s mastery towards the audience. It dazzles with the
swiftness of some passages and the flawlessness of the performance. The unclear beams of the
image capture the elusiveness of a musical virtuoso’s movements.

Image 8

Lontano

The word Lontano means “as if in an echo” (from It.). The sound is then less clear, sometimes
disappearing: a composition which had a firm shape in the original acoustic sound gets deformed by
the echo. We may, too, conjecture firm shapes in the image, such as a view of a mountain range from
above, but the defocusing prevents us from identifying the landscape in detail.

d) the area of musical styles

Image 9
Verism
A verist opera always presents death and scorching love, hatred and murderous jealousy. In this
image, too, we may see a stream of blood. It forms the strongest flow. Its shape seems to influence
the thinner lines. The acting characters of the most typical operas act in a similar way, as seen in
Rugierro Leoncavallo’s | Pagliacci (1892), Cavalleria Rusticana by Pietro Mascagni (1890), and
especially in Georges Bizet's Carmen (1875). Blood and death becomes the solution of the presented
conflict.

e) individual compositions

Image 10

Surface

For the composer Jifi Bezdék, the image Surface became a reminder of his own composition Inspired
by the Silver Brightness (three movements for accordion and cello in the style of minimal music). The
author characterizes the connection between the image and the composition as follows: “the waves of
the Berounka river on one morning brought me to a minimalist composition depicting their subtle ripple
and the brightness of the sun reflecting in the river. The light tinges of the image deepen the vision of
water and its movement, with stones on the riverbed showing through the water at the same time. The
composition, in its second movement, creates a special virtual instrument originating from the
combination of some special accordion registers with harmonics played on the cello. The image, too,
employs an unorthodox play of shapes and colours”.

18 Musical semantics explores the meaning in music
19 Further see BEZDEK, Jifi. Soudobd hudba pred tabuli. 1¢t ed. Pilsen: FPE ZCU, 2008. ISBN 978-80-7043-669-1.
Subchapter 4.6

16


http://en.wikipedia.org/wiki/Threnody_to_the_Victims_of_Hiroshima
http://en.wikipedia.org/wiki/Threnody_to_the_Victims_of_Hiroshima
http://en.wikipedia.org/wiki/Threnody_to_the_Victims_of_Hiroshima

Image 11

Jifi Bezdék: The Confession of a Marathon Runner (a single-movement sonata for harpsichord)
The image was inspired by listening to the composition “The Confession of a Marathon Runner”. The
name is a metaphor of a people consistent in their principles, persistent and reliable in the personal life
or work. Both the sonata and the image pay a tribute to such people. The life journey of such people,
however, is not easy. Thus those, who overcome all adversities and do not give in to cheap lures of
anybody and anything, are rather few.

Image 12

Water Music

Water Music is one of the most famous works of Georg Friedrich Handel (HWV 348-350). The Great
Master is suggested behind the water surface rippled by subtle waves that are almost permanently
present in this composition. The waves are styled into the shape of laurel twigs. Both the image and its
musical model undoubtedly deserve one.

f) the area of musical acoustics

Image 13

Vibrations

Vibrations are movements of elastic objects or environments which may demonstrate as sounds.
Musical frequencies (tonal) have regular waveforms, while frequencies of atonal sounds do not show
such a schematic progression. The image shows winding lines, tending toward the waveform of both
periodical and non-periodical progression. The colour harmonies develop from light values in the lower
part to darker ones in the upper part. Thus, the image, also, shows a musical progression. We have to
be aware that modern music comprises both periodical and non-periodical acoustic processes. In
present days, the boundary between musical and non-musical sounds is very fragile.

Image 14

Musical frequencies

The image in fact depicts a variety of acoustic processes accompanying the origin of a tuned musical
tone. It consists of many elementary processes, e.g. so-called higher harmonics, or other additional
sounds accompanying the creation of sound on an instrument.

Conclusion

Music and fine art have their common factors, but also crucial difference. The biggest difference grows
from the static nature of the fine art versus the development of musical pieces in the flow of time. The
photoinformels of Eva Hubatova make us sense action, a metaphor of movement from one point to
another. Thus, she comes closer to the strict tie of music to time. Many Eva Hubatova’s works also
create the feeling of tridimensionality, as can music working with time, height and width (e.g. via
orchestration). The metaphors of Eva Hubatova’s artistic expression expand deep into the realm of
music. The evidence of that is the existence of many common points in the area of musical structuring,
semantics, interpretation, styles, or individual works, and musical acoustics. Thus, Eva Hubatova
follows a direction in her work which brings the spheres of artistic sounds and means of visual arts still
closer together.
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Duchovni aspekty vytvarného projevu a jejich reflexe ve vytvarné vychové
Spiritual aspects of artistic expression and their reflection in art education

Magr. et Mgr. Jan Buchta, Ph.D. /CZ/ - art educator, curator and artist — The Gallery of Visual Art
in Hodonin

V poslednich desetiletich vnimame v Ceské republice zvy$enou snahu v muzeich a galeriich
soustfedit se na fenomén zprostfedkovani vytvarného umeéni, ktery se dnes stal neodmyslitelnou
soucasti téchto instituci a stale nabyva na vyznamu.

Je tomu tak proto, ze vytvarné dilo se neotevira divakovi samo, je potfeba vnéjsiho impulsu, at’ uz ze
strany divaka samotného nebo od vytvarného pedagoga. Divakova aktivita je vS8ak nezastupitelna.
Musi se odvazit a vytrvat. Pedagog mu miiZze jenom pomoci. V dnesni dobé se tato skute¢nost stava
kamenem Urazu — vétSina lidi je zhy&kanych lehko dosazitelnym konzumovanim a zapojeni vlastnich
sil, vlastni myslenkové kreativity se stava pfili§ naroCnym.

Jan Andres v Uvodu k Rupnikové spisku20 mluvi o spoleCenské nutnosti kultivace obrazového vnimani
soucasného Clovéka, o ukolu vizualniho uméni, které umoziuje setkani ducha a hmoty.

Také pfi interpretaci vytvarného dila hrozi rizna nebezpeci. Pokud bychom sledovali dilo jen
z pohledu ikonologie, mohli bychom zplostovat jeho sdéleni jen na vypravéni néjakého pfibéhu di
pravé ty prvky, které se tézko vyjadfuji slovy, pokud to Ize vibec. Abstraktni uméni nam k tomu fika
mnoho — rozmisténi vytvarnych prvk( v prostoru dokaze nezaménitelnym zpusobem rozpohybovat
nase vnitfni procesy (a to jak psychické, tak télesné). Kompozice barev, tvarQ, zvuki, jejich pomér
a intenzita skryvaji stejnou Skalu moznosti, jakou dokaze vytvofit lidské nitro, a mizeme pozorovat, jak
urcité kompozice rozehravaji v lidech stejné pisné na strunach lidského podvédoml'm.

"Nutnost nacerpat ze spirituality divody pro kazdodenni Zivot se v dnesni dobé pocituje s obzviastni
paléivosti. Clovék je vybizen volit spiritualitu, protoze se nemutze vyhnout naléhavé a obtizné volbé:
bud’ rozhodna a sjednocujici spiritualita jako orientace, anebo banalita Zivota, ktery je omezen na
povrchni sled déji bez konecného vyznamu ... nasili materialistického svéta ve viru bezduché
techniky konzumni spolecnosti ... nebo odsouzeni k absurdnosti a zoufalstvi. 22

Pohled do historie

Klement Alexandrijsky, cirkevni otec Zijici na pfelomu 2. a 3. stoleti, fika ve své Vyzvé Rekdm: Slouzit
uméni znamena stat se otrokem hfichu.?

Zajimavym fenoménem v historii nabozenstvi je odmitnuti vytvarného uméni, tedy zobrazovani
urcitych objektl, nékterymi nabozenskymi sméry. Z nejznaméjsich to je Zidovstvi a na néj navazujici
islam. Kfestanstvi, které také navazuje na zidovstvi, se s timto nazorem nakonec vyrovnava pozitivne,
i kdyz to trva nékolik staleti. Hans-Georg Gadamer Fika, Ze ,8lo o rozhoduti epochalniho razu, kdyZ
byla odrazena vina obrazoborectvi, ktera se zvedla v pozdéjSim vyvoji kfestanské cirkve prvniho
tisicileti...* Debata, jez kolem této problematiky vznika, je inspirativni dodnes.

Podivame-li se podrobnéji na kfestanské FeSeni tohoto problému, pak mozZnost vytvarné
zaznamenavat bozské, vychazi predevSim z uskuteénéného vtéleni Boziho Syna a tedy vlastni
zformovani nejvyssich principl do hrubé hmoty: Logos je obrazem Boha, ktery je sam archetypem
véeho ostatniho. ?° Kiestané ztotoZfovali Logos s Kristem, jenz vystupuje jako vzor Clovéka, nebot’
¢lovék je stvoren ,k* obrazu, tj. k obrazu Krista, jenz je obrazem Boha. 6

Svaty Jan z Damasku (asi 675-749) byl zfejmé prvni, kdo obrazy nazval knihami nevzdélanych. Je
také zajimavé, ze kfestané spolecné s pohany véfili tomu, Zze hmotné pfedméty mohou byt sidlem

20 RUPNIK, Marko . AZ se stanou uméni a Zivot duchovnimi. 1. vyd. Velehrad: Refugium Velehrad-Roma, 1997. ISBN 80-
86045-06-4.

21 Srov. JUNG, C. G. Archetypy a nevédomi (vybor z dila ll). Praha: Nakladatelstvi Tomd&se Jane&ka, 1997.

22 FIORES, Stefano de a Tullo GOFFI. Slovnik spirituality. 1. vyd. Kostelni Vydfi: Karmeliténské nakladatelstvi, 1999. ISBN
80-7192-338-9. Str. 5.

23 DAVY, Maie-Madeleine. Romdnskd symbolika: Duch 12. stoleti. 1. vyd. Praha: Malvern, 2014. ISBN 978-80-87580-77-6.
Str.127.

24 GADAMER, Hans-Georg. Aktualita krdsného: uméni jako hra, symbol a slavnost. 1. vyd. Praha: Tridda, 2003. Delfin
(Tridda), sv. 45. ISBN 80-861-3848-8. Str. 5-6.

25 pleroma (fec.) — plnost, napinéni, dokoncenost

26 ARMSTRONG, A. H. Filosofie pozdni antiky. Praha: Oikoymenh, 2002. ISBN 80-7298-53-X. Str. 572.

Srov. DE GRUCHY, John W. Christianity, Art and Transformation : Theological Aesthetics in the Struggle for Justice. 2.
vyd. Cambridge, Cambridge University Press, 2003. ISBN 978-0-521-08950-0. Str. 25-26
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duchovni sily, ktera se muze pfedavat fyzickym stykem. Pozoruhodna je i mysSlenka, Ze poznani Boha
v pfirozeném obrazu je ukonem intelektu, nikoli smysld, coz klade diraz na jeho duchovni povahu.”

V opozici k obrazoborectvi stoji ikona, ktera je v jistém smyslu svatosti a tento princip, kterym se
malba stdva duchovnim objektem, je mozné vztahnout na v8echna vytvarna dila, ktera byla vytvofena
ur€itym zpUusobem.

Jisté zajimavou kapitolou v historii uzivani obrazu k duchovnimu vzdélavani je obdobi reformace
a protireformace. Oblast uméni zasahla Lutherova a pfedevsim Kalvinova kritika. Hugenotské plenéni
se rozsifilo i ve Francii, a proto kardinal de Guise zadal po tridentském koncilu (z nyné&jSiho pohledu
jednom z nejzasadnéjSich véroucnych koncild cirkevnich déjin), aby zaujal postoj k témto
skute¢nostem. Dekret z konce roku 1562 je struc":ny28 a nepfinasi nic zasadné nového, spisSe potvrzuje
tradiCni uCeni: Obrazy jsou soucasti biskupské povinnosti vzdélavat. Pfipojena byla také varovani pfed
pfedstavou, Ze obrazy v sobé ukrgvajl’ samocginnou boZskou moc. Nicméné diky tomuto dekretu
nastava ,exploze* produkce obrazu. *°

Druhy vatikansky koncil si také vSima dulezitosti uméni v zivoté Clovéka. V Pastoralni konstituci
o cirkvi v dnesdnim svété se v €lanku 62 pide, Ze uméni ,...se snaZi vyjadrit vlastni podstatu ¢lovéka,
Jjeho problémy a zkuSenosti ziskané usilim o poznani a zdokonaleni sebe i svéta; chtéji odhalit jeho
postaveni v déjinach a ve vesmiru, osvétlit jeho bidu i radosti, potfeby i schopnosti a nastinit lepsi udél
Clovéka. Tak é'sou s to povznaset lidsky Zivot, ktery vyjadfuji mnoha riaznymi formami podle riznosti
dob a zemi.*” Papez Jan Pavel Il. pak tuto tendenci vy;adl“'uje naplno: ,Aby cirkev mohla predavat
poselstvi, které ji bylo Kristem svéfeno, potfebuje uméni.” !

Abstraktni uméni a spiritualita

Vroce 1986 se konala v Oblastnim muzeu uméni v Los Angeles vystava ,Duchovnost v uméni:
Abstraktni malifstvi 1890 az 1985“ ktera predvedla jeden z nejvétSich a nejuplnéjSich soubor
abstraktniho uméni. Doprovazel ji objemny katalog s mnozstvim stati od vyznacnych historiki uméni.
Tyto texty odrazely tendenci soustfedit se na filosofické a symbolické pozadi abstrakce a na jeji
souvislosti s theosofii, okultismem, zen-buddhismem, spiritismem a riznymi jinymi ezoterickymi
mysSlenkovymi systémy, které formovaly fadu prvnich abstraktnich projev(].32

Jak piSe sam Piet Mondrian: ,Nemeéli bychom klouzat po povrchu pfirodniho, ale v jistém smyslu
bychom méli vidét skrze néj.*

John Golding ve své knize Cesty k abstraktnimu uméni se krom jiného zaméfuje pravé na myslenkové
souvislosti v tvorbé nejvyznacnéjSich prikopnikG abstraktniho malifstvi (Mondrian, Malevic,
Kandinskij) a jejich slavnych nasledovnikl (Pollock, Newman, Rothko a Still) a zjiStuje, ze jejich zajem
o metafyzickou oblast je v jejich dile stézejni. Pfipomina napfiklad, Ze v devadesatych letech
devatenactého stoleti a v prvnich dvou desetiletich stoleti dvacatého ziskavala Sirokou oblibu
theosofie, jiz Ize snad charakterizovat jako svého druhu zapadni buddhismus. Tajné uceni Heleny
Petrovny Blavatské vySlo vroce 1888, a jak se mél Mondrian svéfit svému pfiteli Theovi van
Doesburgovi, tato kniha mu dala ,véechno“* Snad nejvice vdéci Mondrian theosofii za své nasledné
trvalé presvédéeni, Ze veskery Zivot sméfuje k evoluci a Ze cilem uméni je dat tomuto principu vyraz.*®
Wasily Kandinsky na jednom misté své knihy O duchovnosti v uméni cituje zase zakladatele tzv.
rosenkrucianskych salonll Josephina Peladana, ktery jizZ po¢atkem osmdesatych let 19. stoleti vasnive
kritizoval vSechno ,ochlokratické” uméni.

27 Tamtéz. Str. 573-583. Srov. SENDLER, Egon. lkona - obraz Neviditelného: prvky teologie, estetiky a techniky. 1. vyd.
Olomouc: Refugium Velehrad-Roma, 2011. ISBN 978-807-4120-954.

2 To bylo také zpUsobeno tim, ze tento dekret se projedndval zrychlené spolu s dalsimi tfemi dekrety v obavé z Umrti
papeze. Srov. SCHATZ, Klaus. Vseobecné koncily : Ohniska cirkevnich déjin. 1. vyd. Brno: Cenfrum pro studium
demokracie a kultury, 2014. ISBN 978-80-7325-345-5. Str. 200-201.

29 BESANCON, Alain. Zakdzany obraz: intelektudini déjiny obrazoborectvi. 1. vyd. Preklad Nora Obrtelovd. Brno:
Barrister, 2013. ISBN 978-808-7474-952. Str. 170nn.

Srov. SCHATZ, Klaus. VSeobecné koncily: Ohniska cirkevnich déjin. Str. 200-201.

30 Gaudium et spes. In: Dokumenty Il. vatikdnského koncilu. 1. vyd. Praha: Zvon, 1995. ISBN 80-711-3089-3. Str. 236.

31 JAN PAVEL II. List umélcUm. Praha: Sekretaridt biskupské konference, 1999. Str. 13.

32 GOLDING, John. Cesty k abstraktnimu uméni: Mondrian, Malevic, Kandinskij, Pollock, Newman, Rothko a Still. 1.
vyd. Brno: Barrister, 2003. ISBN 80-865-9848-9. Str. 5.

33 MONDRIAN, Piet. Natural reality and abstract reality: an essay in trialogue form. New York: George Braziller, 1995.
ISBN 08-076-1372-X.

34 BLOTKAMP, Carel. Mondrian the art of destruction. 1. ed. London: Reakfion Books, 1994. ISBN 978-186-1891-006. Str.
14.

35 GOLDING, John. Cesty k abstraktnimu uméni. Str. 15.
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Jednou ze stéZejnich priikopnickych praci na poli abstraktniho socharstvi v ¢eskych zemich je dilo
Ceské autorky Hany Wichterlové, ktera jedine€nym zpusobem propojila svoji bytostnou touhu
po duchovnim rozvoji s touhou vytvaret sochaiska dila. Pro Wichterlovou bylo vytvafeni socharskych
dél prostfedkem k jejimu duchovnimu zrani a pochopeni duchovnich veli€in, jak se zmifiuje ve svych
vzpominkach. Na jejim dile, které je nesmirné koncentrované, je znat jeji zaujeti urC|tou
problematikou, kterou v dané dobé feSila a ke které se po jejim vyfeSeni neméla potfebu vracet.*®

Hana chhterlova pfi svém studijnim pobytu v Pafizi v letech 1926-1930 navstévovala pfednasky
Frantiska Kupky , jehoz dilo Je neodmyslitelné spojeno se vznikajicim abstraktnim malifstvim. Jeho
zajem o mystiku a kosmologu je ptiznaény, podobné jako u vétSiny prukopnikd abstraktnl malby.
V jeho dilo hraje vyznamnou roli prvek télesnosti, smyslovosti a extaze, ale také hudba.*

Arteterapie a rozvoj spirituality

Spiritualni aspekty najdeme zajisté i v oblasti arteterapeutické. Vzdyt jiz samotna podstata arteterapie
— to z 8eho &erpa silu a G&innost — je nezaménitelna pisobnost uméni na ¢lovéka. Jaroslava Sickova-
Fabrici ve svych Zakladech arteterapie na zacatku piSe o své cesté k arteterapii a vyznava se ze
svého celozivotniho vnimani umem jako fenoménu, ktery je schopen ,zprostfedkovat mnohé véci
bézného, ale i duchovniho Zivota“® a to nejenom pro déti s néjakym hendikepem, ale pro Clovéka
obecné. Nachazi v uméni IéCivy potencial, ktery bohaté vyuziva ve své praxi. Uplatfiuje se tak u ni
princip vyf€eny v uvodu této jeji knihy — uméni pro Clovéka a uméni pro zdravi (I'art pour la santé).
Polemizuje zde také stezi ,uméni pro uméni‘ (I'art pour I'art) a vyzdvihuje |éCivy a preventivni
potencial uméni, ktery ma ,mobilizovat v ¢lovéku touhu po spiritualité, ddstojnosti, nadéji, po
transcendentnu, po smyslu, vyvolavat v tvdrci i v divakovi procesy, které by ho aktivizovaly k tomu,
aby neublizoval sobé, druhym lidem, prirodé, ale naopak — snaZil se oharmomzac: ozdraveni
(duSevni, télesné, duchovni) celé své bytosti, vztah( s lidmi a prostredi, v némz zije".

Arteterapie tak ukazuje na dulezité vlastnosti uméni — na jeho metafori¢nost, schopnost integrovat
osobnost i skupinu a usnadfovat komunikaci, také schopnost byt prostfedkem ventilace emoci, jejich
sublimace a katarze. Tyto vlastnosti neplati jen pro toho, kdo se U€astni umélecké tvorby (jak toho
vyuziva nejvice pravé arteterapie) ale plsobi podobné i na divaka, ktery se dilu otevie. Timto
zpusoben se rozdeéluje arteterapie na receptivni (vnimani umeéleckého dila) a produktivni (konkrétni
tvaréi &innost). Sickova-Fabrici uvadi, ze ,uméni nesporné disponuje silou, je? muze divéka silné
zasahnout, ovlivnit ho, iniciovat zmény v jeho Zivotnich postojich, mize napf. zprostfedkovat moralku
a etiku zpusobem, ktery — protoZe je podan metaforlckou obraznou feci — je ucinnéjsi nez pfikazy
a zddvodnéni spocivajici v racionalnich argumentacich®. «d

Katarzivni funkce uméni je samoziejmé vyuzivana arteterapii také hojné. Mazeme tento princip vSak
pozorovat na mnohych dilech sou€asnosti, kdy se autofi ,vymalovavaji“ ze svych depresi a jinych
negativnich stav(. Je pak otazkou, zdali podporovat vystavovanim takovato dila, ktera mozna
poslouzila autorovi k o€isténi, ale Sirokou vefejnost naopak zatéZuji a navozuji takovéto stavy. Nebylo
by snad Iépe vyuzivat téchto vytvarnych dél vice cilené, jak nam ukazuje praveé arteterapie?

Podobna vlastnost uméni jako funkce katarzni je i funkce ventilani i kanalizaéni. Pomaha tak
lovéku prekonavat nepfiznivé okolnosti, které jej v Zivoté potkaji. Sickova-Fabrici zde pravé v této
souvislosti upozorfiuje na skutecnost, Ze arteterapie se ne nahodou rodila s nastupem faSismu,
s valkou. B&€hem valky vytvarna tvorba mnohym lidem pomahala vyrovnat se s okolnim nehostinnym
svétem a to dokonce i v extrémnich podminkach koncentracnich tabord.

Posledni z funkci uméni, které zmiruje Sickova-Fabrici je schopnost integrovat. Integrovat osobnost
ditéte — rozvijet jej intelektualné, fyzicky, esteticky, rozvijet jeho kreativitu, schopnost percepce — a
také rozvijet jeho socialni dovednosti. Uméni maze pferlst v symbol, ktery ma moc sdruzovat celé
socialni skupiny i cely narod, jak vidime v narodnich symbolech.

% Srov. JUZOVA, Eva a Michal JUZA. Sochatka Hana Wichterlovd. 1. vyd. Litoméfice, Galerie vyt. uméni
v Litoméficich, 2000. ISBN 80-85090-39-2.

37 Tamtéz, str. 22.

38 KUPKA, Franfisek. Tvoreni v uméni vytvarném. 2. vyd. Praha: Brody, 1999. ISBN 978-80-86112-16-0.

3 LAHODA, Vojt&ch. Malitstvi v Cechdch 1907-1917/0sma, Skupina vytvarmych umélcd a jejich genera&ni druhové.
In: D&jiny ceského vytvarného uméni (IV/1) 1890/1938. 1. vyd. Praha: Academia, 1998. ISBN 80-200-0587-0. Str. 274-
277.

0 SICKOVA-FABRICI, Jaroslava. Zaklady arteterapie. 2. vyd. Praha: Portdl, 2008. ISBN 978-807-3674-083., Str. 16.

41 Tamtéz. Str. 19.

42 Tamtéz. Str. 22.
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Soucasna ceska vytvarna pedagogika a spiritualita

Soucasna esteticka vychova by méla vést dité a pozdéji mladého ¢lovéka k otevienosti v komunikaci a
k potfebé tazani se po duchovnich hodnotach zivota. ,Vychova by méla probouzet zajem (ditéte) o
vilastni tvorbu, jeZ je artikulaci mytického védomi a zaroveri prvnim krokem k individualni interpretaci
kultury, chapané jako mnohotvéarn )/ fenomenalni jev a zaroven jako jev poznamenany mytickymi
archetypy,” piSe Hana Babyradova.

Vroce 1992 vydala Marta Pohnerova drobnéjsi spis Duchovni a smyslova vychova, ve kterém
predstavuje svoji metodu prace s détmi s praktickymi ukazkami a navrhy metod a témat. V roce 1995
a 1997 nasleduji dalsi dvé pokraovani této publikace, které ji v podobném duchu a rozsahu rozviji.
Pohnerova, ktera je spiSe prakticky zaméfena, usiluje o to, ,aby dité bylo schopno v§emi smysly proZit
svét’ a vychova ma pak sméfovat pfedevSim k rozvoji duchovni sounaleZitosti ¢lovéka se svétem.
Dava do popredi pfirodni formy, které jsou Clovéku velmi blizké a bezprostfedné souvisi s jeho
nevédomim a mytickym mysSlenim. V jejim pojeti tak Ize rozpoznat silny vliv Jungdv. SpiSe poetickou a
meditativni formou upozorfiuje na dllezité aspekty, se kterymi se ve své praxi setkava: , Vnitfni svétlo
obrazu je duchovnim svétlem, které nas vede k meditaci, k hlub§imu zamyS$leni, k poznani vilastni
duse.“ Néktera dila jsou pak k takovéto praci vhodngjsi nez jina.**

Tazat se v dnesni dobé po vztahu spirituality a uméni je stejné tézké jako odpovédét si na otazky: co
je umeéni, co je krasa, co je moralka nebo dokonce jestli existuje néjaka absolutni bytost Obecné se
povaZzuji tyto pojmy za relativni a vyroky o nich subjektivni, které nemaji obecnou platnost. Neni tomu
tak v8ak z pohledu viry &i spirituality, ta pravé diky tomu, Ze odpovida na existenci absolutni bytosti
(Boha) kladné, muze od tohoto zakladniho pojmu definovat i ostatni pojmy pevnéji, protoze s ni
bezprostfedné souvisi, a tedy participuji na jeji absolutnosti.

Jifi David navazuje na ¢eskou pedagogickou tradici, kdyz ve svém ¢lanku stavi na fenomenologické
filosofii Jana Patocky, ktery sledoval dédictvi duchovni a smyslové vychovy J. A. Komenského,
pfedevSim jeho uc€eni o trojici vnimani, mySleni a pohybu v prostoru lidské duse, kde dochazi
ke spojeni na prvni pohled zdanlivé nesourodych oblasti: platdonské ideje a objekttd kazdodenniho
svéta, ktera zde ziskava duchovni vyznam. Splyvani posvatného a profanniho umoznuje ritualizace a
mytizace Zivotnich postoji prostfednictvim proZitku tvorby. Setkavaji se zde psychologie vizualniho
vnimani a tvorby vizualniho Fadu, spolu s psychologii nevédomi, ktera odkryva skryty fad vesmiru,
navazujici na proces tvorby.*®

Uméni a krasa — spiritualni aspekty

Je dobré si uvédomit, Ze naboZenstvi nemluvi jen skrze jejich posvatné texty a teologické spisy, skrze
jejich instituce &i jejich angaZovana hnuti a moraln| praxi, ale také skrze jejich ritudly, jejich poesii,
architekturu, hudbu, malifstvi a sochaistvi.*’ Jan Pavel II. , ktery na vlastni kGzi poznal tvurC| stavy
umélcud, ve svém Llste umélcim naznaduje poslani tvurcu hledani novych zjeveni krasy POJem
krasy v uméni je vSak v poslednich sto letech velmi diskutovany a neni na jeho vyznamu jednoznacna
shoda. Po prvni svétové valce se objevuje dadaismus, ktery nejen rozSifuje pojem krasy na bézné
uzivané primyslové pfedméty, ale narusuje také pojem autorstvi dila. Po druhé svétové valce se
s novymi vytvarnymi sméry situace jes$té komplikuje atento trend pokraduje v podstaté az do
soucasnosti, kdy je kaSe s vytvarnymi sméry dokonale promichana. Na jednu stranu jsou pro nas
extrémy hranicemi, podle kterych je mozno méfit. Na druhou stranu je tfeba objasnit, zdali extrém
jesté spada do fenoménu uméni &i nikoli. V tomto smyslu je zajimava myslenka Kandlnskeho ktery
hranice tohoto pojmu stanovuje pravé pfitomnosti duchovniho obsahu v dile umélce.*

4 BABYRADOVA, Hana. Symbol v détském vytvarném projevu. 1. vyd. Brno: Masarykova univerzita v Brn&, 1999. ISBN
80-210-2079-2. Str. 14.

44 POHNEROVA, Marta. Duchovni a smyslovd vychova. Poli¢ka: Fantisk, 1992. ISBN 80-901-4382-2.

45 HUBACKOVA, Jana. Spiritualita, umé&ni a mravnost. In: Spiritualita. Brno: Masarykova univerzita, 2006. ISBN 80-210-
4206-0. Str. 435.

46 DAVID, Jifi. Stoleti ditéte a vyzva obrazd: (eseje). 2. vyd. Bro: Masarykova univerzita, 2008. Spisy Pedagogické
fakulty Masarykovy univerzity, sv. €. 113. ISBN 978-802-1045-934. Str. 321.

47 GOLDBURG, Peta. Approaching the Teaching of Religious Education Through the Creative Arts. In: Marian de
SOUZA, Kathleen ENGEBRETSON, Gloria DURKA, Robert JACKSON, Andrew MCGRADY (ed.). International Handbook
of the Religious, Moral and Spiritual Dimensions in Education. 2. vyd. Dordrecht: Springer, 2008. ISBN 978-1-4020-4803-6.
Str. 1237.

4 JAN PAVEL II. List umélcUm. Praha: Sekretaridt biskupské konference, 1999.

49 KANDINSKY, Wassily. O duchovnosti uméni. 1. vyd. Praha: Tridda, 1998. ISBN 80-861-3806-2. Str. 108.
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Bez pochopeni krasy se ve snaze pochopit uméni nedobereme konce. Krasa neni jen néco
povrchového, néjaka ozdoba, ktera se da k véci pfidat, je daleko spiSe v samotném nitru. Scholastika
nam pfipomina, Ze krasa je ,zafeni pravdy‘. To znamena, Ze krasa se zjevuje tam, kde dochéazi ke
shodé formy s vnitinim obsahem, jsoucno se stava takovym, jakym ma byt podle své nejhlubSi
podstaty.5° Podobné mluvi i némecky duchovni myslitel O. E. Bernhardt: ,....smys/ pro krasu je spojen
S prazakony stvofeni, je projevem dosud skrytého védéni o dokonalosti. Je pro kaZzdého &lovéka
neklamnym ukazatelem cesty.. 51

Soucasny papez FrantiSek ve své promluvé o vychove z pocatku roku 2015 hovoii o Nové smlouveé ve
vychové a mimo jiné zde pfifazuje uméni a krase dullezitou roli, kdyz Fika: ,Nemizeme dospét
k harmonii, pokud nejsme schopni vnimat krasu.“ A dale vyslovuje nazor, Ze je potfeba ,hledat
v kazdém z nas, u kazdého naroda, krasu, jeZ je zakladem naSeho uméni — hudby, malifstvi,
sochafrstvi Ci literatury®, Ze je zapotfebi ,vychovavat a vzdélavat v krdse a harmonii. b2

Zaver

Eileen M. Daily ve svém ¢lanku Teologicka vyuka v muzeu uméni® vyslovuje nazor, ze doba jiz
dostate¢né pokrocila na to, aby se v galeriich uplathovaly edukacéni programy, které jsou zaméfeny na
nabozenské vzdélavani. Samotné naméty obraz(l, pokud se podivame na uméni romanské, gotické,
renesancni, barokni, ¢i umeéni 19. stoleti, jsou k tomu ve své podstaté pfimo preduréeny, nebot
vétsina jejich tvlrch vytvarela sva dila s cilem obohatit duchovni zZivot divakl. A jen sekularizace
spolecnosti odfizla objekty od své cilové skupiny. Uvadi, ze zatim se mizeme jen ojedinéle setkat
s vystavami, které jsou naboZensky zaméfeny, napfiklad na né&jaky aspekt kfestanského uméni, a ke
kterym by byl vytvofen odpovidajici explicitni vzdélavaci program. A pokud se podivame na programy
ke stalym expozicim, pak takovyto program budeme hledat marné. Dale si klade otazku, zdali mize
edukator, ktery se snazi pfedat svym svéfencim vSechny vrstvy vytvarného dila renesance ¢i gotiky
az kjejim jednotlivym nuancim, midze vubec toho dosahnout, pokud nema odpovidajici teologické
vzdélani ataké pokud neni sam véficim Clovékem, pfislusného nabozenstvi, pro které bylo dilo
vytvoreno.>

Dnes nepochybujeme o tom, Ze by galerijni animator mél byt dobfe obeznamen s oblasti pedagogiky,
s vytvarnymi technikami ¢i déjinami uméni, ale o potfebé teologického vzdélani se zatim nikdo ani
neodvazuje mluvit. Podobné vidi situaci i Dailyova v americkém kontextu a pfipojuje i obavu z toho, ze
by vedouci pfedstavitelé muzei zfejmeé branili nabozenskému vzdélavani ve svych institucich.

Visiting an art museum as a place to develop spirituality (theoretical bases)

Mgr. et Mgr. Jan Buchta, Ph.D. /CZ/ - art educator, curator and artist — The Gallery of Visual Art
in Hodonin

In recent decades, we have become aware of increased efforts to focus on the phenomenon of
interpreting fine art in Czech museums and galleries, which has now become an integral part of these
institutions and is still growing in importance.

Artwork does not open up by itself to an observer; it needs an external impulse, either by the observer
themselves or by an art teacher. The spectator’s actions, however, are irreplaceable as the teacher
can only help them. The spectator must dare and persist. Nowadays, this fact has become a stumbling

50 GUARDINI, Romano. O podstaté uméleckého dila. 1. vyd. Praha: Centrum teologie a uméni, 2009. Delfin (Tridda).
ISBN 978-80-87256-03-9. Str. 44.

51 BERNHARDT, Oskar Ernst. Ve svétle pravdy. 4. vyd. Stuttgart: Stifftung Gralsbotschaft, 1990. ISBN 3-87860-100-X. Str.
734-735.

52 promluva papeze Frantiska, vysildno ve Vatikdnské magazinu na radiu Proglas, 17.2.2015.

53 DAILY, Eileen M. Theological Education at the Art Museum. Journal of Adult Theological Education: JATE. London:
Equinox Pub., 2009, vol. 6, issue 2, s. 116-129. ISSN 1740-7141.

54 Podobny problém nalézdme v religionistice, kterd by méla byt védeckym studiem jednotlivych svétovych
ndbozenstvi, pronikat do jejich hloubek a nuanci. Aviak, aby se ve svych popisech nemylila &i nebyla jen povrchnim
popisem a vyjadienim vnéjsich véci ndbozenskych UkonU, neni pak nutné, aby sdm badatel byl prakfikujicim
subjektem toho kterého ndbozenstvie
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block — most people are spoiled by easily achievable consumption, and involving their own abilities
and intellectual creativity has become too demanding.

Jan Andres, in his introduction to a treatise by Rupnikov55, talks about the social perception of the
need to cultivate people’s contemporary figurative perception, the task of visual art to enable the
meeting of spirit and matter.

There are various dangers in interpreting artwork. If we observed the work only in terms of iconology,
we could reduce its message only to storytelling or a thought process. Artwork, however, is not limited
this way. And perhaps far more important are those precise elements that are difficult to express in
words, if possible at all. An abstract piece of art tells us much about it — the deployment of artistic
elements in a space can unmistakably put our internal processes (both mental and physical) into
motion. The composition of colours, shapes, sounds, ratio and intensity include the same range of
options that a human soul can create, and we can see how some compositions play the same songs
in people, on the strings of human subconsciousness®.

"The need to draw reasons for everyday life from spirituality is nowadays felt all the more sharply. Man
is encouraged to opt for spirituality because he cannot avoid an urgent and difficult choice: either
decisive and unifying spirituality as his orientation, or the banality of a life limited to a supefficial
sequence of events without definite meaning ... the violence of the materialistic world in the maelstrom
of the spiritless technology of consumer society ... or condemnation to absurdity and despair. o7

A glimpse into history

Clement of Alexandria, a Church Father living at the turn of the 2nd and 3rd century, says in his Call to
Greeks: To serve the arts is to become a slave to sin.*®

An interesting phenomenon in the history of religion is the rejection of Fine Arts, thus a refusal to
render certain objects by certain religions. The best known is Judaism and subsequently Islam.
Christianity, which also builds on Judaism, has eventually come to terms with this view positively, even
though it has taken it several centuries. Gadamer says, "it was an epochal decision when a wave of
iconoclasm was warded off.”®® The debate surrounding this issue continues to inspire, even today.

If we look more closely at the Christian solution to this problem, then the possibility to artistically
capture the divine is primarily based on the realized incarnation of the Son of God, and hence the very
formation of the highest principles into the coarse matter: Logos is the image of God who Himself is an
archeﬁgype of everything else. Man is created "to" an image, i.e. the image of Christ who is the image of
God.

Saint John of Damascus (ca. 675-749) was apparently the first to call paintings "the books of the
uneducated.” It is also interesting that the Christians along with the pagans believed that physical
objects can be the seat of spiritual power, which can be transmitted by physical contact. Noteworthy is
also the idea that recognition of God in a natural image is an act of intellect, not of the senses, which
emphasizes its spiritual nature.®’

In opposition to iconoclasm there stands an icon, which, in a sense, is a sacrament, and the principle
that changing the painting into a spiritual object can be applied to all works of art created in a certain
way.

Certainly an interesting chapter in the history of using an image for spiritual education is Reformation
and Counter-Reformation. This area of the arts was hit by criticism by Luther and especially Calvin.
Huguenot looting also spread across France, and therefore Cardinal de Guise asked the Council of
Trent (from the current perspective, one of the most crucial doctrinal councils in church history) to
adopt a position on these matters. The decree from late 1562 is brief®” and does not bring anything
substantially new, but rather confirms traditional teaching: Paintings are part of an episcopal duty to

55 Marko I. Rupnik, AZ se stanou uméni a Zivot duchovnimi. Velehrad 1997.

56 C. G. Jung, The archetypes and The Collective Unconscious. Routledge & Kegan Paul, 1969.

57 Stefano de Fiores a Tullo Goffi. Nuovo dizionario di spiritualita. Roma 1979.

58 Maie-Madeleine Davy, Initiation a la symbolique romane (Xlle siecle). Paris 1977. p. 127.

% Hans-Georg Gadamer, Die Aktualitallt des Schollnen : Kunst als Spiel Symbol und Fest. Stuttgart, 1983. p. 5-6.

¢ A. H. Armstrong, The Cambridge History of Later Greek and Early Medieval Philosophy. Cambridge 1967. p. 572. cf
John W. De Gruchy, Christianity, Art and Transformation: Theological Aesthetics in the Struggle for Justice. Cambridge
2003. p. 25-26

¢! lbidem, p. 573-583. cf Egon Sendler, L'icone, image de linvisible: elements de theologie, esthetique et technique.
Desclée de Brouwer, 1987.

62 |t was also due fo the fact that this decree was rapidly discussed, along with three other decrees, for fear of the
death of the Pope. Cf Klaus Schatz, Allgemeine Konzilien - Brennpunkte der Kirchengeschichte. Schoningh, 1997. p.
200-201.
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educate. A warning was added against the idea that images hide automatic divine power in
themselves. However, as a result of this decree, a painting "explosion” occurred.®

The Second Vatican Council also notes the importance of art in human life. In the Pastoral
Constitution on the Church in the Modern World, Article 62, it is noted that art "... seeks to express the
very essence of man, his problems and experience gained by his efforts to obtain knowledge and
improve himself and the world; art wants to discover man’s place in history and the universe, to
illuminate his misery and joys, needs and abilities, and set out a better fate for man. So it is able to
elevate a human life and reflect it in many different forms according to the diversity of periods and
countries."®* Pope John Paul Il expresses this tendency to the fullest: “In order that the Church may
convey the message entrusted to her by Christ, it needs art. 05

Abstract Art and Spirituality

In 1986, at the Regional Museum of Art in Los Angeles, there was an exhibition called Spirituality in
Art: Abstract Painting 1890-1985 showcasing one of the largest and most comprehensive sets of
abstract art. It was accompanied by a voluminous catalogue with many essays by prominent art
historians. These texts reflected a tendency to focus on the philosophical and symbolic background of
abstraction and its relation to theosophy, occultism, Zen Buddhism, spiritualism and various other
esoteric systems of thought that shaped the series of the first abstract expressions.66

As Piet Mondrian himself writes: "We should not slide over the surface of the natural, but in a sense,
we should see through it. "’

John Golding in his book Ways to Abstract Art focuses precisely on the intellectual context in the
works of the most prominent pioneers of abstract painting (Mondrian, Malevich, Kandinsky) and their
famous followers (Pollock, Newman, Rothko and Still) and discovers that their interest in the
metaphysical area is crucial to their work. For example, he recalls that in the 1890s and the first two
decades of the twentieth century, theosophy, which can perhaps be described as a kind of western
Buddhism, was gaining wide popularity. The secret teachings of Helena Petrovna Blavatsky were
published in 1888, and as Mondrian confessed to his friend Theo van Doesburg, this book gave him
"everything".®®

In one place in his book On spirituality in Art, Wasily Kandinsky cites the founder of the so-called
Rosicrucian salons, Joséphin Péladan, who already in the early 1880s, had fiercely criticized all
"ochlocratic" art.

One of the key pioneering works in the field of abstract sculpture in the Czech lands is the work of the
Czech author Hana Wichterlova who uniquely linked her existential yearning for spiritual development
with the desire to create sculptural works. For Wichterlova, creating sculptures was the means of her
spiritual maturing and understanding of spiritual principles, as she mentions in her memoirs.®

During her studies in Paris in the period from 1926 to 1930, Hana Wichterlova attended lectures by
Frantisek Kupka’® whose work is inextricably linked with nascent abstract painting. His interest in
mysticism and cosmology71 is typical, as with the majority of the pioneers of abstract painting.

Art therapy and development of spirituality

Spiritual aspects can also be found in the field of art therapy. Indeed, the very nature of art therapy —
from which it draws its power and efficiency — is the distinctive impact of the artwork on all aspects of
a person. Jaroslava Sickova-Fabrici in her Foundations of Art Therapy writes about her journey to art
therapy and confesses her lifelong perception of art as a phenomenon that is able to "convey many
things of a mundane, but also a spiritual life"?, not only for children with a handicap, but for people in
general. She finds a potential for healing art, which she extensively uses in her practice. In this way, a

6 Alain Besangon, L''mage interdite. Une histoire intellectuelle de l'iconoclasme. Fayard 1994. p. 170nn.
64 Gaudium et spes. In: Dokumenty Il. vatikdnského koncilu. Praha 1995. p. 236.

65 Pope John Paul Il. Letter to Artists. Liturgy Training Pubns 1999. p. 13.

66 John Golding, Paths to the Absolute. Princeton University Press 2000. p. 5.

67 Piet Mondrian, Natural reality and abstract reality: an essay in trialogue form. New York 1995.

¢ Carel Blotkamp, Mondrian the art of destruction. London 1994. p. 14.

¢ Srov. Eva JUzovd a Michal JUza. Socharka Hana Wichterlovd. Litoméfice 2000.

70 |bidem, p. 22.

71 Frantidek Kupka, Tvofeni v uméni vytvarném. Praha 1999.

72 Jaroslava Sickova-Fabrici, Zdklady arteterapie. Praha, 2008. p. 16.
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principle uttered in the introduction to her book applies to her — art for human's sake and art for
health's sake (L'Art pour la santé). She argues with the statement "art for art's sake" (L'Art pour L'Art)
and highlights the healing and preventive potential of art, which is to "mobilize human yearning for
spirituality, dignity, hope, transcendence, meaning, to initiate both in a creator and an observer the
processes that would activate them not to hurt themselves, others, or nature, but on the contrary, to
make them try to harmonize and heal their (mental, physical, spiritual) whole being, relationships with
people and the environment in which they live"."

Art therapy thus indicates the important properties of art — its metaphorical feature, ability to integrate
personality and a group and facilitate communication, as well as its ability to be the means to vent
emotions, sublimation and catharsis. These features do not apply only to those who participate in
artistic creation (the principle mostly used in art therapy), but similarly affects observers who open
themselves up to artwork. In this way, art therapy is split into receptive (perception of artwork) and
productive (specific creative activity). Sickova-Fabrici states that "art unquestionably has a power that
may strongly affect an observer, influence him, initiate changes in his attitudes to life, and can for
example, convey morals and ethics in a way that is more effective than commands and justifications
consisting in rational arguments (because it is given in a metaphorical, figurative language). nr4

Obviously, art therapy also widely uses the cathartic function of art. However, this principle can also be
seen in many contemporary works when authors "paint themselves out" of their depression and other
negative states. It is then a question of whether to support issuing such works, which may serve to
purify the author, but on the other hand, may burden the general public and induce such negative
states in them. Would it not be better then, to use these artworks more specifically, precisely as art
therapy shows?

Czech contemporary art pedagogy and spirituality

Current aesthetic education should lead a child, and later a young person, to openness in
communication, and should nourish the need to question the spiritual values of life. "Education should
awaken the interest (of a child) in its own creation which is an expression of mythical consciousness,
and at the same time, the first step towards an individual interpretation of culture, as a phenomenon
marked by mythical archetypes," says Hana Babyradova.”

In 1992, Marta Pohnerova published a minor treatise called Spiritual and Sensory Education in which
she presents her method of working with children with practical examples and suggestions of methods
and subject matter. In 1995 and 1997, two further continuations of this publication followed,
developing it in a similar spirit and scope. Pohnerova, a more practically oriented writer, seeks to
"ensure that a child is able to experience the world with all its senses”, and education should focus
primarily on developing the spiritual unity of a person with the world. She highlights natural forms that
are very close to a person and are immediately connected with unconsciousness and mythical
thinking. Thus, the strong influence of Jung can be recognized in her concepts. In a rather poetic and
meditative form, she draws attention to important aspects she encounters in her practice: "The inner
light of a Qeainting is a spiritual light that leads us to meditation, deeper reflection, knowledge of our
own soul."

George David follows up on the Czech pedagogical tradition where in his texts he builds on the
phenomenological philosophy of Jan Pato¢ka who followed the heritage of the spiritual and sensory
education of J. A. Comenius, especially his doctrine on the trinity of perception, thinking and
movement in the space of the human soul, where, when first seen, seemingly incongruous areas unite
— platonic ideas and objects of the everyday world, which receive spiritual significance here. Merging
the sacred and the profane is allowed by ritualization and creating myths out of life attitudes through
the experience of creation. The psychology of visual perception and creation of visual order meet here,
along with the psychology of unconsciousness, which reveals the hidden order of the universe,
drawing on the creative process.”’

73 Ibidem, p. 19.

74 |bidem, p. 22.

7S Hana Babyrddovd, Symbol v détském vytvarném projevu. Brno 1999. p. 14.
76 Marta Pohnerovd, Duchovni a smyslovd vychova. Policka 1992.

77 Jifi David, Stoleti ditéte a vyzva obrazd. Brno 2008. p. 321.
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Art and beauty — spiritual aspects

To ask today about the relationship between spirituality and art is as hard as answerlng the questions:
What is art? What is beauty? What is morality? or even if any absolute being exists.”® Generally, these
terms are considered to be relative and the statements about them subjective, without any general
validity. Not so, however, from the viewpoint of faith or spirituality. As they answer positively to the
question of the existence of the absolute being (God), they may more soundly define further concepts
from this basic concept because they are directly related to it, and therefore participate in its
absoluteness.

It is good to realize that religions do not speak only through their sacred texts and theological writings,
through their institutions or committed movements and moral practices, but also through their rituals,
poetry, architecture, music, painting and sculpture Pope John Paul Il, who at first hand experienced
the creative states of artists, in his Letter to Artists, suggests the mission of creators is “To search for
new revelations of beauty. g0

The concept of beauty in art has been much discussed within the last hundred years, and a clear
consensus on its meaning does not exist. After World War | Dadaism emerged, extending the concept
of beauty to commonly used industrial items while also undermining the notion of authorship of work.
After the Second World War, with new artistic directions appearing, the situation became even more
difficult, and this trend has continued until today when the mix of fine art directions is perfectly mingled.
On one hand, extremes are our borders according to which we can measure. On the other hand, it is
necessary to clarify whether an extreme still falls into the phenomenon of art or not. In this sense,
there is the interesting idea of Kandinsky who determlnes the boundaries of this concept solely by the
presence of a spiritual element in the work of an artist.®

Without understanding beauty, we will not get to the bottom of the issue in our attempt to understand
art. Beauty is not just something superficial, some ornament addible to a thing, it more likely inheres in
the very heart. Scholasticism reminds us that beauty is a "radiation of truth". This means that beauty
appears where a form corresponds to the internal content, where the being becomes such as it should
be according to its deepest nature.®? The German spiritual thinker Bernhardt speaks similarly: "The
sense of beauty is connected with the primordial laws of creation; it is an expression of a hitherto
hidden knowledge of perfection. For every man, it is an unmistakable indicator of the path."™

At the beginning of 2015, Pope Francis in his speech on education talks about the New Covenant in
education, and assigns art and beauty an important role, when he says: "We cannot reach harmony if
we are unable to perceive beauty. In each one of us, in each nation, it is necessary to look for beauty,
which is the foundation of our art — music, painting, sculpture and literature.™

Conclusion

In her article Theological Education at the Art Museum® Eileen M. Daily expresses the opinion that
time has progressed sufficiently for galleries to implement educational programs focusing on religious
education. Subject matters of paintings themselves, if we look at the Romanesque, Gothic,
Renaissance, Baroque, and 19th-century art, are by their very nature specifically predetermined to it
since most of the authors created their works with the aim to enrich the spiritual life of the audience.
Only the secularization of society cut off the objects from their target groups. As she notes, so far we
can only rarely see religiously oriented exhibitions, focused for example on certain aspects of Christian
art, with an appropriate educational program being created. And if we look at programs accompanying
permanent expositions, we will search in vain for such a program. She also raises the question of
whether an educator who is trying to instill in his/her wards all the layers of Renaissance or Gothic
artwork down to its individual nuances, can achieve this goal unless he or she has an adequate
theological education and unless he or she is of the faith of the specific religion for which the work was
made.
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Today, we have no doubts that a gallery curator should be well acquainted with the area of pedagogy,
art techniques and art history, but so far no one even dares to speak about the need for theological
education. Ms Daily sees the situation similarly from an American context and she also expresses her
concern that the leaders of museums would probably prevent religious education in their institutions.

26 symfonii FrantiSka Gregora Emerta / 26 symphonies of FrantiSek Gregor Emmert
Ph.D. Vojtéch Dlask /CZ/ - composer, musicologist

I/

FrantiSek Emmert byl m{j profesor skladby na Janackové akademii muzickych uméni, byl to maj blizky
pritel, jeho dila mé provazela po velkou ¢ast mého konstitutivniho véku. V roce 2005 jsem obhajil
magisterskou praci na téma pfibuzné mé dnesni pfednasce a tak budu z tohoto textu néktera fakta
Cerpat.

Hned v Uvodu je tfeba Fici, Ze pfi diskusi o Emmertovych symfoniich se z onéch zminé&nych dvou tfetin
pohybujeme v prostoru hudby, kterd dosud nezaznéla. Z Emmertovych symfonickych praci byly zatim
provedeny pouze symfonie 1-9. Nese to sebou nejen nutnost hovofit o téchto skladbach spise
teoreticky, ale pfinasi to i téZzko zodpovéditelné otazky charakteru, zda se vubec kdy podafi
Emmertovy symfonie v Uhrnu provést, pfipadné pro¢ se to od osmdesatych let s jedinou vyjimkou
nepodafilo.

Skladatelské Femeslo sebou nese nutnost autorské sebereflexe ktera vede rliznymi cestami smérem k
vyrovnani se s okolnim svétem, s jeho naroky; s vyrovnavanim se s vlastni ulohou ve spole¢enském
systému, ktery tvirce ohyba a ten se mu vzdy do urcité miry pfizplsobi. Zalezi pak na tvlrcové
ryzosti, ba dokonce jesté spiS na tézko ovlivnitelné sile darovaného talentu, na sile volani vnitfniho
hlasu, ktery tvlirce sméfuje urcitym zplisobem a nedovoli mu nadobro zbloudit, nechat se ohnout at' uz
ideovym, stylovym anebo ekonomickym diktatem doby. Zname z historie i souasnosti velké spektrum
feSeni téchto narokl, z jejichz krajnich pozic je tfeba jmenovat na jedné strané pfitakani svétu
projevujici se ve své krajni poloze zaprodanosti — at uz ideologii, moci, postu anebo penézim,
pfitakani provazené v extrému ztratou tvarfe a jako druhou polaritu izolovanost, skepsi z toho, co tvirci
svét dava, ba z toho, co dava tvlrce svétu. A ta muze ve své extrémni podobé vést rovnéz k
autorskému odml&eni se. Emmert si mi jednou postéZoval, Ze ten samy skladatelsky Cinovnik, ktery se
dokonce pred par lety stal na kratkou dobu ministrem kultury mu v osmdesatych letech vysvétloval
ideologickou neprlichodnost jeho dél, aby mu v letech devadesatych sdéloval jejich nepriichodnost
ekonomickou. Nicméné i v takhle trapnych pfipadech ¢eského hudebniho kariérismu bych zde rad
jako protivahu pfipomenul fakt, Zze i kdyz opravdovy umélec dodnes za své dilo jaksi ,ru€i svym
Zivotem®, Zijeme dnes v naSem tzv. ,prvnim svété“ na rozdil od vétSiny ostatnich lidskych bytosti na
Zemi ve velkém luxusu zfizeni, v némz uméni, i kdyby bylo ostfe v opozici viéi stavajicimu
spoleCenskému systému, nestoji autora jeho zZivot fyzicky, ba dokonce byva stale coby silné autorské
vyjadfeni vitano a podporovano.

FrantSek Emmert stadl na pomysiné ose pfed chvili zminéného spektra blize té strané ,mimo svét".
Jediny jeho kontakt se systémem byl skrze jeho pusobeni na Janackové akademii mazickych uméni a
chci zdlraznit, Zze by se jej byl nikdy sam dobrovolné nevzdal. Miloval kontakt se studenty, Akademie
mu umoznovala provadét byt malou ¢€ast jeho dél. Tyto dva prameny ztratil v roce 2012. Odstranil jej
systém, pfesnéji feCeno konkrétni lidé, jeho kolegové. Jedni k tomu svolili proto, jak jim systém ohnul
patef, druzi jednoduse proto, Ze byl na akademii v t¢ dobé Emmert nejsnazsi ter¢: kdyz byl tfeba dalSi
Clovék nepohodiny, ktery nemél moznost se branit, nebyl ve svazcich s moci. FrantiSku Emmertovi
toto pozdni pfikofi zpusobilo ve vysledku i urcité dobro: za posledni tfi roky svého Zivota vytvofil 50
opusU, mezi nimiz jsou i tfi posledni symfonické prace: mél na komponovani jednodus$e vice ¢asu.

Co se ty€e otazek po smyslu komponovani bez moznosti provedeni kompozic, stavél se k nému

Emmert vZdy s obdivuhodnym protitlakem ve smyslu bezpodmine¢né prace na dalSich kompozicich.
Emmertovo skladebné dilo je v téchto dnech katalogizovano a bude podle mého odhadu Eitat kolem
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250 opusl. Néktefi jeho skladatelsti kolegové z katedry kompozice vyjadfovali opakované svou
nedivéru nad mnozstvim jeho praci, Casto to bylo kritizovano jako grafomanstvi. Ze své zkuSenosti
mohu fFici, Ze smysl pro kompozici je tfeba trénovat. Pasivitou zakriuje. V tomto pohledu je
Emmertovo celozivotni nasazeni mozné chapat i jako dynamicky projev jeho tvarci evoluce: Emmert
komponovanim zil, stale se proménoval nachazel stale nova feseni, bavilo ho poustét se do ukold,
které dosud nezkusil. Porovnanim s jinymi plodnymi skladatelskymi osobnostmi naseho véku dojdeme
k tomu, ze se Emmert mnozstvim kompozic zas az tak nelisi tfeba od Bohuslava Martind. Byl zkratka
plodny. Teprve az budou provedena vSechna Emmertova dila, bude mozné definitivné posoudit,
nakolik byli kritici jeho plodnosti opravnéni, a nakolik $lo o pouhou zavist.

Na otazky, zda ho nemrzi, Ze jeho velké kompozice nezné&ji Emmert odpovidal, Ze zni uz v partiturach.
K tomuto pohledu jej opraviiovala letitd zkuSenost s podobou partitur a vytfibena hudebni
predstavivost. S&m bych takového stupné umu jednou rad dosahnul.

Uhrn Emmertovych 26 symfonii predstavuje cely jeho Zivot. Prvni symfonii napsal Emmert v roce 1964
jako Ctyfiadvacetilety, 26. symfonie byla dokon&ena loni. To znamena 50 let tvorby. Pro srovnani — v
Ceské hudbé existuje v druhé poloviné 20. stoleti jen velmi malo autord, ktefi poCtem svych
symfonickych praci pfekrocili prvni desitku. Pfes Cislo 20 se, pokud vim, nedostal zadny.

Od Sedmé symfonie vySe jsou Emmertovy symfonie (az na vyjimku 17. symfonie s podtitulem Krajiny
Krusnych hor) motivovany hlubokou katolickou virou. Tato vira sama o sobé byla pozoruhodna. Nevim
o ni mnoho, FrantiSek Emmert ohledné této véci zachovaval velmi skromné, zdrZzenlivé miéeni.
Pfekvapenim pro mé bylo, kdyZ mi Emmertova dcery Markéta a Antonie fekly, Ze ani jeho Zena, ani
jedno z jeho sedmi déti nejsou na katolickou cirkev napojeni tak té€sné, jako byl on. Emmert navic
nepochazel z véfici rodiny a propracoval se ke katolictvi na zakladé Zivotni zkuSenosti, kterou
nevaham oznadcit za mystickou. Jisté je, Ze okolo roku 1974 pfichazi zlom v Emmertové Zivoté a hlavni
jeho naplini se stava vira. Emmertova estetika se pod vlivem katolicismu proménila velmi zietelné.
Neni to pouze v roviné namétd, sam to ve své druhé prfednasce pfi prilezitosti kandidatury na
profesure (druhé, protoze prvni nebyla pfijata) formuloval tak, ze mu katolicismus pomohl odpoutat se
od diktatu styld a technik tzv. Nové hudby smérem k technice, kterou nazyval souznéni, vnitfni slySeni
anebo jednoduse motivovana hudba. To celé s tou vyhradou, Zze znalost kompozi¢nich technik Nové
hudby a zkuSenost skladatele, ktery jejich stylem prosel, si Emmert uchoval az do konce zivota.

NejpodstatnéjSim rysem Emmertovy skladebné bylo zminéné vnitfni naslouchani. Zni to v zaplavé
technicistnich navod( a receptd zakladajicich mnohdy Uspésné kompozi¢ni proudy skoro bizarné. A
pfesto je to vlastné jedina podminka ryziho hudebniho dila: musi byt v autorové mysli pfedem
vtiSténo, bud jako emoce anebo nejlépe uz pfimo jako orficky proud. Toto vnitfni naslouchani
zastupuje v Emmertové tvorbé intuitivni prvek, kterym jako Zlebem odvadél proud hudby od suchopéru
systém(. Nicemu nebyl Emmert vzdalen vic, nez hudebni grimase, experimentu s konceptem, svétu
velké aleatoriky, pfipadné technikam repetitivniho minimalismu. Jeho hudba je vZdy minéna vazné, je
maximalisticky nabita konkrétnim materialem, od néhoz autor oCekava konkrétni charakter, proudi z
mista na misto a vzdy je pfesné zacilena skladatelem zamyslenym poselstvim.

K vyrazu Emmertovy hudby je tfeba poznamenat, Ze ¢asto zlstava na dlouhych plochach ztiSena, bez
vyraznych klimaxd. Autor byl mistrem meditaivni melodiky, kterd& mu dovolovala se vyjadfovat ve
znaéné rozlehlych adagiovych plochach. Emmert je nazyval nizinami. Casto je nutno pfi poslechu
Emmertovy hudby rezignovat na prvoplanova posluchadska oCekavani, mezi néz Ize zahrnout pravé
vznéty, pestrobarevnost, forzi. Emmertova zrala tvorba je malokdy vnéjSkové pfitazliva, skladatel se
vyjadifoval spi§ tlumenou paletou barev, plochy jsou Casto elegického charakteru, pokud saha
skladatel k forzi, €ini tak nej¢asté&ji pro vyjadfeni sil temnoty.

Co naopak v Emmertové tvorbé nikdy nechybi a pozveda ji na uUroven pFesahujici nasi krajinu je
autorova schopnost katarze. Sam jsem byl mnohokrat svédkem toho, jak Emmertova hudba dojala pfi
provedeni posluchace k slzam, sam jsem tomu byl vystaven také. A zde je nutné poznamenat
hlubokou souvislost sily vyrazu Emmertovy hudby se silou, preciznosti a nasazenim interpretli, mezi
nimiz v poslednich deseti letech jednoznaéné vynikl houslovy virtuos slovenského pivodu Milan Pala.
Emmertova faktura byla vzdy silné prodchnuta kontrapunktem. Homofonie a s ni spojeny duch
klasicismu nebyly vlastni Emmertové naturelu. Hloubavost, meditativnost, nékdy by se chtélo Fici
tézkomyslnost &i usilovnost — vSechny tyto rysy se v kontrapunktické sazbé daji vysledovat. Temné
stiny ve své tvorbé& pfekonaval Emmert opét svou hlubokou virou. Spolu s pfiklonem ke skladebné
technice ,vnitfniho sluchu®, tak, jak o ni skladatel mnohokrat hovofil a jak o ni piSe i ve svych
profesorskych prednasdkach, se do jeho dél vracely prvky tonality. Vtira se zde rétoricka otazka: ruku
na srdce, ktery autor multiserialni skladby svou hudbu uvnitf sebe kdy zaslechl?
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Mnohokrat jsme se s Emmertem o harmonii bavili, Emmert miloval pozdné romantickou harmonii
Josefa Suka. Ve své tvorbé ji ovSem nevahal obohacovat o mikrointervaly, pfipadné o svojsky pojaté
»Spektralni harmonie — nikoliv vS§ak ve smyslu francouzské spektralistni kompozi¢ni Skoly. Leckteré
Emmertovy skladby jsou psané v harmoniich se zahustovanymi alterovanymi souzvuky, Emmert je
¢asto komponoval v ramci pfedpfipravenych ténovych fad, které mél pro sebe na mensSich listech
papiru v zahlavi kompozic, a které mu patrné umozfovaly potladit v materialu pfiliSnou koSatost Nékdy
jsou tato souzvukova pole tak husta, Ze opoustéji tonalitu. Na druhou stranu Emmert s oblibou
komponoval Cisté modalni skladby a pravé témi v zavéru Zivota mezi duchovnéji naladénou C&asti
moravské kulturni obce prosiul.

Co se materialu tyCe, Cerpala Emmertova melodika z rozSifené modality a on ji dal s oblibou
heterofonné obohacoval, pfipadné na jednotlivé melodické kroky doslova navé&3oval hrozny jemnych
vychyleni, kterymi jednak drobil tony na jakési mlhoviny a jednak rozrudoval iluzi jediné melodické
linie. Polymelodi¢nost ostatné souvisi s charakterem polymorfnosti Emmertovy skladby v uhrnu: da se
zde hovofit o polyformé, pandiatonice, a pfedevsim o polytempu.

Rytmika Emmertovy hudby ma mnoho podob — od naprosto jednoduché, rovné notace v osminovych a
fenomén Emmertovy skladebné techniky. Emmert o ném vyslovil svou prvni profesorskou pfednasku a
¢tenafiim sborniku letosniho Forfestu bude tato otiSténa v piném znéni. Polytempa rozvijel Emmert ve
vSech stylech své tvorby od Sedmé symfonie dale. Objevuji se rovnéz v jeho modalni hudbég,
napfiklad v Symfonii &. 21, Pieta.

Pravé vyzkum moznosti polytempa viazuje Emmertovo dilo mezi generaci autort, které Ize nazval
postsystémovymi. Jsou to osobnosti, které nejprve zasahla vina racionalnich pfistupt ke kompozici v
padesatych letech, aby od téchto posléze ustoupili zpét pravé k tomu, co Ize nazvat vnitfnim slySenim.
Jako zastupce této tendence, pfekvapivé pfibuzné Emmertovi Ize jmenovat celou plejadu evropskych
symfonik(l naseho véku. Valentin Silvestrov, Ernst Levy, Einojuhani Rautavaara, vSichni si kromé
Ustupu od racionalnich systému i pfes rezignaci na zvukovost tzv. Nové hudby zachovali ve svych
dilech parcialni anebo celostni systémy, kterymi vyrazové posouvaji svou hudbu smérem od
eklektické neoprodukce quasi romantické hudby. Spolu s nimi sdili Emmert i vyraznou duchovni
zacilenost v motivacich skladeb. Emmert do tohoto okruhu pravoplatné patfi. O to smutnéjsi je, ze
mimo Moravu neni jeho tvorba dodnes takika vibec znama.

I/

Podivejme se nyni konkrétni Emmertovy symfonické prace. Vzhledem k rozsahu této pfednasky jde
viceméné o vycet symfonii s jejich nazvy a rozméry, vy€et s obCasnym vhledem do motivaci a
instrumentace symfonii, pfipadné s autorskymi komentafi, které jsem mél to Stésti zachytit pfed deseti
lety do zminéné magisterské prace. Vzhledem k délce mého vystupu kratim text i o vy€et prvnich
deviti symfonii, které byly provedeny a jsou vesmés vefejnosti k dispozici pfi zafazeni do vysilani. K
dispozici bude tato ¢ast ¢tenarim v tisténé verzi této prednasky. Je tfeba si zde uvédomit, ze pfi
preskoCeni prvnich deviti symfonickych &isel FrantiSka Gregora Emmerta pfeskakujeme i obvykly
symfonicky pocet — je to dokonce jak kdyby rubikon, bézny thrn celozZivotniho dila autor(.

Pro blizsi, byt hruby nacrt vyvoje tohoto ,prvniho skladatelského Zzivota“ shrnuji pro prvnich
Emmertovych Gisel takto: prvni tfi patfi jeSt€ do okruhu praci tovarySskych, v nichz se EmmertQv styl
vyrovnaval s podnéty druhé hudebni avantgardy. Ctvrtad az Sesta symfonie predstavuji Ghrn uméni
mladého skladatele, véetné vyhranéni stylu a projevl basnivé Emmertovy imaginace. Od Sedmé
symfonie vySe komponuje skladatel takika bez vyjimky na zdkladé katolickych motivaci. Sedma
symfonie je velky pfedél v Emmertové dile i proto, Ze zde poprvé uZil polytempa. Osma a devata
rozvijeji jiz novy smé&r Emmertova snazeni. Pohledme nyni dale:

Prvni symfonie FrantiSka Emmerta vznikla v roce 1964, durata je 15 minut, ma pét vét. Premiéra byla
15. 11. 1965, SFB, dirigoval Richard Tynsky. Jde o Emmertovu absolventskou kompozici na JAMU,
partitura je k dispozici v knihovné JAMU. Symfonie je psana v proporcionalni notaci, nejvétsi
zajimavosti obsazeni jsou 3 sélové alty a recitator. Text je ¢ast basné Louise Aragona Elsa. Zvukovy
zadznam se nedochoval.

Symfonie Il s podtitulem ,Hledani pravdy” vznikla o dva roky pozdéji, v roce 1966, durata je 40 minut,
je sedmivéta, premiéra byla v Cervnu 1968, SFB fidil Jifi Pinkas. Z bézného instrumentare
symfonického orchestru vybo&uje 8 horen, piano, cembalo. V sedmé vété zni v osmi hornach choral.
Sestou vétu hraji varhany sélo. Emmert k symfonii poznamenava: ,Motivace — to bylo voditkem, nova
forma — postupy tektoniky — zadné stfihy, ale modelace. Uvédoméni tvaru jako komplexd. Intuitivni
kompozice.”
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Symfonie Il vznikla jiz rok na to, v roce 1967, je tfivéta, duratu ma 26 minut. Premiéru méla 24. 6.
1968. Provedla ji SFB, dirigentem byl Jifi Wadhaus. Druha a Tfeti symfonie byly vytvofeny béhem
zakladni vojenské sluzby diky osvicenosti Emmertovych vojenskych nadfizenych. Nahravka je
v archivu brnénského rozhlasu. Emmert poznamenava: ,3. symfonie byla vedena v Gsili opozice...
Urcity obrat k pozdnimu romantismu jako hledani pevnych bodd proti ,miniaturismu” a jisté
vyprazdnénosti vlivih modernismu... Jifi Fuka¢ napsal: ,v budoucnu autor sam odpovi pro¢ dnes
imituje J. Brahmse.”

Symfonie 1V, ,Mexiko* vznikla opét za pouhy rok, v roce 1968, durata 16 minut, Ctyfvéta. Premiéra 22.
v intencich Spanélskych a mexickych rytm(, které jsou misty jakoby folklorni..., jinde se ponofuji do
aleatornich rytmickych obrazl. Byl to pokus o radostnou opojnou hudbu (dUraz na Zesté, varhany,
bici). Archi koloruji zvolenou atmosféru léta 1968.“

Jestlize ,Druhd“, a zejména ,Treti® z Emmertovych symfonii predstavovaly hluboky odklon od
modernismu své doby a mohly byt ve své dobé vnimany jako ,odpadlictvi®, anebo pfimo ,zrada
modernity*, v ,Paté" a Sesté symfonii miZeme sledovat navrat k nékterym modernistickym principtim.

Symfonie V. ,Kosmické zvony*, téz ,Zvony v§ehomira“ - vznikla az za tfi roky, v ¢ervenci 1971, durata
23 minut, pét vét nese tyto nazvy: 1. Sen je krajina v mlhach ticha, 2. U zvonu kovu zemé, 3.
Ukolébavka ve vtefing Uzkosti, 4. Utok havran(, 5. V&&na je touha hledani ¢lovéka. Premiéra v lednu
roku 1972. V instrumentafi je oproti béznému symfonickému orchestru fada nestandardnich nastroj(,
napfiklad magnetofonovy pas, sélovy sopran anebo muzsky sbor. Nahrana byla jesté v roce svého
vzniku pro Brnénsky rozhlas. Symfonie byla vénovana tragicky zemrelym kosmonautim z raketoplanu
Sojuz 11. Druha verze podtitulu, ,Zvony V8ehomira®, asové pozdé&jsi, naznaCuje mnohem vyraznéji
svazanosti s pfedstavou svéta kosmonautiky. V této symfonii pracoval Emmert s mikrointervalikou a
opét se vratil k rastrovému zapisu. Symfonie je téZ popsana v knize Jaromira Havlika ,Ceska symfonie
1945-1980°"

Symfonie VI.“Dal Nelson III“ byla dokon&ena o dva roky pozdéji v roce 1975, durata je 35 minut,
premiéru fidil se SFB Jifi Bélohlavek. Z hlediska naslednosti Emmertovych symfonii je tfeba zminit, ze
,Sesta“ predstavuje praci zavrdujici celé jedno obdobi: po ni uz u ného nenasleduje symfonicka
skladba zabyvajici se v prvni fadé takto déjovym namétem. Od této chvile bude Emmert své naméty
(s vyjimkou Sedmnacté symfonie ,Krajiny Krusnych hor“) uz jenom abstrahovat a metaforizovat. Jako
dilo zavrsujici pfedstavuje Sesta symfonie i tehdej$i skladatelCv nejzazsi zdolany vrchol: predevsim
v pouzitém orchestralnim aparatu. Podrobnéjsi rozbor symfonie mdzeme opét nalézt v knize Jaromira
Havlika ,Ceska symfonie 1945-1980¢

Sedma symfonie byla dokonCena az za Ctyfi roky, v roce 1979 a patfi k nejvétsim tvaréim
Uspéchlim skladatelova stfedniho skladebného obdobi. Durata symfonie je 25 minut. Je to prvni ze
symfonickych skladeb, v nichzZ Emmert — konkrétné ve druhé a &tvrtévété — pouzil techniku polytempa.
Véty, které nejsou vytvareny na zakladé polytemp vytvaiel Emmert pomoci modalni, timbrové a
mikrointervalové techniky, heterofonie a stop serialniho mysleni. Symfonie nema podtitul, ale jeji
jednotlivé véty nesou nazvy ,Svétlo v temnotach®, ,Aréna“, ,Snimani z kfize* a ,Druhy pfichod Pané a
Milosrdenstvi“. Sedma symfonie byla studiové realizovana vynikajicim ¢eskym dirigentem FrantiSkem

Jilkem a Statni filharmonii Brno v roce 1981.

Symfonie VIII. ,Turinské platno“ vznikla v roce 1982, tedy za tfi roky od pfedchozi symfonie; jeji
durata je 40 minut, nahrana byla s pétiletym zpoZdé&nim 12. 12. 1987. Namétem je relikvie platna, do
kterého byla pfed zmrtvychvstanim JeZiSe zabaleno jeho télo.

Emmert zmiriuje ,barokniho ducha“ nékterych parametra (polyfonie, harmonie) této symfonie.

Symfonie IX. ,Cor Jesu” (,Srdce JeziSovo*), vznikla v roce 1983, tedy rok po predeslé jeji durata je 17
minut. Jeji prvni planované provedeni roku 1988 Emmert stahl z dlivodu naprostého neztotoznéni se
najatého dirigenta s dilem. O jeji provedeni v roce 2003, tedy 25 let po jejim vzniku, se zaslouzil
brnénsky hudebni rozhasovy redaktor Jan Hlavac. Provedla ji Zlinska filharmonie za fizeni Stanislava
Vavfinka. Je to posledni dosud provedena Emmertova symfonie. Jde o dUslednou polytempovou
kompozici vypsanou pomoci ligatur do jediného tempa. Symfonie ma 11 &asti attacca.

Symfonie X. ,Euangelion - Zvéstovani pané*, vznikla v roce 1985, dva roky po pfedeslé, durata je 39
minut. K symfonii Emmert poznamenava: ,Dlsledna a pfesna tématicka polytempova prace. Ténové a
harmonicky (je symfonie) vystavéna na bazi polytempovych rytmickych jednotek odvozenych
prepisem do jednoho tempa. Soucet a prolinani polytempovych pulst je fazeno do rytmickych
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pudorysU, které tvofi zakladni jednotky ¢asové miry... Pudorys je vzdy soucasti proporéni miry. Ve
co se od materidlu odviji je vypracovano naprosto invenéné na zakladé vnitfniho sly3eni a
naslouchani.”

Symfonie XI. vznikla v roce 1986, tedy opét po dvou letech, a jeji durata je 28 minut. Je psana pro dva
smyc&cové orchestry, dechovy kvintet a varhany. Symfonie je jednovéta, sloZzena ze dvou &asti attacca.
V prvni ¢asti jsou polytempa a Emmert tu vyzaduje 2 dirigenty.

Symfonie XlI. ,Veraikon - Rouska Veronicina® rok vzniku 1986, tedy rok po prfedeslé, durata je 16
minut. Symfonie ma tfi véty. Emmert o symfonii piSe: ,...(symfonie je psana) k obdivu k state¢nosti
Zen, které se neboji projevit soucitem a milosrdenstvim, kdyZ je to nebezpeéné, zatimco muzi se
strachuji a utikaji!

Symfonie XIII. ,Dny sblizeni”, rovk vzniku 1987, tedy rok po predes$lé, durata 20 minut. Instrumentace
bez Zest(, pfidano je cembalo. Ctyfvéta. Prvni véta je dle Emmertova svédectvi inspirovana obrazem
placiciho starého stromu s obrazem Panny Marie.

Symfonie XIV. ,Ospravedinéni - Milosrdenstvi - Vérnost*, rok vzniku 1989, tedy dva roky po predeslé,
durata 90 minut (tfi tficetiminutové véty). Namétové je motivovana nezakonnym a brutalnim zasahem
proti klasterdm v CSR 14. 4. 1950. Symfonie je komponovana jako tfi symfonie v jedné: v8echny celky
se daji hrat i kazdy zvIast.

v roce 1990 vznikd, tedy rok na to, vznika, ohrani€ena okolnimi, podstatné& delSimi symfoniemi, jakasi
,komorni trilogie“. Jeji &asti jsou symfonie XV — XVII s podtituly ,Zalm I ,Utécha zarmoucenych* a
LKrajiny Krusnych hor*.

Symfonie ,Zalm 1“ je nesena ve vyrazné ,biblickém duchu® sledujicim styl hudebniho jazyka od
Biblickych pisni a duchovnich dél Antonina Dvoraka pfes kantaty Ladislava Vycpalka aZ k tfeba k
dilim Jana Hanus$e. Duratu ma 15'.

,Utécha zarmoucenych” je pséna zpGsobem Concerta Grossa pro dv& smy&cova kvarteta a dva
smyccové orchestry, trva 16 minut.

Posledni jmenovana, ,Krajiny Krusnych hor”, je psana pro bézné obsazeni orchestru, duratu ma 29
minut.

Symfonie XVIII. ,KFizovéa cesta - 8. zastaveni pané: Zeny pladici nad Jezisem* byla dokon&ena o tfi
roky pozdé&ji, vroce 1993. Symfonie je Ctyfvéta, s vyhradou mnoha tempovych i charakterovych
preryvl uvnitf vét, nyni uz typickych pro Emmerttv symfonicky styl. V zavéru je vic jak po deseti letech
uzito pasmové vypisovaného polytempa. V instrumentafi symfonického orchestru je navic pouzit
barytonovy hoboj. Symfonie ma duratu 52 minut, jeji partitura je ulozena v knihovné JAMU.

Symfonie XIX. ,Simon z Kyrény*“ byla dokon&ena o dva roky pozdéji, v roce 1995 ma duratu 55 minut.
Zakladem je postava Simona Kyrenejského, kterého Zoldnéfi prinutili, kdyz $el z pole, aby nesl
JeziSav kiiz (Marek 15.21). Z materialu vzeSlého z prace na této symfonii vznikl jesté 8. smyccovy
kvartet. Tato symfonie ve své prostoté a pfitom vyhranénosti pfedstavuje jednu z ukazek zralého
Emmertova mistrovstvi. Také partitura 18. symfonie uloZzena v knihovné JAMU.

Symfonie XX. ,Tii noci sv. Josefa“ vznikla v roce 1998, tedy o tfi roky pozdéji nez prfedesla. Durata je
57 minut. Pozoruhodné na symfonii ,Tfi noci sv. Josefa“ jsou plochy pFedstavujici andéla, ktery
Josefovi neSe zvéstovani. Jsou vzdy pfesné uprostied té které véty - noci, tématicky se stejnou,
projasnénou hudbou.

Symfonie XXI ,Pieta“ byla vytvofena v roce 2001, tedy tfi roky po pfedeslé. Durata je 59'. Emmert se
tu znovu vratil k polytempu vypisovanému pomoci nékolika orchestralnich pasem. Jazyk této symfonie
je ale napadné oprostény — i v zavislosti na zvoleném textu. Jde o vokalni symfonii. Polytempové
plochy tu vychazi z vizualni pfedstavy ,svéta vidéného skrze slzy“.

Symfonie XXII. ,Laudate Dominum®

vznikala paralelné s ,Pietou”, ale dokonCena byla dfive, roku 2000. Emmert ji zamyslel jako svj
prispévek ke skladatelské soutézi u prilezitosti oslav nového milénia v roce 2001. Durata je 31 minut.
Symfonie je rozvrzena do tfi vét. Ke komornimu orchestru s celestou (anebo pianem) jsou pfidany
sopran a mezzosopran a komorni smiseny sbor.

Jako textovy podklad 22. symfonie poslouzily latinské pfeklady zalmG. Emmert k symfonii piSe: ,Psano
v diatonickych modalitach, v melodiich a v priizraénych harmoniich. ...(je to) dalSi stupen této formace
s ucasti prostoru (jako dalSiho rozméru tonovych kategorii) smé&rem k echovému splyvani zdanlivych,
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anebo pruchodnych center. Metoda spociva ve vnitinim naslouchani a ocistovani hudebni kultury
cestou dovnitf.“ Obdoba (této techniky je pouzita) téz v Magnificat (1999) a Te Deum (2003).“ (4).

Symfonie XXIIl ,Vécny Jeruzalém® patfi mezi Emmertovy nejrozsahlejSi a opét se v ni s velkou
intenzitou ukazuje skladatelGv idealismus diktovany hlubokou virou: symfonie je nesmirné naro¢na na
provedeni: kromé zmnozovani ansamblu (5 fléten, 5 klarinet(l, 5 horen, 7 trubek, véetné zminované
klariny a basové trubky, 7 tromboént) a novych pozadavku na interprety (Emmert tu pozaduje klarinové
trumpety rozsahem az do Fis3!). Ve skicach jsou tempova oznaleni polytempovych ploch
rozpocitavana kvali spoleénému nasobku az na desetinna mista (!). Metaforicky zaklad a souvislosti s
polytempy ma pak logicky i konecny vybér deviti (!) vzajemné se prolinajicich temp. Ve své obrovitosti
(99 minut) se pak pres dva tisice takti symfonie pfed Elovékem rozklada uz takika jako krajina:
najdeme tu sumu Emmertova uméni, véetné novych hudebnich poznatk( a vychodisek: jsou tu plochy
nesmirné temné (hned prvni véta) i projasnéné - v takovych Emmert nékdy (pfevazné v meditativnich
plochach) vyuziva i technik ne nepodobnych Arvo P'artovi, s tim, Ze jejich cantus firmus: kvintakord
méni na volnéji stanovované modalni souzvuky.

Symfonie je motivovana kapitolami 41.1-12 z Ezechiela, ma rozsahly prolog (,Tisicileta voda“) i codu
(,Alfa a omega®“); jeji pudorys je v zakladu vystavén na Ciselné predstavé tfikrat tfiatficeti minut tfech
ohromnych vét, pfi¢emz v zavéru své prace Emmert z tohoto symbolizmu mirné ustupuje a Casové
proporce upravuje. Jednotlivé nazvy mensich pod-celkd ve vétach jsou: Prolog: Tisicileta voda, 1.
....zde zazniva tise, ale neslysitelné JezisSuv pla¢ nad Jeruzalémem®, Lukas 13, 34 — 55; 2. ,....ocisténi
chrdmu v Jeruzalémé...“, (Jan 2, 13 — 17), ,...nepfijali svétlo v temnotach...; 3. Dies irae; 4. Zed
naiku; 5. Novy Jeruzalém (Zjeveni 21, 1 — 2. 10); 6. ,....a setfe jim kazdou slzu z o€i...“ (Zjeveni 21, 4);
7. ,Alfa a omega®“, (Zjeveni 21, 6).

Symfonie XXIV ,Agnus Dei* se s6lovymi houslemi a violou, vznikla az po sedmi letech, v roce 2012,
coz napovida, jak se v pfedchozi symfonické praci Emmertiv symfonicky duch vybil. Symfonie XXIV
L~Agnus Dei“ma duratu 56'

Symfonie XXV - ,Pisen - 'K tobé byl poslan andél“ vznikla v tom samém roce, 2012 a ma duratu 39'".
Méla by byt provedena v ramci Velikono¢niho festivalu duchovni hudby v pFistim roce v Brné.

Symfonie XXVI - , Triduum sacrum®vznikla na zavér lofiského roku a ma duratu 33'.
Resumé:

FrantiSek Emmert (1940-2015) byl jednim z nejvyraznéjSich Ceskych skladatelll své generace.
Povahova skromnost a neprabojnost zpUsobily, Ze velka ¢ast jeho dila zlistala neprovedena. FrantiSek
Emmert patfi k nejplodnéjSim symfonikim ¢eské hudby napfi¢ véky: pocet jeho symfonii dosahl Cisla
26, souhrn Emmertova dila jako celku ¢&ita kolem 250 opusovych €isel. Od poloviny sedmdesatych let
20. stoleti je Emmertovo dilo neseno v duchu katolicismu. Technologicky Emmert navazoval na
vydobytky stylt tzv. ,Nové hudby®, aby se od nich posléze odvracel zpét k modalnim harmoniim
a predevsim vlastni polytempové kompozi¢ni technice, kterou vyvinul na zakladé studia historické
hudby, napfiklad Josquina Després.

Frantisek Emmert (1940-2015) was one of the most outstanding czech composers of his generation.
Traits of modesty and timidity meant that a large part of his work remained not performed. Frantisek
Emmert is one of the most prolific czech symphony creators through the ages: the number of his
symphonies reached number 26. The summary of his work as a whole amounts to about 250 opus
numbers. Since the mid-seventies of the 20th century is Emmert's work carried in the spirit of
Catholicism. Technologically Emmert continued the achievements of styles so called "New Music" to
turn away from them, then back to the modal harmonies and especially his own polytempo
compositional technique he developed based on the study of early music, such as Josquin Despres.
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INTERNATIONAL COMPETITION MUSICA NOVA — PRESENTATION OF THE COMPOSITIONS
WITH SPIRITUAL FOCUS.

PhDr. Lenka Dohnalova, Ph.D. /CZ/ - SOCIETY FOR ELECTROACOUSTIC MUSIC
Ladies and Gentlemen, dear colleagues,

| was asked to present here our international competition of EA music (or in more up to date term
“sonic art” competition) MUSICA NOVA. | chose also for you some compositions from its history
which have some connotation or affinity to the spiritual point of view, because | mean that let listen to
music is more interesting than listen to telling about the music.

Shortly: Our competition has been founded in the year 1969 in the Pilsen Radio from the initiative of
the composer Miloslav Kabelag, renewed in 1993 by the Society for EA music in Prague especially
from the impulse of the president at the time of this Society, composer Karel Odstril in cooperation
with me and in Brno by the head of the Brno section, composer Rudolf Ruzicka.

We received in a short time about 100 compositions of authors of 25-35 countries. Our focus stay
clear during the time of 25 years, and it is not for the reason that we couldn t accept to be more trendy.
We knowingly concentrate on the so called artistic sonic art, i.e. we don” t accept multimedia,
commercial music etc. On the other hand, we don” t prefer some special style of EA music, we ask
only the high technical quality and clear semantic of work. For motivate authors to be more focused on
WHY/FOR WHAT REASON and WHAT they produced it, not only HOW (i.e. with concentration to the
processing of sound and working with a new software) we declare sometimes facultative theme such
as — TOPOS, CHRONOS, COLOURs etc. because our long-term experience resonates with the
experience and following motivation of this FORFEST festival: Artists have their responsibility to
release into the public space something what is thoughtful, some OPUS, if you want it with traditional
term, not only sketched tests of software, what is very often, unfortunately.

I mean that it is yet other interesting connection between EA and spirituality. EA music could be
formed fully from the beginning, from the micro level, a composer could create many space
perspectives and depth of spaces. He can compose many level of density of material and construct
very well the illusion or symbols of the ladder (lader/zebfik) of materiality/ideality or densities of veils
(in a traditional philosophical term). He can make increase, intensify the performer playing capacity, its
speed, velocity, force, energy... or he can make much bigger difference in dynamics. Shortly said:

He has in his hands, recently, a powerful instrument how to affect people in direct energetic way, not
only by his ideas. For this reason, the responsibility of EA composer is much higher than before. He
could to be more ecological in the general sense of this word.

Some observation: We could see in the personal history of some composers that they started for ex.
with noise compositions or with aggressive and dissonant contrast structuring, but during the time,
themselves stay more friendly to their body, health, themselves, they start to more thinking about what
they really do to themselves and to listeners too.

Now to the special presentation, | chose some works with spiritual aspects in many ways of
grasping.

First composition is MYSTIC GARDEN by PETRA BACHRATA, 2007.

Petra Bachrata is a neurologist and composer of Slovakian origin, working and living in Portugal. She
is born in 1975. She has a similar style to her former husband Joao Pedro Oliveira, also well known
composer of EA especially mixed music.

We have in our competition two categories: pure EA and category of mixed music (live part —
instruments, voices) and electronic part, the live performing of instrumental or vocal part should be
obligatory.

Petra Bachrata with this composition has a finalist in the category for instruments and EA. Mystic
Garden is a composition for accordion, piano and EA, written in 2007, composed for the ensemble Trio
Neue Musik.

“Mystic” in this composition means some kind of impression of transcendent holistic beauty of morning
nature. She wrote a poetic commentary to this composition:

“Early morning walking in a beautiful garden, gentle mist in the air, sun shining the light, shimmering in
the first rays of sun, still echo of rainbow, perfumes of flowers, fresh grass, birds waking up... perfect
garden with its secrets, stories and mysteries”.

Second presentation: BARDO by RICHARD MULLER, 2008
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Richard Muller was born in 1975, he absolved the Film School in Pisek, after the Film Academy in
Prague. He composes music for film.

His composition BARDO was inspired by the Tibatian Bardo Thsdol. He used material of voices,
breath, guitar, segments of compositions and noises. He used very often reversions, you know it is
often used by composers as a symbol of something wrong, strange, from the other world.

The third presentation: | NAD VITR JSEM MARNEJSi/l AM MORE VAIN THAN WIND by MICHAL
RATAJ, 2009

He was born in 1975, studied musicology and composition in Prague, following many courses and
stages abroad. Since the year 2000 he works in radio, especially in radio art. He is a well established
EAM composer, author of stage and film music (for example from the last time Ceské stoleti — The
Czech Century).

His composition is for fipple flute, stones, breath and E. The idea inspiration came from the work of
Baroque Jesuit Bedfich Bridel, his most known poetic work What God, What Man? from the 1659:

We can find there a text (only in my provisional translation): “More than flying feather more than wind, |
am vain, more than dust | am unstable. | am arrogant foam. During the happiness | am treacherous,
but after, if it changes, if the happiness is missing, | am some of the worst...” And it continues by this
way...

Michal Rataj wrote some interesting observation that our breath indicates truthfully our real emotional
state.

The fourth presentation: LA PART DES ANGES by ROBERT NORMANDEAU, 2012

Robert Normandeau belongs to the well known Canadian composers. Born in 1955, he is a pupil of
Francis Dhomont. He teaches EA composition at the University in Montreal. He has received many
international prizes, also in Musica nova competition.

He like to compose in the style of acousmatics. What is it acousmatics? The acousmatics as a term
has its origin in the Phytagoreism. It accents the importance of concentrated listening to master
(Phytagoras hidden after the screen). WHAT HE SAID precisely, what the pupil need to keep in mind.
The new sense of this term in EA music is not only the importance of listening, but also the ability to
narrate with music the stories (Cinema for Ears) and compose the music in many space perspectives.
The composition LA PART DES ANGES relates to two meanings 1. It is a metaphor about the process
of maturation of wine. Because the sound when the wine matures in the barrels, bubbles are
whispering, remind a few the “whispering of angels”. 2. is a similarity to the voices of human choir. And
the composer plays with this similarities.

The final excerption:

BLAGOSLAVESTENJE/ANNUNCIATION by ROBERT SAZDOV, 2014

Robert Sazdov is a Macedonian author living in Australia. He very often draws his inspiration in the
folklore or spirituality especially St. Maria tradition of Macedonia.

This composition makes a third part of the composition Bogorodica/Deva/Blagovestenje which is
connected to the important Mariana rituals in Macedonia. Hi uses traditional instrumental colours,
rhythms and Byzantine vocal motives.

Thank you for your attention.
Ld 23.6.2015

The Future of Contemporary Religious Music

Prof.Matthias Drude /Germany/— composer, Hochschule fiir Kirchenmusik Dresden

Let me start by highlighting the present: In December 2014 presumably more than 5.000 visitors
experienced J. S. Bach's Christmas Oratorio in several sold out performances in both Kreuzkirche and

Frauenkirche, the two largest Lutheran churches in Dresden. On the other hand, a concert of
contemporary organ music in Dresden attracts an audience of maybe 20 on average. Will
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contemporary religious music - as music in connection with the Christian God - or contemporary music
in other spiritual orientation always be an exception, unnoticed by the vast majority of the general
public? This question as well as the question of the stylistic development are both to be asked in the
context and cannot be separated.

1. Regarding Style

We live in a time of stylistic pluralism. The reasons for that are the crisis of the avant-garde, an active
dialog between cultures and religions, which adds to the still existing national traditions, and the still
growing importance of the ,crossover® field, the music between contemporary classical and popular
music. | do not expect that there will be a unified style of composing in the future. Neither do | see an
end to the pluralism of style, their standards and the spiritual orientations. If some trends turn out to be
more important than others, that certainly will have reasons outside the musical quality, more to do
with social and economic interests. However, | do hope that the awareness of the spiritual dimension
of any music will increase and leave stylistic tracks - not just regarding religious music.

2. Regarding Public Response

There are many factors on which the public response to contemporary religious music depends:

- Does religious music reach people even without religious or ecclesiastical links? There are two
factors connected to this question: firstly the state of musical education in general, e. g. in schools,
and secondly the spiritual needs. The awareness that our singleminded mentality - focussed on
economic progress and power, which exploits the ever decreasing resources regardless of the climate,
soil, air, water and fellow creatures - will only aggravate our problems in the future, is at least partially
growing in the industrial nations. And with that there are more questions being asked regarding
alternative life-styles and spirituality. Our culture and religion are both part of these “values®, which can
open eyes and ears to the question of the meaning of our life and sustainable concepts for the future,
which will serve a peaceful coexisting of all nations and the relation of humans and nature.

- Will the public funding of culture carry on, which offers public performances of works which wouldn't
otherwise be heard in the free market? Regarding this there is the fear that due to the planned TTIP
(Transatlantic Trade and Investment Partnership) between the EU and the USA the high standard of
the public funding could be at risk and at least parts of culture will have to obey the laws of the market.
Avant-garde music for professional musicians would then be nearly impossible, as orchestras and
ensembles would be forced to play repertoire with high public appeal and in front of a full house for
economic reasons. Composers then would have to decide whether to compose exclusively for
amateurs (e. g. church choirs) or try and realise their more complex works on a computer.
Contemporary music would then be more likely to be found on YouTube - probably without the
adequate royalties - and not in churches or concert halls. The enjoyment of music would then be a
very private affair, happening at home with headphones and not carried by public interest. A public
discussion about contemporary composing would not exist except for some masterclasses or specific
festivals. The pluralism - which by itself is not a bad thing - would increase even more, especially the
dilettante aspect and aesthetic arbitrariness of it. Which also is due to the fact that the threshold of
becoming a composer is ever decreasing thanks to cheap and professional software. And to make a
living from composing isn't possible anymore in either case, whether one is an amateur or a
professional.

A further problem of contemporary and future funding of culture are the europe-wide low interest rates
on the capital market. Because of smaller incomes private foundations are not as able to be a
supporter of the arts compared to the public funding, which also is ever decreasing.

All of those factors can be summarised as follows: Even though the number of members of the
christian churches is declining there will still be a need for spirituality and correspondent music. The
newly composed music with spiritual orientation, however, has to compete with the established
repertoire of ages past, with the other modern music and of course popular music. The conditions for
the public funding of culture is getting more and more difficult, at least in Germany.

3. Consequences

So how can one reach at least a part of those who listen to Bach's Christmas Oratorio yearly, but
would never go to an organ recital of just contemporary music?

One solution beyond the crossover projects is a conceptual meaningful encounter of traditional and
contemporary music in church, supported by appropriate commentary. Both old and new music benefit
from the confrontation: In referring to the tradition or even quoting a specific work of the past, the
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newly composed work will be easier for the listener to understand, and more so than in some of the
usual premieres. On the other hand the old music seems much more direct in the encounter with the
new music - not just as a historical document of ages past, but as living music, which concerns us.

| want to introduce you to one such project of mine. The poet Carola Moosbach has written and
published a “poetic commentary” to every church cantata by Johann Sebastian Bach. | have agreed
with her that the texts are open to be set to music. Other composers are also invited. Performances of
these new works in service or concert should always incorporate the corresponding Bach cantata. To
limit expenses with orchestra and soloists, the instrumentations of the commentaries should not
exceed the original Bach instrumentations. The Bach cantatas are enriched with further theological
and musical meaning by the poetic commentary. And also this precise references in text and music
ease the access to Bach and the newly composed works. It is a win-win situation.

This project already showed a positive reaction with church musicians and choral conductors, as well
as other composers. Five other composers beside myself from different parts of Germany have set
one or more of these commentaries to music. | have written eleven of these compositions, including
the six cantata movements with words by Carola Moosbach for the Christmas Oratorio by Bach. The
future will tell whether conductors and organisers of concerts in the big concert churches of Germany
are willing to combine Bach and contemporary music.

Let us listen to my six-minute-long cantata movement ,Dream of Mary“ with words by Carola
Moosbach for the third cantata of Bach's Christmas Oratorio. The musical material of the opening
movement has left its tracks in my composition, as you will surely notice. We will hear a live recording
of the premiere in Dresden on December 16th, 2014. The choir of the University of Church Music and
the Sinfonietta Dresden are conducted by Stephan Lennig.

Moznosti vyuziti polytempovych relaci v soudobé artificialni hudbé
The possibilities of using of poly-tempo relations in contemporary artificial music

Prof. FrantiSek Gregor Emmert /CZ/ - composer, Janacek Academy of Music and Performing Arts
Brno

S Uvodnim slovem PhDr. Vojtécha Dlaska
Uvod

Toto je uplny text Emmertovy pfednasky o polytempu proslovené pfi jeho prvnim pokusu o ziskani
profesury 20. 1. 2006. Profesuru tehdy Emmert neobdrzel, text pfednasky byl na JAMU shledan pfilis
odbornym a Emmert byl o rok pozdéji osloven o text novy, obecnégjsi, tykajici se jeho skladatelsko-
pedagogickych reflexi. Tento prvni text pfedstavuje vSak pravé ve své odbornosti vzacny hudebné-
teoreticky manifest Emmertovy kompoziéni techniky, ktera by bez néj zlstala hudebnim teoretikim
skryta pouze do vlastnich kompozic. Emmert se pohyboval v okruhu autorll, ktefi se v Brné na
prelomu 60. a 70. let vyrazné hudebné-teoreticky projevili: jmenujme Jana Kapra, Miloslava IStvana,
Aloise Piflose anebo Ctirada Kohoutka. Emmert potfebu hudebné-teoretické reflexe svych skladeb
nepocitoval, ba mohu dosvéd¢it, Ze z jeho vyjadfeni i ze vzpominek jeho kolegli na JAMU vyplyvalo,
Ze se vyzvam k praci na hudebné-teoretickych dilech dosti usilovné branil. Jeho naturel mu velel spiSe
komponovat hudbu neZ tvofit hudebni teorie. Pfesto bude jeho hudebné-teoretické dilo v pfistich
letech tfeba podchytit, nebot &ita nékolik velmi zajimavych titulG: pfedevSim se jedna o dvoudilné
Poznamky k instrumentaci, které vydala JAMU jako skripta a jez kromé ryze praktickych pokynu
obsahuji i mnohou osobitou zkusenost s nastroji, zkusenost symfonika a mistra svého oboru.

Nasledujici text je podle mé vrcholem Emmertova hudebné-teoretického snazeni. Neni psan se
soustavnosti védce, odstavec od odstavce se liSi jak intenzitou, tak zacilenim a stylem. Text se rovnéz
vyznacuje nahlymi odbocenimi do oblasti osobnich vzpominek, zkuSenosti, nazord, ba obsahuje
vyrazivo v exaktnich teoriich nepouzivané, mnohdy naznacujici neustalou pfitomnost holanovské ryzi
transcendentaly, kterou Emmert v celém svém zralém dile nasledoval. Text byl také vytvofen pro
pfednadeni a autor v ném mnohé mysSlenky rozvadél pfimo pfi ném, zatimco v textu jsou leckdy
feSeny jako hesla, zkratkovité. Proto bylo také tfeba, aby text pro3el revizi a jazykovou upravou. Snad
jedinym momentem, ktery pro pfijemce ochotného porozumét skladatel v textu pfimo nevysvétlil, je
termin ,nasledné polytempo®. Jim Emmert rozumél polytempo horizontalni, tedy polytempo, které se
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vyrazové snad blizi tradiCnim zménam tempa v partitufe. Tyto zmény v3ak nahlizeny prizmatem
polytempovosti mohou opét pfindSet nové vyrazové vyslednice. Jinak Emmert fika vSe potfebné:
davody, které jej k polytempu pfivedly, zplsoby, jakym je realizoval, a k tomu vSemu pfidava
zkuSenost tak té&Zko zachytitelnych véci, jakymi jsou motivace a vnitfni slySeni, na nichZz podstatnou
¢ast svého dila zalozil.

V Brné 21. 6. 2015 Vojtéch Dlask

FrantiSek Emmert - Moznosti vyuziti polytempovych relaci v soudobé artificialni hudbé

Polytempo, jak je vidim a pouzZivam v kompozici, je jednou z moZnych reakci na pfevratné zmény
v oblastech rytmicko-formovych, také ténovych, predevSim vSak v oblastech Casoprostorovych.
Usuzuji, Ze nové pojeti Easoprostoru odstartovala elektronicka hudba, racionalisté padesatych let
a aleatorika. Nové pojeti Casoprostoru, které umoznilo vznik polytempa, je natolik objevné, ze
umocriuje kompozici az po nase dny. (I kdyz polytempo, jak je dnes vnimame, je nového data, jeho
kofeny sahaji k pocatkim evropské hudebni kultury. Mistfi minulosti nam svymi polymetrickymi
a isoritmickyrni principy predkladaji dimyslnou a odvaznou vynalézavost. Vzorem nam mohou byt
jejich matematické kombinace v Ars nova nebo Josquinovo proslulé Agnus Dei Il probihajici ve tfech
tempech zarovehn.) V souasnosti vyZadovala realizace Casoprostoru pfedevsim zruSeni taktové
hranice a vnitfniho uspofadani taktu. Usili téchto zasahi bylo vedeno snahou o povySeni
reformovaného taktu k novym zplGsobim vyuziti.

Zapis polytempa

Cista podoba zapisu je pro interprety nejpfijatelngjsi. Jde o b&zny zapis bez zavislosti na pomocnych
ligaturach. Tempovou relaci v takovémto zapise jednotlivych proudd Fidi dirigent, popfipadé dva
dirigenti nebo svételné taktovaCe. Metronomické udaje je tfeba pfevést do proporéni miry toku
astronomického €asu, a to zejména do rastrového notového zaznamu. Notace podobné té, se kterou
pfiSel jako prvni skladatel Ton de Leeuw, pouzivali napfiklad esti skladatelé Miloslav Kabela¢ (od
6. symfonie) a Jan Kapr (8. symfonie ,Manesdv orloj“). V praxi to znamena: vybrat pro uc€astniky
polytempovych relaci takové metronomické udaje, které by bylo mozno beze zbytku vtésnat do
metrické miry dil¢iho Casoprostoru. Napf. ¢asova délka jedné stranky partitury, ktera méfi 24 cm,
pfijme Udaje v tempech MM 130 = 20 pulst, MM 104 = 16 pulsu, MM 78 = 12 pulsu, pfi¢emz ¢asovy
Udaj je v tomto pfipadé pro 24 cm jedné stranky 9,2307692 sekund. Uvedené MM udaje jsou v
poméru 5 : 4 : 3. Metricka délka jedné ¢&tvrtky MM 130 je 1,2 cm, MM 104 je 1,5 cm, MM 78 je 2 cm.
(Samozfejmé, Ze jedna stranka partitury mize mit i jiné uzaviraci délky, napf. 10 sekund pro MM 168,
132 a 108.) Souhlasnych moznosti je velmi mnoho.

Pro vlastni zapis polytempa je dobré si pfipravit nakres obrazce a pudorysu. Zakladni mirou pro
zaznam polytempovych aktivit je obrazec. Jde o pevny a neménny ¢asovy utvar, jehoZ hranice vstupu
a ukond&eni vymezuiji prostor pro uzavieny polytempovy pohyb. Casovy rozsah se oby&ejné graficky
kryje se strankou partitury, nebo obsahne obé stranky — levou i pravou — s tim, ze v grafickém prostoru
na konci pravé stranky mazeme vytvofit uzlové spojeni v§ech Ucastnikd polytemp a na dalsi strance je
znovu otevfit. Polytempa v MM, ktera jsou svymi hodnotami blizko sebe, napf. 63 a 69, se setkavaji ve
spoleéném uzlu az po relativné delSi dobé a jejich aktivita se uskutecriuje v nékolika takto vymezenych
obrazcich. Ve svych polytempovych kompozicich jsem udélal s uzitim polytemp s blizkymi MM
hodnotami velmi dobrou zkudenost ve smyslu novosti vyrazu.

Malé shrnuti: Jestlize chceme v polytempu zvladnout celou hudebni vétu, kdy se tempa nékolikrat
spojuji v jednom uzlovém bodé, je nutné elementarni technikou fadit obrazce za sebou. (AZ mnohem
pozdéji, vlastné v souasné dobé, jsem se pokusil o kombinaci obrazct, z nichz kazdy obsahoval —
v disledku jiné motivace — odlisné kombinace MM.) S ohledem na interprety jsem fadil pulsy MM pro
kazdého ucastnika zvlast do neutralniho Etyfdobého taktu. Uzity rastrovy zplsob zapisu je provadén
vertikalnimi svislicemi. Prvni doba neutralniho, spiSe orienta¢niho taktu, je na misté svislice. Teprve
v mistech uzll, kde se hodnoty MM vSech ucastnik(l spojuji v jednom bodé, je souvisla Cara —
obycejné v bodé uzavirani obrazce.

Pudorys

Pddorys, ktery je dalSi pfipravovanou soucasti polytempové kompozice, ma motivaéni funkci. Pldorys
je synchronni s polytempovymi relacemi G¢astniki a podava informaci o hudebnich udalostech. Jeho
posunem na jina mista kompozice Ize svobodné pfenaset i udalosti v ném vznikajici a zarovern lze na
jeho pevném zaznamu vystavét i zcela odliSné vyznamy. Obycejné je jeho zaznam provadén v nizsich
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intonacnich polohach, i kdyz vyznamné postihuje vyssi vrstvy. Pfi horizontalnim posunu pldorysu
muZze nastat totalni pfeména, az pfehodnoceni vyznama.

Jsme-li pod tlakem materialu, kdy poznavame, Ze tudy cesta nevede dal nebo také Ze materidl
neposkytuje zaruku nosnosti formy, ale pfedevSim neposkytuje oporu pro vystavbu myslenek — nebo
ze jde uz o vycCerpany nebo naopak jesté nedozraly princip, mize se stat, Ze se naslouchanim objevi
néco necekaného a spasného. PFi vzdorovani se postupné hlasi cosi neznamého a krasného. Z
Jlaku“ se vynofi oCisténa ténova skupenstvi. Zaroven pfijde poznani, jaka vyzaduji zachazeni;
nastoupi Uzas nad neustalym vybizenim k téonové Cistoté. Znéni objevovaného vzbudi touhu po trvani,
touhu ,rozestfenou v éase” jako barvu ve $tétci malife, ktery ji rozestira prostorem. Uginek je tak silny,
Ze se razem zavrhne v8e, co bylo. Postupné vykrystalizuji Cista ténova skupenstvi (toto plati pro
oratorium Stabat Mater a pro 5. smyccovy kvartet).

Pfi jednom rozjimavém tichu mé oslovilo prolinani s kombinacemi temp v pp. V okamziku, kdy jsem
nakreslil prvni obrazec s vybranymi tempy 110 : 90 : 70 : 50, uzasl jsem, co v3e je tento Casoprostor s
to obsahnout a vyjadfit. Jiz pfedtim jsem mél sklon psat prolinajici se linie tak, aby jedna v jiném rytmu
v malém ténovém ambitu obchazela druhou. (Milo$ IStvan mi jednou ukazoval ve své violoncellové
sonaté z roku 1970 ,...tohle jsem se naucil od tebe.“) Zjistil jsem zaroven, Ze polytempo vyzaduje
velkou pedlivost, pracovni soustfedéni, vnimavost a inspiracni naslouchani. Vlastni pracovni postup
predpoklada vypracovani pracovni skizzi tak, aby byla schopna podavat nejpfesnéjsi udaje o vnitfnim
pohybu pulst Uc¢astnikll v obrazci, a to nejen v zakladnich ¢tvrtovych hodnotach, ale i v ,drobnych
hodnotach®, kdy se mohou prolinat napf. trioly = 110 proti Sestnactinam = 90 (pomér stejnych hodnot
zde bude MM 330 : 360). Je sice pravda, Ze polytempové kompozice mohou v detailech vyznivat pfi
kazdém provedeni odliSné, jako je tomu pfi aleatorice, avSak zapis v partitufe musi byt naprosto
pfesny a jednoznacny, aby mohlo byt dosaZzeno uméleckého idealu.

Spektralni rytmy

Timto terminem oznaluji prolinajici se, v rGznych tempech pfesné diferencované sledy drobnych
rytmickych hodnot. Prolinani kvalitativné nasobi skutenost, ?e kazdy z&kladni C&tvrtovy puls —
UCastnik polytempového déni — nastupuje v jiném (nestfezeném) okamziku. Urcit tyto okamziky
vzdalovani se a pfiblizovani zakladnich pulsii mezi sebou zprehledriuje v obrazci ,pulsova sit*. Ta
zaroven Kklasifikuje vnitfni usporfadani a pfispiva k procisténi tdnové vyslednice. Podava informaci o
frekvenéni hustoté a pomaha koordinovat prostorovy rozptyl drobnych rytmi. Zaroveri umoziuje
strettové prolinani obrazcu. Praxe mlze byt nasledujici: v druhé vété mé Sedmé symfonie (partitura
strany 40-41 a 45-46) nastava situace, kde se stfetavaji proudy drev, Zestl a smycécl v tempovych
pomérech 168 : 132 : 108, pficemz rytmicky puls dfev a Zestl probiha v triolach a rytmicky puls
smyccu v kvartolach. Vyslednice redlnych rytmickych vztah( Ize tedy vyjadfit pomérem 504 : 396 :
432. V tomto okamziku je vSak z pracovnich divodd lhostejno, o jaké rytmické hodnoty jde. Dbame
pouze na to, aby nedochazelo ke zdvojenym hodnotam nékterych ucastniku.

Harmonie - harmonickd nastavba, spektra, novotvary. Harmonie obohacena, harmonie
diatonické modality.

Harmonie je kralovna hudebnich kategorii. Harmonie a jeji kombinacni sloZky maji v polytempu
vyznamné postaveni. At je tam pocet linearnich uc¢astnikl jakykoliv, vSichni se podileji na jedné
harmonicko-kombinaéni linii a odvijeji se z ni. Polytempové linie, které i pfes mimoharmonické
melodické tény harmonii respektuji, zné&ji vzdy ténové vyvazené. OsvédCilo se mi, Ze pro operace
s harmonii je nejvhodnéjsi ucast tfi harmonicky samostatnych proudd. Termin proud pouzivam proto,
aby bylo vyjadfeno harmonické smérovani k vyhranénym cilim. Cile jednotlivych proudd mohou byt
dosahovany zvlast, nezavisle na sob&, anebo mohou byt spoleéné a stavaji se tak harmonickymi uzly,
v nichZz se harmonicky tok vyznamové pfehodnocuje. Z uzll harmonickych proudd se mohou dale
odvijet harmonické horizontalni i vertikalni pralomy, nové uderné sily, modulace, gradacni stupnovani,
harmonické vyprchavani, sestupy do nizin apod. Harmonické proudy mohou byt kanonické
(harmonicky kanon v polytempu) anebo proudy harmonicky zcela samostatné. Harmonickou
samostatnost tfi proudd jsem si ovéfil v 7. symfonii. Princip samostatnosti je dan pomérné
jednoduchou harmonickou osou, ktera pfijima dalSi tébnové-harmonické mnoziny, aniz ztratila svou
identitu. Moznosti prace s harmonii jako takovou jsou nekonecné. Polytempova harmonicka modulace
v 7. symfonii ve treti vété se mezi proudem dvou obrazci nad sebou odpoutava od melodicko-
harmonické motivace pfes spektralni harmonie az k vrcholu na kvartsextakordu b moll. Modulaéni
pasmo je ujednocovano protinajicim spoleCnym akordem pro obé& pasma nad sebou — ovSem
zplsobem jinym, nez bylo dfive uvedeno.

Dynamika je dllezitou umeéleckou funkci. V Zzadném pfipadé to neni jen neutraini odstupfiovany prvek,
nybrz jde o kategorii primarné vyrazovou a také formotvornou. Velkych ucinkd dosahuje v jemnych
dynamickych niZinach, zejména za ucasti polydynamiky. Oznaceni polydynamického vinéni ve vSech
hlasech odlidn&, kdy pfesto Zadny hlas nevynika, znadime pod osnovou zdznamem souhrnného
dynamického rozsahu, napf. p. Vyznacenim dynamické roviny jsou vymezeny hranice pro crescenda
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a decrescenda. V hudebni praxi se nékteré hlasy nebo tony mohou jemné zddraznit. Dynamické
zrovnopravnéni vSech Gc€astnikd v polytempu pfinasi novou kvalitu zvuku. Znamena to: vSechny hlasy
hraji ve stejné dynamické roving&, zadny z nich se nevynofuje — zejména v pp je tento jev duchovné
velmi silny a obsazny — tzv. ,mlhovina®. V ,mlhoviné“ dochazi k rytmem nepostiznému vnitfnimu
pohybu. Jako asistent jsem napsal v roce 1969 malou studii o hudebni dynamice. Pro urCitési

vystizeni dynamiky jsem zacal pouzivat znaceni:

+- +- +- +- atd.
pp P mp mf

V praxi se ukazalo, Ze toto znaceni je akceptovatelné.

Vazané a tematické polytempo

Vedle Cistého polytempa existuje jesté tzv. vazané polytempo, kdy jsou ucastnici zapsani do partitury
do jednoho tempa pomoci ligaturované notace. V praxi to znamena najit pro ucastniky vhodné
jednotici tempo. Leckdy se stava, Ze je ale zcela odlisné od temp uUcastnikl. Vzhledem k dynamismu
kompozice neni mozné setrvavat v jednom jednoticim tempovém zapise. Je proto nutné uvést
zapisové tempo do souladu s vyvojem tektoniky, zejména kdyz se polytempové relace proménuiji.
Obrazce polytempovych relaci je tfeba podlozit obrazci jednoticiho tempa a postupné hledat
nejvhodné;jsi shody rytmického pulsu.

Ovsem ve vétSiné prostoru kompozice dochazi k mensim ¢&i vétSim deformacim vychoziho idealu. Ve
vazaném polytempu jsem v letech 1983-1985 zkomponoval 9. symfonii ,Cor Jesu®. Ta je psana
dasledné ve vazaném polytempu vypsaném pomoci ligatur do jediného tempa. Symfonie je napsana
v post-systému postmoderny s ddrazem na vzajemné vztahy kinetickych heterofonii a jejich
kombinaci. 10. symfonie je komponovana v disledném a pfesném tematickém polytempu. Tematické
polytempo je forma nadstavby polytempovych relaci v obrazci. Tematismus vznika slu¢ovanim
Ucastnikda v pevny, neménny utvar, se kterym je dale polytempové pracovano pfepisem do jednoticiho
tempa. Obé symfonie, 9. a 710., jsou vypracovany naprosto invenéné na zakladé vnitfniho slySeni a
naslouchani. V harmoniich jde o nové prvotvary a Cisté harmonie. Ve vyhledech polytempovych relaci
se mohou jesté dale vyvijet vSechny zde zminéné typy. Po dvanacti letech, v roce 2001, jsem se
inspiraci ,vidéni svéta skrze slzy“. Toto se tyka 21. symfonie ,Pieta“ konkrétné treti véty.

Ve 23. symfonii ,V&&ny Jeruzalém®a v komornim oratoriu ,Nec ego te condemnabo® (Jan 8,2-1) jsem
si ovéfoval dalsi moznosti kombinaci orchestralnich pasem o vétSim poctu u€astnikl: a) ve vétSich
Casoprostorovych Usecich b) na pomérné ¢astém stfidani ploch riznych polytemp c) jen v kombinaci
utrzkd polytemp.

Vyhledy polytempovych relaci vSak nejdou jen touto cestou (at uz jakéhokoliv) expresivniho
zmnozovani, jsou také smérem polytempového komorniho zjemnovani. Redukce muze mit jen dva
hlasy (napf. v blizké hodnoté MM) nebo muze jit o jeden hlas propracovany formou nasledného
polytempa. Z pohledll do partitur nejmladsi skladatelské generace vidim princip navratd k vazanym
neukoncéenym polytempovym frazim, které vypadaji jako naporové spoje rytma.

Jak jsem zminil v ivodu pfednasky: polytempa, pfedevS§im svym vyhranénym ténovym skupenstvim
a pismem nezachytitelnym rytmickym pohybem, budou mit jesté v budoucnu co fici.

Budoucnost uz uplynula. Nékolik uvah o minulosti, pfitomnosti a budoucnosti hudby
The future has already passed. A few remarks on history, presence and future of music.

PhDr. Martin Flasar, Ph.D. /CZ/, Ustav hudebni védy FF MU, Brno / Institut of Musicology, MU Brno

Uvod

Déjiny hudby 20. stoleti jsou plné pfikladi obsesi budoucnosti na ukor pfitomnosti. Jakoby
budoucnost propujéovala legitimitu hudebnimu mysSleni pfitomnosti. Tyto €asy jsou uz nastésti
minulosti. Italsti Futuristé, Arnold Schénberg, John Cage a dalSi se stali exponaty ve vystavce
predpovédi vyvoje hudby a dnes vice nez kdy jindy ndm pfipominaji, Ze jedina danost v hudbg je jeji
minulost. Ta se mize i nemusi stat zdrojem tvorby souéasnosti, zatimco budoucnost je pouhou
projekci naSich pfedstav a pfani.
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V jedné ze svych poslednich praci jsem uvedl smélou tezi, Ze nejsoudobéjSi hudbou je
pravdépodobné stara hudba. Nemam v umyslu sledovat celou argumentaci pouzitou v onom
prispévku, ale co mi pfipada inspirativni pro dnesni zamysleni je vztah soudobé hudby k riznym
historickym epocham.

Podle mého nazoru Ize v soudobé hudbé rozlisit tfi hlavni kategorie na zakladé jejich vztah(i k hudbé
raznych historickych obdobi:

1. Utopicky pristup: soudoba hudba jako hudba budoucnosti.
2. Realisticky pfristup: soudoba hudba jako soudoba hudba.
3. Nostalgicky pfristup: soudobahudba jako stara hudba.

1. Soudoba hudba jako hudba budoucnosti

Tento pfistup byl typicky pro vSechny avantgardy 20. stoleti, ktery pfedpoklada, Zze soucasnost
znamena zacatek budoucnosti. Bylo pfiznacné, ze se avantgardy citily opravnény jednat ve jménu
budoucnosti. Ale za jakych okolnosti mize néco jesté neexistujiciho legitimizovat sou€asné umeéni?

Jako dobfe znamy pfiklad Ize uvést pojeti dodekafonie u Arnolda Schonberga. Pomineme-li fakt, ze
Schonberga Ize jen stézi povazovat za vynalezce pouziti fadové techniky v hudbé, jeho proroctvi
ohledné dopadu jeho "objevu", se ukazalo jako nepravdivé. Jak sdélil svému zaku Josefu Ruferovi
vroce 1921, vynalezem dodekafonie ma byt zajist€éna prevaha némecké hudby pro dalSich sto
let.**Coz mimochodem znamena, Ze nam dnes do konce tohoto obdobi zbyva jesté Sest let.

Navzdory Schénbergovu vyznamu v historii hudby Ize toto tvrzeni povaZovat za arogantni a
kratkozraké. Navicvyvolava znepokojivé otazky: pro¢ by mél skladatel usilovat o jakoukoliv formu
"nadfazenosti" v hudbé nebo pro¢ by némecka hudba méla dominovat ostatnim hudebnim kulturam?
Nejsou Schonbergovy postoje motivovany spise politicky nez umélecky?

Kazdasoudoba hudba, ktera hleda svou legitimituskrze budoucnost, by méla byt nahlizena jako
vysoce podeziela, protoze se opira spiSe o viru spiSe nez o rozum. Neexistuje Zadna logicka nutnost
budoucihovyvoje. Kdyz Schénberg argumentuje budoucnosti hudby, chova se prekvapivé iracionalné.

2. Soudoba hudba jako soudoba hudba

Co tedy oznacuje pojem soudoba hudba? EdgardVarese pfi poslechu nové zkomponované skladby
lanniseXenakiseMetastaseis (1953-1954) uved|, ze ,toto je hudba nasi doby".87 Upfimné Fe€eno tento
verdikt stale zGstava ponékud tajemny. Znamena totéz jako napfiklad Teatro alla modaBenedetta
Marcella? Je to hudba, ktera vyjadfuje obecny vkus své doby? Samozfejmé, Ze ne. Varése zde hovofri
spiSe o hudbé, ktera odrazi zkuSenost Clovéka Zijiciho v padesatych letech, tedy v povalecné
Evropé, uprostfed studené valky a technologickych zavodd. Hudba lanniseXenakise je odvozena z
geometrie a mluvi jazykem technologii, aCkoliv vyuZiva obsazeni velkého orchestru. Jeho zvukovost
tihne k hluku vyjadfenému hudebnimi prostfedky. S ohledem na pobufujici premiéru na
DonaueschingerMusiktagen v roce 1955, je zcela ziejmé, Zze Xenakisova hudba se neprotnula s
vkusemdokonce ani specializovaného publika.

Ponékud prekvapivéexistuji ¢etné diikazy o skandalnich hudebnich premiérach 20. stoleti, kdy divaci
nepfijali novou hudbu jako soudobou. Publikum Casto oCekava, ze nova hudba bude starsi, nez
nakonec je. Mozna je to zplsobeno skuteénosti, Ze publikum oéekava inovaci v ramci stavajicich
estetickych a formalnich norem. Ale opravdu velci skladatelé pfinaseji kompletni zménu estetickych
pozic, forem a vyrazovych prostfedkd.

3. Soudoba hudba jako stara hudba

Stara hudba nebo také historicka hudba byla ,vynalezena“ v roce 1829, kdy Felix Mendelssohn-
Bartholdy provedl MatouSovy paSije od J. S. Bacha v berlinskéSing-Akademie. Tento pocin byl
dalezitymdokladem zmény vkusu, ktera spocCivala v povysSeni staré hudby na uroven
hudbysoudobé. Od tohoto okamziku se objem staré hudby existujici vedle soudobé hudby zacal
zvolna nafukovat. Pozornost umeélct i publika 19. stoleti byla¢im dal vice pfitahovananejen novou

8sSrov. RUFER, Josef. Das Werk Arnold Schdnbergs. Kassel 1959, s. 26.
8’DELALANDE, Frangois. EntretiensavecXenakis: ,lIfautétreconstammentunimmigré”. Paris:
INA-Buchet/Chastel, PierreZechéditeur, 1997, s. 56.
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hudbousméfujici do budoucnosti, ale také novymi objevy, které sahaly stale hloubégji do hudebni
historie.

Stravinskij evidentné uzival barokni hudebni reminiscence, jeho kritici byli méné shovivavy. Theodor
Adorno, ktery pouzil vesvé Filozofii Nové hudby termin ,hudba o hudbé“,piSe o Stravinském, ze
znasilfiuje hudbu nasich otcl. Kritizuje ho pfedevsim za to, Ze je servilni v(ici autoritdm staré hudby.88
“Neoclassicism? A  huskof style? Culturedpearls? Well, whichofustodayis not a
highlyconditionedoyster?”BQ, poznamenal na toto téma Stravinskij.
Pozdéji dodal: “Pulcinellawas my discoveryofthe past, theepiphanythroughwhichthewholeof my
lateworkbecamepossible. ltwas a backwardlookofcourse — thefirstof many love affairs in
thatdirection — but itwas a look in themirrortoo.”®

Timto ¢inem Stravinskij v zadném smyslu nezradil sv(j radikalni postoj uprostfed prvni avantgardy.
Naopak prokazal svou velkorysost a originalitu ve volbé staré hudby jako materialu k apropriaci.
Touto volbou Stravinskij zfejmeé pFedstihl svou dobu a sou€asniky o vice nez &tyficet let. Jeho vzdani
se originality bylo ve své dobé& velmi originalni.

Treti, vyslovné historizujici moment v hudbé 20. stoleti byl vynélez polystylové hudby postulované v
roce 1971 Alfredem Schnittkem. Jeho pfistup byl Uzce spjat s rodicim se postmodernismem
predstavujicim navrat k historickym hodnotam, vcetné idiomd staré hudby. Zaroven artikuloval
pluralitu jako novou hodnotu obsaZenou v pojmech, jako jsou multimédia, multikulturalismus atd.

4. Odsouzeni k minulosti: zavére€né poznamky

Postmodernismus (ve kterém pravdépodobné stale jeSté zijeme) zahrnuje relativitu pokroku a linearity
¢asu. Z hlediska nasi pfitomnosti se zd4, Ze budoucnost jiz uplynula. PFi¢ina tohoto zjisténi mize byt
dvoji.

Za prvé, stara hudba se stala oblasti oéekavanych objevu blizké budoucnosti (tj. nové objevenych
hudebnich pramen(, novych interpretaci, oziveni specialnich technik hry apod.).

Za druhé, koncept Nového se stal v prabéhu druhé poloviny 20. stoleti zastaralym a omselym.
Stézi najdeme néco vice obtézujiciho a nudného nez imperativ Nového. Diktatura Nového byla
Stravinskym jednodu$e nahrazena za svobodu Starého. Mozna to byl on, kdo jako jeden z prvnich
rozpoznal dulezitost tviréi svobody, kteranemulze byt v zadném pfipadé nahrazena imperativem
Nového.

Nase souc€asna hudba nezije z budoucnosti. Budoucnost uzuplynula. Projektovani budoucnosti patfi
avantgardam minulosti. Ohlizime se zpét do historie a pokouSime se ovladnout nezmérné mnozstvi
hudby zkomponované v minulosti. Ztratili jsme schopnost zapominani, ktera byla vzdy zakladni
podminkou nové tvorby. Nade kolektivni pamét fixovana vdemi myslitelnymi typy médii nam
neumoznuje zapomenout svou minulost.

Navic se objem nové hudebni tvorby zda byt zanedbatelny v porovnani s objemem staré hudby
riznych Casl a mist, ktera je v dnesni dobé okamzité k dispozici komukoliv z nas. Obavam se, ze
hudba nasi blizké budoucnosti je odsouzena k minulosti. Alespori do chvile, nez se ji rozhodneme
zapomenout.
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The future has already passed. A few remarks on history, presence and future of music.
PhDr. Martin Flasar, Ph.D. /CZ/, Department of Musicology, Masaryk University, Brno

Introduction

The history of 20th century music is swarming with examples of obsessions by the future at the
expense of the present. As if the future lent legitimacy to the presence of musical thinking. Those days
are thankfully gone. Musical prophets like Italian Futurists, Arnold Schoenberg, John Cage and many
others became exhibits in the museum of music futurology. Today more than ever, we are reminded
that the only givenness in music is her past. The past may or may not become a source of
constructing the present, while the future will always remain only a projection of our wishes and
desires.

In one of my last papers it has been stated boldly that the most contemporary music is probably
the early music. | do not intend to follow the whole argumentation used in that paper, but what | found
very inspiring for my present paper was the relation of contemporary music to different historical
epoques.

In my point of view, three main categories following relations to music of different times could be
distinguished in contemporary music:

1. Utopian approach: contemporary music as a music of the future.
2. Realistic approach: contemporary music as a contemporary music.
3. Nostalgic approach: contemporary music as an early music.

1. Contemporary music as a music of the future

This approach was typical for all 20" century avant-gardes which presumed that the present time
means a beginning of the future. It was very common that the avant-gardes entitled themselves to
act in the name of the future. But under what circumstances can something yet non-existent legitimize
present art?

Arnold Schonberg’'s concept of dodecaphony can be mentioned as a well-known example. Omitting
the fact that Schoénberg can hardly be considered the inventor of serial technique in music, his
prophecy concerning the impact of his “invention” turned out to be false. As he conveyed to his pupil
Josef Rufer in 1921, through the invention of the dodecaphony the supremacy of the German music
should be ensured for the next one hundred years.91 This means by the way, that nowadays there are
still six years remaining until the end of this supremacy.

Despite of the Schonberg’s importance in music history this statement can be considered arrogant and
short-sighted. Provoking questions rising up from this statement could be: why should composer
strive for any kind of “supremacy” in music or why German music should dominate other music
cultures? Are not Schoénberg'’s attitudes motivated rather politically than artistically?

Every contemporary music which legitimizes itself through the future should be understood as highly
suspicious, because it bases itself on pure belief rather than reason. There is no logical necessity for
future development. When Schénberg argues by the future of music he behaves surprisingly
irrationally.

2. Contemporary music as a contemporary music

Well, what is then described by the notion of contemporary music? Edgard Varése listening to newly
created lannis Xenakis's composition Metastaseis (1953-54) stated that “this is the music of our
times”.* Honestly, this verdict still remains quite enigmatic. Does it mean the same as for example
Benedetto Marcello’s Teatro alla moda? Is that the music which conveys the common taste of the era?
Obviously not. Varése speaks here rather about music reflecting the experience of man living in the
1950’s, i.e. in the post-war Europe, in the midst of the Cold war and technological competition. lannis
Xenakis' music is derived from geometry and speaks the language of technology although it employs a
large orchestra setting. Its sonic aspect tends to the noise expressed by musical means. With respect
to the outrageous premiere in Donaueschinger Musiktagen in 1955 it is quite obvious that Xenakis*
music did not meet the common taste even of the specialized audience.

91 Compare RUFER, Josef. Das Werk Arnold Schénbergs. Kassel 1959, p. 26.
92 DELALANDE, Francois. Entfretiens avec Xenakis: Il faut étre constamment un immigré*. Paris:
INA-Buchet/Chastel, Pierre Zech éditeur, 1997, p. 56.
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Rather surprisingly, there are numerous evidences of scandalous music premieres in 20th century
when the audience did not understand the new music as contemporary. The audience often awaits
the new music being older than it finally is. Perhaps it is caused by the fact, that the audience is
expecting an innovation within the existing aesthetic and formal norms. But the really great
composers are bringing a complete change of the aesthetic positions, forms and means of expression.

3. Contemporary music as an early music

Early music or historical music was “invented” in 1829 when Felix Mendelssohn-Bartholdy performed
J. S. Bach’s Matthdus-Passion in Berliner Sing-Akademie. This act was an important indication of the
change of le golit (the taste) putting the old music on equal footing with the contemporary. From
this moment onwards the volume of early music coexisting alongside contemporary music
started slowly to inflate. The attention of 19" century artists and audience was no more attracted
solely by a new music directing to the future, but also by new discoveries delving deeper and deeper
into music history.

Even more important seemed unprecedented act of Igor Stravinsky represented by his Pulcinella.
Although Stravinsky evidently enjoyed the baroque music reminiscence, his critics were less
indulgent. Theodor Adorno uses in his Philosophy of the New Music term “music about music” and
speaks about Stravinsky “leading the music of our fathers by the nose”. He criticises him for being
servile to the authorities of early music.*

“Neoclassicism? A husk of style? Cultured pearls? Well, which of us today is not a highly
conditioned oyster?”94, remarked on the same issue Stravinsky.

Later he added: “Pulcinella was my discovery of the past, the epiphany through which the whole of
my late work became possible. It was a backward look of course — the first of many love affairs in
that direction — but it was a look in the mirror too.”

By this act Stravinsky in no sense betrayed his radical position amidst first avant-garde. On the
contrary, he proved his broad-mindedness and originality in choosing an early music material for his
own appropriation.

By this choice Stravinsky probably overtook his times and contemporaries by more than forty years.
His giving up of originality was highly original at the time.

The third, explicitly historicizing moment in 20" century music was the invention of the polystylistic
music postulated in 1971 by Alfred Schnittke. His approach was closely related to the emerging
postmodernism representing a return to historical values including idioms of early music. At the same
time it articulated plurality as a new value contained in notions such as multimedia, multiculturalism,
etc.

4. Sentenced to past: final remarks
Postmodern condition (which we are probably still living in) comprises relativity of progress and of
linear time. Observed from our present position it seems that the future has already passed. The
reason of this discovery can be double.

Firstly, the early music became an area of the expected near future discoveries (i. e. newly
discovered musical sources, new interpretations, revival of special play techniques).

Secondly, the concept of the New became during the second half of the 20" century obsolete and
shabby. There is nothing more annoying and boring than the imperative of the New. The dictatorship
of the New was easily substituted already by Stravinsky for the freedom of the Old. Perhaps it
was him, who as one of the first recognized importance of the creative freedom which can in no case
be replaced by imperative of the New.

Our contemporary music does not live by the future. The future has already passed. Designing the
future belongs to the avant-gardes of the past. We are looking back into history and trying to handle
the immense volume of the music composed in history. We lost the ability of forgetting, which used
to be one of the most important conditions for creating the new. Our collective memory fixed by all
imaginable types of media does not allow us to forget the past.

93 ADORNO, T. W. Philosophie der Neuen Musik. Frankfurt a. M. : Suhrkamp Verlag, 1976, p. 168.
94 STRAVINSKY, Igor — CRAFT, Robert. Dialogues. University of California Press, 1982, p. 30.
95 Quoted by GARDNER, Howard. Igor Stravinsky: The Poetics and Politics of Music. AVANT, Vol. IV, No. 3/2013, p. 229.
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Furthermore, the volume of new music creation appears to be insignificant by comparison with
volume of the old music from different times and places being immediately available to anybody of us
nowadays. | am afraid, the music of our near future is sentenced to past. At least until the moment
we will decide to forget it.
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Tajomstva prirody a ducha (Stefan Filep a jeho obrazy)
Secrets of nature and spirit (Stefan Filep and his paintings)

Doc. Viadislav Gredlik, ArtD. /SK/ - art historian, PreSov University

Pomyselny kaleidoskop obrazov — vysledok vy$e tridsatrodného snaZenia Stefana Filepa®
ponuka otazku: kym/¢im je vlastne tento autor ajeho tvorba? Odpovedou mézeme pridat dalSi
otaznik. Znamy-neznamy Stefan Filep? Poznaji ho predovsetkym ti, ktorych zaujima umenie (nielen
istého regionu) charakteristické pre dand dobu: nestalo-premenlivd, nepokojni a hrubu, ale
aj snaziacu sa o stabilitu, harméniu a duchovnost. On sam v3ak prenikd do historie a citlivo
a s prehladom hodnoti aktualne dianie v kulture bez toho, aby vySiel za hranice okruhu spriaznenych
dusi.

V obrazoch Stefana Filepa je, pravdaZe, ovela viac. Predovsetkym aspori tolko pozitivnych
emdocii (napriek vSetkym vonkajSim vplyvom), kofko dobra dokaze zachytit' indidnsky lapa snov.
Umelec je tak vzdialeny od rézneho druhu pseudoreality, Ze €o i len naznak nie¢oho podobného
vyvoldva v niom letmy zablesk nesmelého pousmiatia sa za sklom okuliarov iskriacich vnimavymi
reflexami a reflexiami empatie a mnohostrannej duchovnosti zZivota.

Autor s psychologiou vitaza takmer (akoze) nikam nechodi, ale o okolitom diani ma prehlad,
vie o filom svoje a dava to nalezite najavo na ploche obrazu. Vnima pribehy okolo seba a dava im
umelecku podobu. Darmo by sme v3ak hladali prvoplanové, ilustrativne motivy. Mozno, Ze nieCo
naznacuju nazvy kompozicii. Ale skutoCne iba naznacuju. Ved €o uz by takého mali znamenat
,Ceresnicky“, ,Pol jablka®, ,Cibula“, ,Bodlia¢ alebo ,Kontajner* &i ,Kalamita“? Z beznych predmetov
a javov sa stava koberec farieb pamati. Nezné spomienky na detstvo, permanentné uvedomovanie si
kontroverznych suvislosti minulosti a dneSka, sfubov, virtualnosti a reality su vyjadrené vysostne
maliarskymi prostriedkami. Farba, objem, plocha a linia su tak muzikalne zladené, Ze z réznorodych
jednotlivosti tvarov vznika harmonicky suzvuk celku. Niekde v dialke poc¢ut raz pritimené akordy
osamelej pistaly (Zeby to bol Pan?), inokedy majestatne hlasy spod KojSovej hole alebo zborov
a capella. Nekone¢na put od videného a hmatatelného k precitenému a vznedene nepolapitefnému.

BezZné, az banalne veci su povySené do tej miery, Ze sluzia pre vyjadrenie nad€asovosti, kde
vSetko so vSetkym suvisi. Okolo jednotlivych obrazov vytvaraju ziarivd auru ich praocbrazy —
mikropribehy zo Zivota s otvorenym koncom. Malby svetla vynarajuceho sa ztmy ako svojrazne
memento mori. Alegérie spominania a pripominania. Jednoducho — na$ usporiadany chaos bytia.
Bezprostredna pritomnost rychlo pominutelnej ludskej bytosti je zastipena vysledkami jej Cinnosti.

9 Stefan Filep (*1954, Polany, okres Trebisov) prvé vytvarné poznatky ziskaval na stkromnych hodindch u Ludovita
Felda, akad. maliara v Kosiciach. Pocas vykonu zdkladnej vojenskej sluzby spolu s Mikoldsom Axmannom, neskorsim
Ceskym grafikom a maliarom zaloZili a viedli vytvarny krizok a usporaduivali vystavy hlavne v Liptovskom Mikuldsi.
V rokoch 1977-1983 studoval na Vysokej skole vytvarnych umeni v Bratislave (doc. Gabriela Balazovicovd, akad. mal.
a doc. FrantiSek Stoklas, akad. mal.). Pocas $tddia ziskal viaceré ocenenia (Cena SFVU za malbu, 1980); odmena
SFVU za §tudijné vysledky, 1982; odmena SFVU za diplomovyU prdcu, 1983). V sucasnosti Zije a tvori v metropole
vychodného Slovenska - Kosiciach.
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Maliar je fascinovany odvekou silou lesa a prirody vébec, pricom nikdy nezabudne premietnut
Cloveka do ich neskrotnych, i ked ob&as dorananych poddb, ktoré maju Sancu na znovuzrodenie. Po
lesnych ruinach a néhlej skaze predsa len postupne prichadza obnova buducnosti v priamom
prenose. Tam, kde sa len nedavno tyc€ili vysoké rovné kmene su odrazu iba ich znaky, paméatove
odtlacky, obnazené letokruhy a kopa ulezaného ihli¢ia, z ktorej sa nesmelo vytf¢a zelené odkédované
tajomstvo zrodu stromu. Farebny zivot bez tiefiov temnoty, krotenie bleskov, aby nikomu neublizili
a pomedzi kvapky vseodistujuceho dazda vzdy udreli iba na to jediné spravne miesto. Aj to su tie
zahady imaginarnej zahrady bytia.

Stefan Filep patri medzi tych maliarov, ktori maju vo velkej tcte hlboki myslienku a farbu. Za
uplynulé roky sa na tom ni¢ nezmenilo. Aj nadalej v poCetnych kompoziciach zachytava
nejednoznacné zloZitosti Zivotnych vztahov, ktoré su viastné ludom odjakZiva. Menia sa iba kulisy a
obsadenie, charaktery zostavaju, nezavisle na tom, €i je to anticky Rim alebo su¢asnost.

Rodeny kolorista s jemnym zmyslom pre odtiene ndlad a dramatizmus situacii sa na istu dobu
po rade existencialnych a civilistickych figuralnych obrazov intenzivnejSie sustredil na Zaner zatisia.
Virtuézne ovladanie Stetca, cit pre skratku a detail prezradzaju zrelého majstra, ktory okrem precizne
premyslenych rozmernych platien dokaze tieZ volne a fahko improvizovat, aZ sa nam médze zdat, Ze
nie je ni¢ jednoduchSie na svete. Nezaobera sa iba niekolkymi vybranymi motivmi ako kedysi eurépski
barokovi maliari alebo &inski klasicki majstri (vSetko v jednom), ale dava prednost vacsej réznorodosti
(jedno vo vSetkom). Pouceny tvorbou takych excelentnych majstrov farby a zaroven autorov, ktori sa
cielene venovali vizualizacii predmetnych vztahov, suvislosti, podtextov v zatiSiach a farbe, ktora je
pre nich autonémnou témou (za vSetkych uvedme aspon niektorych: Pierre Bonnard, Henri Matisse,
Raoul Dufy, Roberto Matta &i na Slovensku Julius Jakoby), Stefan Filep prichadza s vlastnym videnim
sveta. Casto nevaha pouzit surrealistické prvky, aby posilnil nad&asovost zobrazovaného.

Prelinanie sa expresivne podanych energickych linii so zamatovou hebkostou prechodov
farieb pozadia vytvara zaujimavé kontrasty, ale uz bez akcentovanej tvrdosti ploéch, ktoru tiez neraz
pomerne €asto vyuziva. Motivy su na prvy pohlad vefmi jednoduché — ovocie, niekedy rozpolené ako
pri viano€nom vesteni, vznasajuce sa listie, kvety a plody, makrozabery rastlin a biomorfnych prvkov,
rybie kosti s priborom alebo gitara v skoro prazdnej miestnosti €i vtak s krvavoCervenou poziviiou
a poSkodené pletivo plota s celymi makovickami. Za nimi sa vSak vo viriacej a vibrujucej ploche
skryva ista tajuplnost a nedopovedanost zaSifrovana do harmonického suzvuku teplych, iskrivych
farieb.

Autorov oblibeny rastlinny svet, ob&as doplneny priamou pritomnostou ¢loveka zvycajne
vyvolava pokoj, vedie k rozjimaniu, nabada hlbSie uvazovat ani nie tak o globalnych otazkach boja za
svetovy mier, ako o celkom ,oby&ajnych” veciach okolo nas — kvetoch, ktoré neraz zosobriuju ludské
osudy a mier v nas. Stefan Filep nekize po povrchu ruzi bez tffiov, ale vnika hiboko pod povrch
povrchnej iluzivnosti. Dokazuje, Ze na zobrazenie podstaty celého sveta mozZno ani netreba pohlad na
nas svet z vesmirnej vySky, ale sta¢i z neho iba zopar vetvi€iek a &repnikov s kvetmi na parapete
okna, ¢i len tazko identifikovatelna burina.Prave motiv okna, alebo iba naznak jeho tiefia, je vyraznym
prvkom viacerych kompozicii autora. Okno je na nich raz ako hranica tohto sveta, inokedy ako prienik
do iného priestoru, za zrkadlo, v ktorom vidime sami seba. Z jednej strany realita, z druhej snivost bez
zasnenosti.

Usvit, rano, letny rozkvet, koniec jesene — pomyselné siradnice ¢asu. Okamih a vednost.
Bezmocne visiaci oSklbany kohut je davno umiéany, pada do temného prepadliska a nikomu uz
tretikrat v ruzovkastom Usvite nezaspieva. NepoCut ani jeho priatefa v klietke vzdusného zamku.
Noc¢né uvahy roztrusene drzia svokrin jazyk nad vodou. Padajuce modré listie zamavalo odkvitnutym
irisom. Kam sa len podela ich vyzyvava krasa? VSetko je pod povrchom. Spojenie toho ¢o bolo a ¢o
bude, i v8etko ocistujuci ohen.Obnazené vnutro zobrazeného plodu alebo chramu otazky tichého
vztahu tvorenia a stvoreného viac naznaluje ako uzatvéara. Deje sa to predovSetkym pomocou
barlivych durovych akordov farby.

Jednoduché predmety a ich tichy a zloZity Zivot. Aj takto v skratke dali by sa teda naznadit' isté
vychodiska &asti obrazov Stefana Filepa, v ktorych sa sustredil predov$etkym na zdanlivo nehybny
svet veci. ZatiSia vytvorené v ateliérovom tichu su vizualizaciou tych najvnutornejSich pocitov umelca.
Raz su to jemné zavany mavnuti motylich kridiel a citlivo-nezne podané pohfady na kazdodennu
skutoCnost, inokedy zase razantné, nemilosrdne presné, az skalpelovité tahy obnazuju to, ¢o je pod
povrchom zobrazovaného. Ako ked golfista pred fascinovanymi divakmi jedinym udderom ftriafa
loptickou najvzdialenejiu jamku, tak aj Stefan Filep vie intuitivne vybrat ten spravny smer a silu $tetca
tak, aby sa uz nedalo ni¢ ani pridat, ani ubrat.

Vibracia tvarov a farieb vedie nas teda k vzdialenym i bliz§im v ase majstrov, odkaz ktorych
svojim spdsobom Stefan Filep dalej rozvija. Darmo by sme v§ak hladali akékolvek ponasky na to, o
je momentalne in. Autor sustredene rozvija svoj vlastny program, zamerany na zobrazenie toho, ¢o je
mu najblizSie. Ludi poznavame nielen po schodoch, ale i podla ich oblubenych predmetov &i motivov.
Synteticky pristup autora k zobrazovanému umoziuje percipientovi vidiet i za platno obrazov. Sme
jednoducho v krajine zazrakov, kde neplati zemska pritaZlivost, kde sa racionalne prelina
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s transcendentnym, aby spolu vytvorili suzvuk kompozicii plnych lyriky, melanchdlie, tajuplnosti
a nejednoznacnosti. Lahkost, s ktorou to maliar robi, je nezvy€ajna. Nezavisle na tom, €o je prave na
obraze. Zakony gravitacie su zruSené, aby aspon do¢asne umoznili siedmym slivkdm alebo hruskam
uniknut' k sebe, k prapodstate, k pravde. Davni &inski majstri v takychto situaciach, ked dospeli
k nieGomu podobnému, ked dosiahli v nie€om vrchol, zmenili prostredie i meno. Slovensko je vSak na
¢osi podobné, a nielen pre nich, prili§ malé.

Stefan Filep uplatfiuje vo svojich obrazoch obdivuhodnti muzikalnost. Farby a tvary sa medzi
sebou a so sebou hraju, aby vypovedali 0 nas. Umelec je akoby z iného sveta. Ked ho niekto poprosi,
aby mu priniesol sIinko, nevaha to urobit a bez slov, nenutene, prida eSte aj kus hviezdnej oblohy.
Taky je moj osobny pohlad na obrazy Stefana Filepa a jeho cestu za nimi.

Lebenslaufe (Biographies)
Prof. Widmar Hader / Germany /— composer, director of Regensburg Festival

In 2004 | came across six poems by the poet Radek Fridrich in the magazine SUDETENLAND. Radek
Fridrich writes both in Czech and in German and his poems immediately spoke to me with an intensity
that made me want to set them to music.

Radek Fridrich was born in D&Cin (Tetschen-Bodenbach) on December 1, 1968. In 1994 he graduated
from the Faculty of Education in Usti nad Labem (Aussig) with a Master's degree in Czech and
German. Since 1996 he has been teaching at the Institute for Bohemian Studies at the Faculty of
Education of UJEP where he holds seminars on the History of Czech Literature 1895-1918, Didactics
of Literature, and Contemporary Literature. He also edits and authors reviews. His works have been
published in several magazines and have been translated into German, English, and Polish.

In 2004 he was shortlisted for the Dresden Poetry Prize.

Radek Fridrich has been documenting ruined German cemeteries in Northern Bohemia since 1999.
This is reflected in the wonderful poems which have inspired my composition Lebenslédufe for baritone
and large orchestra.

My composition will nhow be performed by the baritone Thomas E. Bauer and the Regensburg
orchestra Orchester am Singriin. The members of the orchestra are current and former students of the
University of Regensburg.

The conductor is Lutz Landwehr von Pragenau (born 1963 in Regensburg).

Lebensldufe is based on six poems which were inspired by inscriptions on headstones found in
Sudeten German cemeteries and by chronicles from the Sudeten German village RofRendorf in
Northern Bohemia. The poet himself described his poems on May 19, 2000 as follows: ,Es sind im
wesentlichen umgeformte Erinnerungen und Schicksale von Deutschen aus dem Dorf RuZova na
Décinsku. Sie waren in Kurrent geschrieben, authentisch, und ich habe sie auch so zu belassen
versucht.” (They are essentially reshaped memories and fates of Germans from the village Ruzova na
Décinsku. They were written in Kurrent, authentic, and | have tried to keep them thus.) The titles of the
poems are derived from old German house names.

The large orchestral cycle will introduce listeners to a diversity of worlds and human fates.

All the poems portray the river Elbe as the river of destiny which can be interpreted as a counterpart to
Smetana’s Vitava (The Moldau River).

I, Gaudernackswilhelm (5:00)

Drei Winter lang in der Schifferschule in Tetschen
vier Mal pro Woche zu Fuf hin und zurtick.

Dann war ich langere Zeit Bootsmann,

spater Steuermann.

Paarundzwanzig Jahre also auf dem Schiff.

Bis mir beim Kettenwechseln das Bein dreifach brach.
Jetzt habe ich eine kleine Invalidenrente

und betreibe ein wenig Feldbau.

Meine Frau und meine Tochter helfen mir.

Der einzige Sohn ist mir in der Elbe ertrunken.
(Wilhelm Uhmann, 1869 -)
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Il. Fritscherwillem (4:30)

Mein Vater war Tischler.

Er starb im 40. Lebensjahre.
1887 wurde ich assentiert

Und kam zum 8. Dragoner-Regiment.
Mit 27 Jahren heiratete ich

Die Gaudnernazens Rese.

Wir hatten zehn Kinder,

von denen sechs gestorben sind.
Seit 1931 bin ich Ausgedinger
Und wohne ganz allein.

(Wilhelm Fritsche, Bauer, 1866 -)

IV. Stibelerernst (4:15)

Mit 14 bin ich in die Lehre gekommen,
als Schuhmacher bei Klemens Uhmann.
Habe 3 1/2 Jahre gelernt.

War dann 3 Jahre Gehilfe.

Dann ging’s auf die Bleiche
Und dann zur FloRerei.

Mit 24 geheiratet,
es kamen 3 Sohne.

1 Sohn habe ich
Im Weltkrieg verloren.
(Ernst Richter, 1862-)

V. Raubachreinhold (5:00)

Nach der Schule war ich in der Fabrik,
dann 14 Jahre auf Schifffahrt.

Es war meine schonste Zeit,

wenn der Monat um war, hatte man Geld!

Meine Eltern redeten mir zu,

die kleine Wirtschaft zu Gbernehmen.

Mit dem Vieh hatte ich immer grofRes Pech.

Habe 7 Kiihe schlachten missen.

Auch in der Familie gab’s genug Ungliick:

Durch Krankheit und Tod.

Wird man im Leben immer und immer wieder

Vom Pech verfolgt, mdchte man halt oft verzweifeln.
(Bei Gutjonzen, 1887 -)

VL. Hillefriedrich (3:50)

Mein Schutzengel war

Traurig wie Herzschmerz,

allein wie schwarzes Blut.

Ich bin still und weif3.

(geb. 17. Feber 1898, gest. 29. April 1898)

*kkkk

Encore:
To mark the 600th anniversary of Jan Hus‘ death:
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Two excerpts from the opera JAN HUS oder: Die gewendete Zeit (Lyrics: Rudolf Mayer-Freiwaldau,
Music: Widmar Hader)

1) Buoh vSemohuci / Usly$ naSe hasy (Choir of the Faithful from Act 1)
2) Lebt wohl fiir heute (Monologue by Jan Hus, with choir of students and the people, from Act 1,
scene: Bethlehem Chapel in Prague)

GLAUBIGE: Buoh v&emohuci
vstalt zmrtvych Zaduci,
chvalmez Boha veselim,
tot nam vSem pismo veli.
Pane smiluj se!

O, krali nebesky
usly$ svoj lid Eesky
zbav nas nuzé této
daj nam dobré léto.
Pane smiluj se!

HUS: (an den Stufen des Altars, wéhrend die Gldubigen hinausdréngen)
Lebt wohl fiir heute,
lhr Freunde, ihr Beter.
Ich kenne meinen Weg!
Und der flihrt
unter dem Geleit des Deutschen Kaisers
nach Konstanz zum Konzil,
wo die Machtigen und die Weisen
der Kirche sich treffen.
Wo auch die Blume der Erneuerung
die welke Disternis des Gottesstaats
aufhellen wird
in unsern Mauern, in unsern Herzen.
(und wie in Verziickung)
Ich hére den Ruf, ich bin bereit.
Ich bin bereit, ich hore den Ruf.

Performed by: Thomas E. Bauer (baritone), Choir (director: Ralf Junghdfer), choir and orchestra of the
30th Sudeten German Music Days (orchestral and overall management: Widmar Hader).

Recorded at the premiere on April 13, 2007 at the Velodrom in Regensburg.

About my Passion op.33. (2003-2004)
Prof. Lajos Huszar / Hungary / - composer

In my opinion, the religion has two possibilities of approach: 1. the approach through faith, theology,
dogmatic, and 2. the emotional, esthetical, subjective approach.

With the dogmatic faith | have much problems. What can | answer to such fundamental questions like:
does God exist? | say: | don’t know, but | would like if he existed. Is Jesus God’s son and saviour? |
say: | don’t know, but | would like if he would be. These are some points, where my ignorance, my
dubitation, my uncertain faith are brought to light.

| confess, that the emotional-esthetical approach of religion stands much nearer to my feeble human
personality. | consider myself as feeble, because | am able to arrive to the religion only by means of
description, emotion, enthusiasm, intuition. Since at the age of 19 years | received a Liber usualis from
a priest, and | bought a Latin bible (the Hungarian bible | had since my childhood), a | am enthusiast
of every liturgical text and biblical subject. | composed much choir motets, and | tried to write major
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religious works. My most important religious composition is the Passion (2003-4), but | consider as
important the Icons to the memory of Janos Pilinszky (2000) too. In this year | am working on a
Resurrection Oratorio.

| experimented with writing a Passion already in 1968. Of course it is not more than a childish and
enthusiastic attempt: | was then only 19 years old. But some elements of this youthful work remained
in the definitive Passion: 1. the triple formal division of action and music: the vigil of Jesus in the
Gethsemane garden and Judas’ betrayal - Jesus in front of Pilate - the way of the cross and the
death of Jesus, and 2. the so-called ,neo-gregorian”, which means a melodic line accompanied by
long pedal notes.

The text draws feely on the four Gospels. The idea for this blend of Gospel texts comes from an old
Hungarian book which | bought in a second-hand bookshop. In my Passion, in addition to the Gospel
texts, | quoted from the following sources: 1. excerpts of Old-Testament psalms, 2. the passion poems
of a Hungarian Franciscan preacher, Osvaldus de Lasko, and 3. Mary’s Latin lullaby from Des
Knaben Wunderhorn. | borrowed from the catholic mass the Kyrie eleison and the Agnus Dei for the
opening and closing choruses of the Passion.

In the Passion | use four vocal soloists, mixed choir, organ and three percussion players. The organ
usually has the function of the instrumental accompaniment. From the percussions, the soft-resonance
ones colour the sonority of the organ and the choir, while the drums express the emotion of the
vindictive crowd.

About the tonal system of the Passion. The note D can be regarded as the tonal centre of the piece,
being the fundamental note of the opening and final choruses, of several of Jesus’ monologues, and
the crowd demands Jesus’ crucifiction in the same tonality. In Jesus’ monologues the note D is
complemented by the tonal substitutes B and F (according to Erné Lendvai’s axis system). The note
A-flat, which belongs to the same axis, is the dark symbol fo betrayal and death. Pilate,like ennemy
and judge of Jesus, sings ont he axis E and G. The Evangelist and Mary use the tonalities A, F-sharp
and E-flat.

The systems | employed

in the work, are as follows: 1. one-part melodies, 2. two-part music: ,neo-gregorian” chant upon a bass
accompaniment of the organ, 3. triads and other traditional, diatonic chords, 4. dissonant, chromatic
chords, including the so-called Alpha-inverse, which | use for portraying the most dramatic, most
tense emotions and the proximity of death.

The formal and dramaturgical unity of the Passion is underlined by several recurring motifs. 1. the
symbol of Jesus’ grief, the ,tristis est anima mea” motif returns more times int he Gethsemane garden
scene, and at the end, 2.the crowd’s cry ,crucifige illum” is heard in five different variations in the
Pilate-scene, and 3. the minor chord (mostly A-flat minor) linkes with Judas’ betrayal and Jesus’ death
appears in all three parts of the Passion.

Medzinarodny hudobny festival - XXVI.FORFEST CZECH REPUBLIC 2015
International Music Festival - XXVI.FORFEST CZECH REPUBLIC 2015

The article by PhDr. Elena Letrianovéa /SK/ - art historian, pianist, musicologist STU Bratislava
for the Czech leading music magazine OPUS MUSICUM 4/2015

Jednou z doélezitych udalosti tohtoroéného Festivalu FORFEST CZECH REPUBLIC -
Medzinarodny festival si¢éasného umenia s duchovnym zameranim - bolo ziskanie prestiznej
Ceny Ceskej hudobnej rady a vstup do SirSiecho eurépskeho projektu EFFE ( Europe for
Festivals, Festivals for Europe ). Cena bola udelena na tlacovej konferencii dna 23.6. na radnici

v Kroméfizi pani PhDr. Lenkou Dohnéalovou a PhDr. Jaromirom Javirkom - prezidentom
Ceskej hudobnej rady.
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Tohtoroény FORFEST sa niesol opat’ vo velkolepych priestoroch Arcibiskupského zamku
a v znameni zdravého hudobného experimentovania v prijemnej atmosfére zahrad talianskeho
architekta Tencalliho, ktoré su v zozname UNESCO uz od roku 1998.

Aktivity festivalu s uz viac ako Stvrt’ storocia v strede zaujmu svetovej verejnosti. Na festivale
2015 participovali popredné ceské izahrani¢né institicie, umelecké asociacie, hostia z 10
krajin Eurépy i zamoria ( Nemecko, Rakusko, Polsko, Taliansko, San Marino, irsko, Mad'arsko,
Slovenska republika, USA a Ceska republika ). Program XXVI. festivalového roénika predstavil
v reprezentativnom vybere 34 podujati, z toho 14 koncertov ( s 18 premiérami - 7 ¢eskymi a 11
svetovymi ). Dalej trojdennti medzinarodni konferenciu s nazvom ,Duchovné prady
v su€asnom umeni 2015, 5 posluchovych koncertov ( R. Berger, J. Hanus$, Rébert Hejnar, Arvo
Pirt, A. Pifios ), dve vystavy ( maliara Ira Tommy Barra a autora hudobno-vytvarnych objektov
Mad’'ara Martona Barabasa ), dva performanéné projekty ( Kotvan-Letiianova, Vit Zouhar) a
tyzdenné kompoziéné kurzy pre mladych skladatelov s medzinarodnou uéast'ou lektorov i
Studentov.

Festival mal diht predohru v podobe niekofkych podujati — ako bola piatkova obnovena premiéra
Malovanych pesniCiek Jana Hanusa k 100. vyroCiu narodenia skladatefa. Ucelom bolo pripomenut
tvorbu pre deti tohto vyznamného €eského skladatela. Spievali ziaci ZUS Kojetin.

Posluchovy koncert k jubileu slovenského skladatela Romana Bergera priniesol uvedenie elektro-
akustickej vyraznej skladby Transgressus a jemne prekomponovaného Epitafu pre Kopernika.
Transgressus prenasal zaroven Cesky rozhlas nazivo ako aj naslednt diskusiu na tému $tvrt'storogia
histérie festivalu FORFEST. Skladatel Jan Vrko€, slovenska klaviristka Elena Letfianova spolu s
manzelmi Vaculovi¢ovymi diskutovali s redaktorom Ceského rozhlasu Janom Hlavaéom o
problematike hudobného Zivota v eurépskych suvislostiach ako aj v domacom &eskom prostredi.

Nasledujuci deri festivalu pokracoval dvomi koncertmi, posluchovym uvedenim rozsiahlej neskorej
Berlinskej omSe Arvo Parta a vyborne pripravenym talianskym ansamblom z Bologne s viacerymi
Ceskymi a svetovymi premiérami. Unikatna zostava vynikajucich violonCelistov zaujala v Ceskej
premiére Massimiliana Messieriho ,A.H.“( pre trio a interaktivny elektronicky systém) pravou juznou
cantabilnostou a temperamentom. Pacila sa aj posluchadésky vdacna skladba Lawrencea Casserleyho
Sette Pagine su I'Enigma del Bianco.

.Hudobno-vytvarna performancia Dr.Eleny Letfianovej a bratislavského architekta Petra Kotvana mala
podmanivi atmosféru nielen vdaka romantickému veceru v Snemovnej sale kroméfizskeho zamku,
ale tiez vdaka Sarmu hlavnej protagonistky, ktora pretransformovala originalne skladby do farebnych
obrazov. Najprv zahrala skladbu ( Bach, Chopin, Liszt, Grossmann, Graham, Bartok ) a potom ju hrala
na papieri s farebnymi prstami. Vybrané farby architektom a klaviristkou koreSpondovali zo Stylom
a obdobim skladby, neviedli k rigidnému ,umeniu nahody“. Séria vytvarnych diel tak vznikala pred
ocami posluchacov a mala ziaducu expresivitu a vynaliezavost farebnych nuans. Intuitivne citenie
formy je v su€asnom umeni dominantnym prvkom v postmodernom toku mnohostrannej multikultarnej
situacie“. ( Excerpt z kritiky V. Vaculovic¢a )

Uvodny organovy koncert Karla Martinka v olomouckej katedrale sv. Véaclava priniesol realizaciu
$tvoréastového diela FrantiSka Emmerta Piesert Salamunova ( Jana Krajéovi¢ova — sopran, Bara
Kozakova — husle, viola ), ktorym FORFEST uctil pamiatku nedavno zosnulého autora, jedného z
najvyznamnejsich Eeskych symfonikov povojnovej doby ( 26 symfonii! ).

Vo vlastnom organovom recitéli Karel Martinek priamo ohromil radikalne a dynamicky vystavanou
Voluminou klasika hudby 20. storo&ia Gyoérgy Ligetiho, ktorou vyCerpal takmer cely zvukovy potencial
domskeho organa. Nasledovala vdacna virtu6zna Toccata MiloSa Sokola. Esteticky sme prezivali az
mystické sopranové farebné harmonie Franciza Jehana Alaina - Le jardin suspendu ( Zavesené
zahrady ) a messiaenovsku atmosféru komponovanu eSte pred hudobnym jazykom Messiaena,
zalozenu na modoch. Odznelo aj dielo Petra Ebena Choralna fantazia Svaty Vaclave s narocnou
pedalovou technikou. Prinosom koncertu boli ojedinelé, hodnotné zavere¢né improvizacie Karla
Martinka na Sestténovu tému FORFEST.

Tento rok sa etabloval ansambel Zestovy sextet Filharménie Bohuslava Martin( Zlin.

Takéto obsadenie sa zriedkavo vyskytuje na festivaloch. Hrali v zloZeni: Vit Otahal - tribka, Zdenék
Macek - trubka, Daniel MICak - lesny roh, Jakub Zivalik - trombdn, Vit PospiSil - trombdn, Miloslav
Zvéadek — tuba. Subor zahral premiérovy program, ktory bol autorskym koncertom AleSa Pavlorka.
Uroven hradov je porovnatelna s najlep$imi ansamblami tohto typu. Hukvaldské ozveny pre Zestovy
sextet zaujali vrucnostou vyrazu a atmosférou janackovského enviromentu rodnych Hukvald hranou

50



s majstrovskym porozumenim. Vrcholom koncertu bola kompoziéne zaujimava premiérovana Alea
iacta est. Cely vecer dirigoval autor.

Huslovy recital Marie Petrikovej-Gajdo$ovej bol vyznamnym podinom: predviedla kompletne Sest
husfovych sonat Jifiho Matysa. Tento cyklus naroénych kompozicii, kioré sa navzajom liSia
bohatstvom motivického a rytmického citenia, vyzaduje maximalnu koncentraciu. Sdlistka ich
predniesla s neuveritelnou lahkostou, presved&ivostou a istotou, preciznou intonaciou a frazovanim.
Experimentalny projekt autorskej dvojice Sary a Iva Medkovcov sa konal v neskorej no¢nej hodine z
dovodu svetelnych efektov, ktoré dokreslovali atmosféru atraktivneho vecera. Premiéra skladby For
Piano od mladuskej a vysostne poetickej Sary Medkovej uviedla jej recital. Zaujala aj zvukove
vynaliezava skladba ,Inside I v ktorej obaja interpreti vyludzovali sonoristické az mystické Struktury s
vokalnymi pretransformovanymi zvukmi, pouzivajuc prednu klavesovu a zadnu strunovu €ast klavira.
Vrcholom vecera bolo uvedenie 24 minatovej ,neoromantickej”, typicky americkej klavirnej hudby De
Profundis Frederica Rzewského s divadelnymi elementmi, spievanym slovom a premietanymi
americkymi textami na obrovskom platne ( pre hlas, video-art a klavir ). De Profundis je skladba pina
bolesti, meditacie a filozofickych Uvah nad existenciou uvaznenej duse.

Violon&elovy recital vynikajuceho nemeckého sélistu Friedricha Gauwerkyho s priznaénym nazvom
"Der Glaube - The belief" bol jednym s vrcholov festivalu. Program bol skuto¢ne dobre premysleny -
zacinal Bachovou suitou pre violonCelo sélo ¢.1, G-dur, pokracoval Johnom Cageom, najlepSou
skladbou vecera - Gyorgy Kurtagom ,Az Hit“ (Verim), Karlheinzom Stockhausenom z ,Amour®
v transkripcii Gauwerkyho, kongiac zdsadnym dielom Angli¢ana Petera Sculthorpeho Requiem z roku
1979. Nadherna skladba s oduSevnenym zaverom a zrelé interpretané majstrovstvo boli déstojnou
bodkou za koncertom vzacneho hosta.

Farebné experimenty so zvukom elektro-akustickej hudby zvanej tiez akusmatickej, boli akcentom
koncertu autorskej dvojice Michala Rataja a lvana BoreSa ( gitara ), pod titulom Sounds in the Veil of
Silence. Ich koncerty maju vzostupnu tendenciu. Désledne kvadrofénne usporiadanie zvukovej a
tébnovej masy, ktoré vyCerpavali celu dynamicku Skalu, boli rozumne rozvrhnuté v trochu zradnej
akustike najvacsej rokokovej sale v Ceskej republike.

Jednym z velmi vydarenych koncertov bol viedensky ansambel CAMERATA POLYZOIDES v zlozeni
Demetrius Polyzoides husle, viola, Elisabeth Polyzoides-Baich husle, Michael Polyzoides violoncelo,
Janna Polyzoides klavir. V grécko-ruskotatarsko-Ceskom programe uviedli skladby Eeského autora
Zijuceho v USA Karla Husu - Sonatinu pre husle a klavir a 5 Impromptus Miloslava IStvana pre klavir
sélo ( ktoré su eSte dnes vynikajucimi skladbami ) vynimo¢ne precizne. Duo Polyzoides zahralo po
prvy raz v republike dodekafonicki skladbu s volnymi Usekmi rozSirenej tonality ,Duo pre husle
a violu“ od gréckeho autora Nikosa Skalkottasa, ziaka A.Schdenberga. Zaver koncertu tvorilo dielo
Ervina Schulhofa pre husle a violonéelo - pIné nahlych naladovych zlomov.

Ladislav Dolezal v ramci svojho klavirneho recitalu vzorne a spolahlivo nastudoval premiéru Klavirnej
sonaty €.5 na fragment z W.A.Mozarta od Pavla Novaka-Zemeka, ktora rieSila problémy trojvrstevnej
notovej osnovy, hranej jednou rukou — lavou. Basova poloha sa pod pedalom trochu stracala
v naroc¢nej Struktire so skokmi do extrémnych poléh. Cely koncert hral sélista naspamat /!/ vratane
Vitézslavy Kapralovej / 100. vyrolie narodenia / rannych romanticko-impresionistickych ,Pat
klavirnych skladieb“ a Ameri€ana Lowela Libermanna uvodnych ,Gargoyles® op.29, ktoré uviedol
v Ceskej premiére. Recital pokracoval svetovou premiérou projektu Ceskej flautistky s nazvom LARUS
/ v preklade: Morska Cajka / Lenky Kozderkovej. Zaujal takmer hodinovou elektro-akustickou
kompoziciou plnou nostalgickych odtiefov a kvalithou hrou flautistky.

Dnes uZ preslaveny protagonista ¢eského hudobného minimalizmu, Vit Zouhar, opat prekvapil novou
polohou svojej tvorby. Jeho multimedialny projekt nazvany ,zaHRAda“ bol vytvoreny pre Rotundu
Kvetnej zahrady. Zaujal kultivovanych i laickych posluchaov aZz hudobne terapeutickymi ucinkami.
Niektori posluchaci mohli lezat na sedacich vakoch a plne sa venovat zvukom prirody, spevu vtakov,
rozvrhnutych v elektronickej palete do priestoru troch bodov, tj. mixovacich pultov, ovladanych timom
autorovych spolupracovnikov / Gabriela Coufalova - drozd, datel, srSen, dazd, potok, zaba, aeolska
harfa, lap top, Jaromir Synek - kos, datel, potok, Zaba, listie, Vit Zouhar — slavik, kohut, srsen,
odkvap, dazd, aeolska harfa, atd. / Celej dihej skladbe nemozno upriet vtip, fantaziu a nasmerovanie
posluchacov opat k prirode a jej prirodzenému rytmu / idea J.J.Rousseaua /. Autor tu nenapadne
nastoluje otdzku hranice hudby, kde koné&i a zacina / ako kedysi J.Cage /, a ambivalenciu podobnosti
umelo vytvaranej kompozicie a skutoénych prirodnych zvukov. Ide opat o prekvapujuce konotacie s
barokovou tradiciou, ktori Zouhar vzkriesil a vyniesol na povrch vo svojich operach a inych skladbach.
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Klavirny dvoj-recital eského klaviristu Jana Stojanka a slovenského Dusana Sujana ponukol pomerne
vzacnu prilezitost’ porovnania dvoch rozdielnych pristupov - razantnych aj lyrickych Bagatel Valentina
Silvestrova v podani Stojanka verzus suverénnej a vasnivej hry naro¢nej Moyzesovej sonaty z roku
1944 s rozsiahlou fugou a vyberu z poetickych a kompozi¢ne svojskych Preludii "12+1" slovenského
autora Petra 'van Groba' MartinCeka, kde zavazila dynamika a kvalita kazdého tonu ¢i basovej figury.
Premiérovo zaznelo Stvoro impresii od Petra Machajdika v zrelom a odu$evnenom podani Dusana
Sujana.

Prazské Trio Eufonico hralo v zloZeni: Katefina Chudobova - flauta, Rizena Sréfova - husle, Simona
Kalendova - klavir. Kazda zo sdélistiek disponuje technickymi i interpretaénymi kvalitami. Tajomne znel
zadiatok Variacii pre flautu a klavir Otmara Machu. Trio pre flautu, husle a klavir ZO ZIVOTA VCEL od
Ceského Jana Vrkoca bolo rovnako Zivé a putavé. Autor skvele nakomponoval let vEelej kralovny a dal
az filozoficky podtext Zivotu véiel. Cesky skladatel, oslavujuci tento rok Zivotné jubileum /80/, Jifi Teml,
napisal pre subor kompoziciu ,Trio Eufonico® so silnym vnutornym napatim, vytvorenym len
z trojtonového motivu. Obaja autori boli osobne pritomni.

Detsky brnensky zbor Kantiléna so zbormajstrami Jakubom Kleckerom a Michalom Jancikom
predviedol skladby Benjamina Brittena - Missa brevis in D, Roberta Hejnara - Ave Maria, Arvo Parta -
Peace Upon You, Jerusalem. Nemozno pochybovat o kvalitach autorov. Brittenova kratka a
harmonicky prosta Missa brevis ostala aj v spomienkach mladuskych diev¢at, ako aj AVE MARIA od
Roberta Hejnara. Taziskom vedera bolo Te Deum Frantiska Emmerta za uginkovania sélistov: Hana
Skarkova - sopran, Lucie Hilscherova - alt, Jakub Jansta — organ.

Vystava madarského renomovaného autora Martona Barabésa / u€astnika 26.Bienale v Benatkach / v
Kniznici KroméfiZzska priniesla jeho mini-retrospektivu kniznych objektov, ktoré su €asto inSpirované
hudbou. Pouziva pismo ¢&i vlastny hmatovy zaZitok, jeho tvorba ma volnu spojitost s hudbou
Beethovena & Bartoka, rovnako ako s vérou a obsahom knihy. Existuje tu len krehka, takmer
nepostrehnutelna hranica medzi tymito svetmi. Autorova interferencia oboch poléh vytvara vizualnu
metaforu hibSieho zmyslu ¢o je umelecky objekt a socha. Na otvoreni vystavy predstavila zasvatene
Zdenka Vaculovicova &esku premiéru ,Styroch skladieb pre sélové husle nemeckého skladatela

Widmara Hadera, ktory bol osobne pritomny.

Vernisaz vystavy irskeho vytvarnika Tommy Barra v galérii U ArtuSa mala nazov Vecény kruh.
Premiérova vystava Specialne vytvorena pre festival koreSpondovala s tradiciou ¢eskeho symbolizmu.
Abstraktné obrazy Stvorcového formatu prinasali niektoré konotacie histérie Irska s histériou Eeskych
zemi.

Posluchové podujatia v Zahradnom ateliéri maju dlhoro¢nu tradiciu a snaZia sa priniest ¢o najviac
objavitelskych sond aj do malo znamej tvorby zndmych autorov - obzvlast ¢eskych a slovenskych.
Tohtoroény program sa zameral na kompozicie jubilujucich skladatelov Aloise Piflose (timové
kompozicie z 60. rokov 20. storocia), Jana Hanu$a (Koncertantna symfonia), bratislavského Romana
Bergera a vysostne duchovného skladatela Roberta Hejnara (Concerto grosso, Klavirny koncert,
Stabat Mater) a Arvo Parta ( Berlinska om$a ).

FORFEST patri k najstar§im kultirnym udalostiam novo obnovenej demokracie v Ceskej republike.
Predstavuje desiatky vystav, stovky koncertov, stovky nahravacich hodin pre Cesky rozhlas a CT,
stovky premiérovanych skladieb ( v priemere 20 - 30 v kazdom ro€niku ). Spolupracoval po cely ¢as
svojho trvania (26 rokov) s desiatkami kfu€ovych institicii doma aj v zahranici.

Koncerty a vystavy sa konali tento rok v Styroch mestach - Kroméfiz, Olomouc, Brno a Bratislava,
najma nadherného a jedineéného prostredia novo rekonstruovanej Kvetnej zahrady a olomouckého
Dému sv. Véaclava. V drioch 23. - 25. 6. 2015 sa konalo trojdriové medzinarodné bienale hudobno-
vytvarného kolokvia na tému ,Duchovné prudy v su€asnom umeni", so struénym podtitulom: ,Vizia
buducnosti“. Na konferencii sa aktéri zamyslali nad pri¢inami su¢asného stavu umenia, smerovanim
sugasného vyvoja a otakavaniami dnesného &loveka od umenia. Ugast na festivalovom kolokviu prijal
cely rad naSich a zahrani¢nych Specialistov ( vid harmonogram konferencie ).

Doc. PhDr. Elena Letfianova, STU Bratislava
Mudroriova 95, 811 04 Bratislava, Slovenska republika
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International Music Festival - XXVI.FORFEST CZECH REPUBLIC 2015

The article by PhDr. Elena Letrianovéa /SK/ - art historian, musicologist STU Bratislava
for the Czech leading music magazine OPUS MUSICUM 4/2015

One of the important events of this year's Festival FORFEST CZECH REPUBLIC - The
International Festival of Contemporary Art With the Spiritual Orientation - was awarded by the
prestigious prize of the Czech Music Council and entered into a wider European project EFFE
(Europe For Festivals, Festivals For Europe). The award was given at the press conference on
June 23rd at the City Hall in Kroméfiz by PhDr. Lenka Dohnalova and PhDr. Jaromir Javirek,
the President of the Czech Music Council.

The Festival FORFEST 2015 was held in the spectacular space of the Archbishop's Chateau
again as in the previous years. And continued with the idea of musical experimentation in a
pleasant atmosphere of the gardens which were designed by Italian architect Giovanni Pietro
Tencalla. Since 1998 the gardens were proposed for the list of UNESCO Heritage.

Festival activities have been in the centre of the public interest in the world already for more
than a quarter of century. In this season 2015, the leading Czech institutions, artistic
associations, and guests from ten European and overseas countries participated, among them
Germany, Austria, Poland, Italy, San Marino, Ireland, Hungary, Slovak Republic, Czech
Republic, and USA. The program of the XXVI. Festival Edition presented in a representative
selection 34 events, including 14 concerts with 18 premieres (7 Czech and 11 world premieres).
Furthermore, an international conference, entitled "Spiritual Currents in the Contemporary Art
2015", were held this year, with other events like 5 audition concerts with significant Works by
R. Berger, J. Hanu$, Robert Hejnar, Arvo Part, A. Pinos, further two exhibitions by the Irish
painter Tommy Barr and the author of music and fine visual objects by Marton Barabbas from
Hungary. Except for this also two visual and additive performance projects by Kotvan-
Lethanova, and Vit Zouhar). The weekly composition courses for young composers with an
international participation of lecturers and students were also held.

The festival had a long prelude in the form of several events. It was a renewed premiere of Painted
Songs by Jan Hanu$, the composer, on the occasion of the 100th anniversary of his birth. The
purpose was to remind his Works of the prominent Czech composer dedicated to children. Pupils of
the Music School from the city of Kojetin were singing.

An additive concert dedicated to the to anniversary of the most significant Slovak composer, Roman
Berger, brought an introduction of an electro-acoustic expressive composition Transgressus, and
equally amazing Epitaph for Copernicus. Transgressus was also transmitted live, by the Czech Radio
and continued by a subsequent discussion about the 25 year lasting history of the Festival FORFEST.
Among the invited members of the discussion were: Czech composer Jan Vrko¢, Slovak pianist Elena
Lethanova, and Zdenka and Véclav Vaculovi¢, and the music editor in the Czech Radio, Mr. Jan
Hlavag. The discussion was focused on the issues of musical life in a European context and in Czech
domestic environment.

The following day, the festival continued with two concerts - an audition event of an extensive Berlin
Mass by Arvo Part, and very well prepared ltalian Ensembles from Bologna. They introduced several
Czech and world premieres. A unique assembly of outstanding cellists caught our interest in the
Czech premiere of ,AH“by Massimiliano Messieri. It was a trio with an interactive electronic system,
reflecting pleasant southern temperament. We liked also to listen a grateful composition by Lawrence
Casserley Sette Pagine to L'Enigma del Bianco.

"Music-visual performance of Dr. Elena Lethanova and architect Peter Kotvan / Bratislava / had a
captivating atmosphere not only due to the romantic evening in the Assembly Hall of Kroméfiz Castle,
but thanks to the charm of the main protagonist also, who transformed the original compositions into
the color images. First, she played the composition (Bach, Chopin, Liszt, Grossmann, Graham,
Bartdk), then she played that composition again on the paper with colored fingers. The colors were
selected by the architect and the pianist and corresponded with the style and period of the given
composition and so they have not led to any rigid ,art of chance". A series of paintings originated
straight before the eyes of the audience and possessed a desirable expressiveness and were
inventive in of colored nuances. An intuitive feeling of the form in the contemporary art has been
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currently a dominant element in the multilateral postmodern multicultural situation ". (Excerpt from the
criticism by V. Vaculovic)

The opening organ concert of Karel Martinek in St. Wenceslas Cathedral in Olomouc brought a
realization of a four movemental work by Frantisek Emmert ,Song of Solomon® (Jana Kraj¢oviCova -
soprano, Bara Kozakova - violin, viola). By this event the Festival FORFEST paid a tribute to the
recently deceased author, who has been one of the most important Czech symphony authors of the
post-war period (he wrote 26 symphonies!).

In the organ recital of Karel Martinek, he was stunning and radical in the dynamic organization of piece
VOLUMINA, written by the classic of the 20th Century music- Gyorgy Ligeti. The soloist used up
almost all sound potential of the organ. A virtuoso work, Toccata, by Milo§ Sokol followed. We have
aesthetically experienced almost the mystical soprano colored harmonies of Frenchman Jehan Alain —
in his Le Jardin suspendu (SUSPENDED Gardens) and ALSO some Messiaen-like atmosphere,
composed still before the musical language of Messiaen, which was based on modes. Also, the work
of Petr Eben Choral Fantasy of St. Wenceslas was presented, with a demanding pedal technique.
Valuable final improvisations of Karel Martinek, with the six-tone theme of FORFEST, brought a rare
contribution to this outstanding concert.

This year, an ensemble Brass Sextet of Bohuslav Martint Philharmonic Orchestra, was established. A
such cast is really rare at the festivals / the following players were: Vit Otahal - trumpet, Macek Zdenek
- trumpet, Daniel MIgak - horn, Jakub Zivalik - trombone, Vit Pospisil - trombone, Miloslav Zvadgek -
tuba /. The ensemble played the premiere program; it was the author’s concert of Ale§ Pavlorek. The
level of the instrumentalists can be compared with the best ensembles of this type. ,Hukvaldské
echo“for the brass sextet was full of fervor expression and atmosphere of Janacek’s Hukvaldy with a
masterful understanding. The highlight of the concert was compositionally interesting premiere ,Alea
iacta est”. The whole evening was conducted by AleS Pavlorek.

The violin recital of Marie-Petfikova GajdoSova was an important deed: she presented six complete
violin sonatas by Jifi Matys. This cycle of demanding compositions, which differ by wealth of motivic
and rhythmic feeling, requires high concentration. The soloist performed with an incredible ease,
confidence and persuasion, and with precise intonation and phrasing.

An experimental project of the couple Sarah and Ivo Medek was held in the late hours due to light
effects which complemented an atmosphere of this attractive evening. Young and purely poetic Sarah
Medek started her recital with the premiere of her own composition entitled ,For Piano®. The inventive
sound composition "Inside 1", in which the both artists created sonoristic and mystical structures,
transformed with vocal sounds, used the front of the keyboard and the rear strings part of the piano.
The highlight of this evening was a 24-minute "neo-romantic" typical American piano music ,De
Profundis® by Frederic Rzewski with theatrical elements, singing of words and the screening of
American texts on a giant screen (for voice, video-art, and piano). ,De Profundis®is a composition full
of pain, meditation, and philosophical reflection about an existence of an imprisoned soul.

Cello recital of an outstanding German soloist, Friedrich Gauwerky, with the revealing title "Der Glaube
- The Belief", was one of the highlights of the festival. The program was really well thought through-
started with a Bach’s Suite For Cello Solo No. 1, in G major, continued by John Cage, the best
composition of the evening - Gyorgy Kurtag "Az Hit" (I Believe), Karlheinz Stockhausen pieces from
"Amour" in the transcription by Gauwerky. The recital ended with an important work of English
composer Peter Sculthorpe ,Requiem ,from 1979. It was a beautiful composition with a soulful
conclusion and mature interpretive mastery of the soloist, and made a dignitary point behind the recital
of a distinguished guest.

Color experiments with the sound of an electro-acoustic music, called acousmatic as well as, were the
main accent of a concert with a creative duo of Michal Rataj and Ivan Bores (guitar), under the title
.sounds in the Veil of Silence“. Their concerts have an increasing tendency. Consistently
quadraphonic arrangement of sound and tonal masses that exhausted the entire dynamic range, were
reasonably played out in a somewhat treacherous acoustics of the largest Rococo hall in the Czech
Repubilic.

One of successful concerts was the performance of the Ensemble Camerata POLYZOIDES from
Vienna / Demetrius Polyzoides - violin, viola, Elisabeth Polyzoides-Baich - violin, Michael Polyzoides -
cello, Janna Polyzoides - piano / .The Greek-Russian-Tatar-Czech program introduced e.g. work of
Czech composer living in the USA, Karel Husa - Sonatina For Biolin and Piano and 5 Impromptus by
Miloslav IStvan for piano solo (which are still today excellent pieces), performed with exceptional
understanding. Duo Polyzoides played for the first time in the Czech Republic a dodecaphonic

54



composition with a loose and extended tonality "Duo for Violin and Viola" by the Greek author Nikos
Skalkottas, the student of A.Schdenberg. The concert ended with the works of Erwin Schulhof for
violin and cello, full of sudden mood brakes.

Ladislav Dolezal within his piano recital introduced the premiere of Piano Sonata No. 5 by Pavel
Novak-ZEMEK, composed on a fragment from Mozart. A paradigmatic and reliable performance was a
challenge to play from a triple stave, playing with one hand - the left one. Bass position with the pedal
a bit lost in this challenging structure with the leaps into extreme positions. The soloist played the
whole concert without sheet music /! /, including the works of Vitézslava Kapralova at the occasion of
the 100th anniversary of her birth, an early group of "Five Piano Pieces" with Romantic-impressionistic
harmony, and American Lowe Libermann’s introductory "Gargoyles" op. 29, as the Czech premiere.
The recital continued with the world premiere of the Czech flutist Lenka Kozderkova entitled ,Larus®/ in
translation: Sea Gull /. It took nearly an hour of electro-acoustic composition full of nostalgic shades
and quality play of this outstanding flutist.

Vit Zouhar, already renowned protagonist of the Czech musical minimalism, surprised again with a
new type of creation. His multimedia project called "The Garden* was made for the Rotunda of Flower
Gardens. He captivated the cultivated listeners with musical therapeutic effects. Some listeners could
lie on several sofa bags, and might be fully devoted to sounds of the nature, birds singing, staged in
an electronic palette into the space of three points, i.e. the mixing counters, controlled by the author's
team of members / Gabriela Coufalova - thrush, woodpecker, hornet, rain, creek, frog, Aeolian Harp,
lap top, Jaromir Synek - woodpecker, creek, frog, leaves, Vit Zouhar - nightingale, cock, hornet ,
gutters, rain, Aeolian harp, etc. / Throughout the whole long composition one can not deny his wit,
imagination, and leading the listeners back to nature and its natural rhythms / idea of J.J. Rousseau /.
The author raises the question of the subtle boundaries of music, where the music ends and where
begins / as once said J.Cage /. And an ambivalence similarities between artificially generated
composition and a real natural sound. This is again a surprising connotation with the Baroque tradition
which Zouhar raised and brought out in his operas and other compositions.

Piano dual recital of a Czech pianist Jan Stojanek and Slovak Du$an Sujan offered relatively rare
opportunity for a comparison of two different approaches - lyrical ,Bagatelles® by Valentin Silvestrov,
performed by Stojanek versus a sovereign passionate and demanding play of Sujan in Moyzes’
Sonata from 1944, with an extensive fugue and selection from the poetic Preludes "12 + 1" by Slovak
author Peter 'van Grob' Martinéek, where was important dynamics and quality of each tone and bass
figures. We heard also the premiere of ,Four Impressions“by Peter Machajdik in a mature and soulful
performance of Dusan Sujan.

From Prague Trio Eufonico / in arrangement: Katefina Chudobova - flute, RUzena Srsnova - violin,
Simona Kalendova - piano / each of the soloists showed their technical and interpretative qualities.
The beginning of Variations For Flute and Piano by Otmar Macha sounded mysteriously. Trio for flute,
violin and piano “From the Life of Honeybees” by Czech composer Jan Vrko¢ was as lively, vibrant,
and engaging. The author gave almost a philosophical subtext to the life of honeybees. The Czech
composer, celebrating this year his jubilee of 80s, Jifi Teml, wrote a composition for this ensemble
"Trio Eufonico" with a strong internal tension, the piece was made up from just three-tone motif. The
both authors were personally present and welcomed by numerous audiences.

The Brno children's choir Cantilena with a choirmaster Jakub Klecker and Michal Jancik performed
compositions by Benjamin Britten - Missa brevis in D, Robert Hejnar - Ave Maria, Arvo Part - Peace
Upon You, Jerusalem. There is no doubt about quality of these authors. Britten's short and
harmonically simple Missa brevis remained in memories of young girls, as well as AVE MARIA by
young and excellent emerging composer Robert Hejnar. The main focus of the evening was Te Deum
of Franti§ek Emmert with soloists: Hana Skarkova - soprano Lucie Hilscherova - alto, Jakub Jansta -
organ.

The exhibition of the Hungarian renowned author Marton Barabbas / the participant of the 26th
Biennale in Venice / in Library of Kroméfiz, brought his mini-retrospective of book objects, which were
often inspired by music. He uses its own font and tactile experience. His work is closely connected
with music of Beethoven and Bartok, as well as with the fragrance and contents of the books. There
are only fragile, almost imperceptible borders between these worlds. The author's interference of
these two positions creates a visual metaphor of a deeper sense of what is the art object and
sculpture. During the opening ceremony of the exhibition, Zdenka Vaculovi¢ovéa presented the Czech

premiere of "Four songs" for solo violin by German composer Widmar Hader, who was also present.
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Opening of the exhibition of Irish artist Tommy Barr in the Gallery of Arthur had the name “The Eternal
Circle”. This exhibition was specially created for the festival and corresponded with the tradition of the
Czech symbolism. The square format of abstract paintings brought some connotations of Irish history
with the history of Czech lands.

Listener's events in the Garden studio had been having a longstanding tradition and brought many of
discovery probes into a little-known work of renowned authors - especially from Czech and Slovakia.
This year's program focused on the compositions of jubilee composers Alois Pifios (his team
composition from the 60s of the 20th Century), Jan Hanu$ (Sinfonia Concertante), author from
Bratislava-Roman Berger and eminently spiritual composer Robert Hejnar (Concerto Grosso, Piano
Concerto, Stabat Mater) and Arvo Part (Berlin Mass).

FORFEST belongs to the oldest cultural events in newly restored democracy of the Czech Republic.
The festival presented a dozens of exhibitions, hundreds of concerts, hundreds of recording hours for
Czech Radio and Czech Television, hundreds of premiered compositions (in average 20 to 30
premieres each year). And festival directors Zdenka and Vaclav Vaculovi¢’s cooperated throughout its
duration of 26 years with dozens of main institutions in home and abroad.

Concerts and exhibitions were held this year in four cities - Kroméfiz, Olomouc, Brno and Bratislava,
using mainly representative spaces of the Archbishop's Chateau and Gardens in KroméFiz - especially
the beautiful and unique environments of newly reconstructed Flower Garden and the Cathedral of St.
Wenceslas in Olomouc connected with the deep Czech history of Vaclav Il. During the days June 23-
25, 2015, was held also an International Biennale of a three-day musical and visual Colloquium on
"Spiritual Currents in Contemporary Arts", with a brief subtitle "Future Vision". The conference
participants reflected the causes, reasons of the current state of art, a routing of current developments
and expectations of today's man, regarding the art. The Festival colloquium welcomed a number of
Czech and foreign experts (see the conference schedule).

Doc. PhDr. Elena Lethanova, STU Bratislava,
Mudroriova 95, 811 04 Bratislava, Slovak Republic

| HAD A DREAM - Mél jsem sen
Prof. Massimiliano Messieri / San Marino /— composer, Conservatory Bologna

When | was 13, | had a dream: music got back to be music, not labelled or divided into genres like
pop, rock, folk, classical, new, electronic, experimental, minimal, serial or algorithmic... Just Music. In
some respects, this dream came true; destiny is mocking and it often seems to be in a Dantean circle
of hell: classical music (especially the one of today) is dying!

The audience is disappearing because it is more and more affected and tied up to the medias. But this
is all our fault: the reason is that is because we composers didn't take our heads out of the sand and
we didn't notice that the society has changed.

Thinking that a composer should be justified just because he CREATES music, is a serious mistake,
because if they once were engaged in the social life, working as organizers or as interpreters,
nowadays they do nothing but feeling pity for themselves without lifting a finger to change their status
quo. Recently, a meeting called "Musica Arte Scienza - Nuove espressivita nel futuro" (Music Art
Science - New Expressivenesses in the future) was held in Bologna (ltaly). It was attended by some
directors of Italian Contemporary Music Festivals who are all musicians (composers, interpreters and
musicologists), and it aimed to take stock of the situation and to have a debate on future plans.They all
had fantastic cultural programs, musical and scientifical, but both with only one big problem: the
audience. Should we be surprised of this situation? Not at alll The fact proves the rule: today's
classical music in Italy is dying and the yesterday's one is following it.

The polish musicologist Marciej Negrey, during our meeting in November 2010, said to me rightly : the
new music doesn't exist. It is all classical music, all new music, there is no difference between the
classical music written by Mozart and the one written by a today's composer: both of them, in different
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historical periods, were considered new because they were written by living authors. Well, so where's
the problem? Why is the audience so different (in a matter of numbers, too) between today's classical
music and the yesterday's one? Maybe we forgot to think about what is really music? Music is an
artistic international language. Being a language, it has its own grammar, its own syntax and some
thoughts connected to it. So, if grammar and syntax are comprehensible, are thoughts those elements
that do not communicate anymore? Probably this is the point of our problem: today's music does not
succeed in communicating with the audience! Have you ever noticed that the stalls are occupied, most
of the times, by musicians, music journalists, by aspiring musicians and by relatives of the
interpreters?

For which reason are we, composers, but other musicians too, if not accompanied by "our fellows",
most of the times alone? It is the common psychosis, wrong but persistent, that we are weird, that we
have an apparently different life, and for that reason we are admired but kept at a distance. But why?
We have to analyze another time our part, because we know what has happened, which are the
causes that produced this break with the audience and which opened the road towards the blind alley.
From Anton Webern's Variations op. 30 (1940) on, unlike Adorno used to think, we composers have
gone in the opposite direction of what music is and what is means: why writing cancelling the “I”, the
ego? Why has a mathematical process, an abstract scheme, become music?
John Cage had probably hinted that the process of the cancellation of the creative |, produced a
calculation which was identical to a casual draw of “I Ching”, an apparently casual combination.
Reading or listening to “MUSIC OF CHANGES” for piano by John Cage (1951) and to
“‘STRUCTURES” Book | by Pierre Boulez for two pianos (1951/52), we can see how these two scores
are similar even if the compositive process is totally different (listening). Surely, the Masters didn’t look
at the future, at what their affirmation could have produced: a total break with the social agreement
between the musician and the audience. In the following years, the compositive act was focused on
the mathematical calculation, to the detriment of what was sound and the analytical method was put
before the meaning of music: everyone (musicians or not) was able to write “music” of which they had
a minimal grammatical knowledge. But these “scores” weren’t music, but just notes and a succession
of intervals which was not relevant to the sound. Music is a child of its time, but were the composers
conscious of the social and historical period they lived in? In the 1980s and 1990s, writing a C chord or
just an octave was a tabu: they were more dissonant than the dissonance itself and if they were
produced by the code, the compositive calculation was wrong.

A dictatorial, absolute state was in these “masters” minds and words like “harmony” or “melody” (called
also “sequence”) were just creative elements to be used carefully.

The analytic method placed before the creation of the score produces a perfect composition! Exactly,
but this is not music. The result of this modus operandi has created streams of paper written with the
grammatic of music but without being real music. Those scores transmitted nothing but the incapacity
of being a musician, or the frustrating convinction of being just artisans of music, but not artists. During
the 1960s and the 1970s, another current was showing that the cancellation of the creative "I" was
something wrong: the controlled Alea. The "play-scores" created with this compositive system gave
the possibility to the interpreter to be composer himself, so he could follow his own music taste even if
he was guided by the score's author. If we read or listen to "IN C" (1964) by Terry Riley or
"SERENATA PER UN SATELLITE" (Serenade for a satellite, 1969) by Bruno Maderna, we realize that
the musical thought of the author appears but he does not know exactly the final result of the score,
but some sounds' aspects that it produces (listening).

These assertions at the beginning may be hard to understand, unpleasant and provocative but if we
analize the history of music of the last sixty years, we realize that they are not wrong. The composers
were the authors of the present status quo: the audience is lowering because the scores gradually
stopped to communicate. The society has changed: even if it has become more and more evolved in a
matter of technology, men's feeling and emotions didn't change. Love and hatred, joy and sadness,
sweetness and harshness, passion and indifference are not just words or agogics: they are means of
interpretation that the composer inserts in his score not because of praxis but to indicate the executive
expressiveness.

The questions "What does it mean?" or "What does it want to communicate to the audience?" springs
out of the moment when the score denies every agogics in its structure: the meaning "Adagio
cantabile", today not used anymore, was replaced with "Con dolcezza" maybe because the writing
doesn't transmit this sweetness? How can the interpreter and then the listener understand the thought
of the composer if the way of writing goes on in an obstinate way (or better, insane), in an anti-
expressive algorithmic calculation?

The disgregation between musician and listener has happened during this period, when the composer
forgot the reason why he was writing music: he went on with his insane creativity, regardless of the
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"collateral effects" and the gradual disappearance of the audience. The listener has been conforming,
addressing the pleasure of the listening towards new horizons that fulfilled his emotions. A new
character was born from this disgregation: the discography (the music market) and its
commercialization through the media (radio and television). Music has retroceded to its elementary
stage, expressing in a superficial way the emotions sought by the audience. The audience has been
absorbed by the market and by television shows and it was subjected to its primitive emotions,
ignoring that music we listen to everyday, was just a harmony written centuries ago with another
melody. (listening: Mina "Passion flower"/ Ludwig van Beethoven "Fur Elise"/ Phil Collins "A groovy
kind of love"/ Muzio Clementi: from the "Sonatina Op.36 n.5 in G Major, Rondo")

The attention towards the emotions and the feelings of the audience has become the most important
parameter sought by producers of pop and rock music and by the music to promote. This action has
more and more marginalized the classical music from the means of massive communications, the
music has been put aside.

Someone who is very close to me, of who | hold in high esteem, has confirmed what | just said:
listening to contemporary classical music is very difficult for her because she can't understand its
meaning, despite she is a very cultivated person and loves classical music (in particular the one of
Mozart) and she defines herself a woman inside a world of numbers. This difficulty doesn't exist
because of the non-will or the rejection to the listening because it is different from the classical rules,
but because of the objective complexity of today's classical music. It's clear that the scores composed
today are more complex than the ones written centuries ago, just like writing a score based on a
numerical code or on a algorithm is simplier that composing a nice melody without aping or changing a
pre-existent one. It has been demonstrated that the prosecution of the writing in an algorithmical way
can lead first of all to the cancellation of the composer (like my friend and composer Nicola Baroni said
during his musical research) and then of the music, because there are already some softwares able to
transform the movement of our cells into numerical data (VID - Visual Institute of Developmental
Sciences, Laboratory of the National Institute of Biostructures and Biosystems, INBB, of Prof. Carlo
Ventura). This data can be transformed into sounds, so music, following this barren process. It has not
been demonstrated yet, but it could be, that taking the composition to a more human aspect (without
lapsing into banality), less mathematical and more expressive, close to the human emotions, setting
free from the last 60 years of experimentation, may restore the written music and reapproach the
listener. And maybe my childish dream, ingenuous of its simplicity, can still be realized.

Massimiliano Messieri
(translated by Martina Berardi)

Ars Acustica Palmarum 2013 - 2015
PhDr. Michal Rataj, Ph.D. /CZ/ - composer, HAMU PRAHA — Academy of Music Prague

In this text | would like to present background visions and practical compositional and performance
experiences, which have been developed over the past three years as part of liturgical art
interventions on Palm Sundays at the St. Salvator Church, Prague.

The idea was to introduce different sound elements and performance aspects into a new
contemporary liturgical music event, which would be part of the initiation of the Holy Week — Palm
Sunday Liturgy. The choice of Palm Sunday as one of the crucial liturgies of the year is rooted in my
engagement with Gregorian chant repertoire of this particular celebration as far back as the 1990s. As
a musicology student | was able to conduct research on musical aspects of liturgical procession as
they existed during medieval times. The research concerned not only musical material itself (texts,
melodic settings, liturgical guidelines), but also the entire spatial and performance aspects of the
liturgy occurring both outside and inside the church. The Palm Sunday procession has always been a
performance event interconnecting elements of theatre, music, choreography and spatial composition.
The immediate contrast of the “great joy” outside the church celebrating the approach of Jesus Christ
to the city of Jerusalem and which breaks through the deep sorrow of the Passion Week inside the
church has always had a powerful influence on me.
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Several years ago series of artistic interventions were initiated at the academic parish of St. Salvator
as part of Lent, produced by the Center for theology and art®’. Adriena Simotova, Vaclav Cigler,
Norbert Schmidt, Jaromir Novotny, Stanislav Kolibal, Michal Skoda (among many others) were artists
who plgasced visual objects in the church space to interact with it as part of the “holy period” before
Easter™.

Almost three years ago a more ambitious visual intervention was produced in the church. Patrik Habl
replaced all the original baroque altar canvases inside the church with his mostly dark & gold paintings
(monotypes). Upon entering the church for the first time to view them, | realized something was
“‘wrong” but | could not tell what. The fantastic and hidden mixture of contemporary paintings on
church altars along with the liturgical space (with its shapes, colors, shadows and period atmosphere)
was somehow unreal. It spoke to me as a genuine symbiosis of the past and present.

When | met the curator, Norbert Schmidt, for the first time, | mentioned offhand, “It would be nice to
have some music there, wouldn’t it?” Thus the first Ars Acustica Palmarum took place in 2013.

While considering the possible composition of such accompanying music, it became clear to me that it
would be a mixed repertoire of traditional Gregorian chant and contemporary electroacoustic music.
After several experiences employing chant elements as part of my concert compositions,99 | started to
develop dramaturgy based on the traditional Gregorian chant repertoire of Palm Sunday and newly
composed short electro-acoustic sound compositions.

In order to bring together such different perceptual worlds as the Gregorian chant and contemporary
sound performance, | decided to establish the original chant modality as the common denominator,
which would be the basis for the harmonic structure for whatever would happen. These traditional
chant tunes of Palm Sunday established the melodic and harmonic context for developing an entirely
new sound world of liturgical music. The tunes employed were:

- responsorium Ingrediente Domino (starts on E, tenor on G)

- tractus Christus Factus Est (tenor on E)

- responsorium Impropérium exspectavit cor meum (starts on C, tenor on G)

- antiphona Pater, si non potest (starts in C, tenor on G)

- psalm Deus Deus meus (starts on E, tenor on A)

| then asked a small group of musicians (every year different ones) with contrasting musical
instruments to play along with the chant tunes in this emerging semi-improvised liturgical sound
performance. | suggested that the performance would be controlled by two particular aspects:
- chant modality and its melodic material
- pre-produced electro-acoustic sound composition and real-time based sound transformation
of acoustic instruments performed by myself.

During the performance, different sound elements are transmuted jnfo new acoustic shapes, and on
top of that, the resulting sound is diffused in an artificial acoustic space designated by a set of four
loudspeakers, which are placed in a wide ambitus inside the church.

During three consecutive years, different acoustic settings were realized based on different
interpretations of Gregorian chant tunes on one hand, and different ensemble constellations on the
other:

2013' - a mixed male-female choir sang Gregorian tunes on the balcony without
amplification (15 meters above peoples’ heads) while a performance of saxophone, acoustic guitar,
kantele and live-electronic musicians took place to the left of the main altar surrounded by a four-
channel loudspeaker setup.

2014 — a male choir sang Gregorian tunes with light amplification right next to the main
altar, while viola da gamba (tuned to 440 Hz), cimbalom and a live-electronic performance took place
across the central axis on the left side.

97 Initiative curated & led by the architect Norbert Schmidt, http://ctu-uk.cz.
98 An obvious inspiration of the main curator Norbert Schmidt by the Kunst-Station Sankt Peter in Cologne is noficable,
viz e. g. Norbert Schmidt (ed.), Friedhelm Mennekes: Nadseni a pochybnost, Praha 2012.

99 Oratorium Electronicum (2002), Corde, Lingua, Voce (2006), Invito (2008).

100 Schola conducted by Filip Srovnal, soprano and tenor saxophones by St&pdn Skoch, kantele and live electronics
by Jan Trojan.

101 Schola conducted by Jifi Hodina, viola da gamba by Mélusine de Pas, cimbalom by Jan Mikudek.
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2015'% — a solo male vocalist sang the entire Gregorian repertoire with regular amplification
accompanied by violin, tabla, clarinet and a live electronic performance paired on several spots with
the main organ improvisation back in the church. The third issue of the Ars Acustica Palmarum
achieved not only a new quality in the sound integration of chant and sound performance inside the
artificial space of electro-acoustic field, but also another spatial quality through interconnection with
acoustic based organ across the entire church space.

Three Palm Sunday music interventions followed immediately the procession taking place outside the
church. While people were entering the church, the performance basically followed the proprium order
of the mass in five musical interventions:

1/ Introitus — the procession entered the church, people were spreading inside (Ingrediente Domino), a
plain chant was followed by a sound performance,

2/ Tractus (Christus factus est)
chant only, in 2015 enhanced by light background sound composition,

3/ Offertorium (Impropérium exspectavit)
chant followed by sound performance,

4/ Communio (Pater, si non potest)
chant followed by sound performance,

5/Psalm Deus Deus meus
chant performance divided into psalm verses, each followed by dynamically increasing sound
performance.

Common ordinarium missae (by Petr Eben, respectively Karel Bfiza) was sung during the service,
either with small positive organ in front of the church (2013, 2014) or accompanied by the main organ
(2015).

In order to understand better the technological framework of the performance, let me briefly describe
the primary specifications of the computer-based virtual instrument | played along with live musicians.
The virtual instrument consists of a MAX-based'® environment featuring live controlled

- multichannel multi-sample player,

- stochastic and spectral synthesizers,

- real-time spectral resynthesis module (based on SDIF buffers),

- multichannel live input delay chain,

- live input granular synthesis engine.

Samples, spectral models and other sound material follow the chant modality and are ready to be
articulated live using a Wacom tablet and some other peripheral controllers. As such, the virtual
computer based instrument actively connects the live sound performance with other musicians. Their
sound is captured by microphones and connected to an audio interface input. Each of these
instruments can thus be transformed in real-time and acts as another sound level according to the
material being stored / pre-produced inside the computer. Delay and granular synthesis are the main
tools of sound intervention.

Four speakers were placed at four locations inside the church - two at the front part of presbytery, two
in the middle at the cross axis of the church. The four speakers were not only responsible for creating
a new spatial sound quality, but they also enhanced the acoustics of the church by a different type of
spatial resonation.

During the first intervention in 2013, Gregorian chant parts of the performance were juxtaposed with
electro-acoustic ones. The last issue in 2015 — on the contrary — featured a continuous mix of chant,
ensemble and organ (even though the organist was forced to play one semitone higher because of the
baroque tuning of the organ). This provided an entirely new experience to both performers and
audience.

102 Solo voice by Jifi Hodina, violin by Slavomir Hofinka, tabla & clarinet by Tomdas Reindl, organ by Eva Bublovd.
103 Modular software environment for real-time based MIDI, sound and image processing, www.cycling74.com.
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As our musical apprehension has developed over past couple of decades (particularly influenced by
many inter-media aspects), we realize it is the power of electro-acoustic music language above all,
which absorbs many different acoustic impulses, elements, techniques, aesthetics and excitements
and it shapes them into completely new sound qualities. There are no longer male voice, violin,
percussions or cimbalom acting as individual voices — they have been transformed into new sound
semantics, which have been built both across centuries (old chant — traditional instruments — virtual
electronic engines) and across spaces (liturgical, architectural, musical, grammatical, semantic).

This publication was written at the Academy of Preforming Arts in Prague as part of the project
“Sensors As Musical Instruments” with the support of the Institutional Endowment for the Long Term
Conceptual Development of Research Institutes, as provided by the Ministry of Education, Youth and
Sports of the Czech Republic in the year 2014.
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