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Od folkloru k world music: Hudba a slovo
Uvodem

O tom, ze slovo zivé — mluvené a zpivané — je zakladem pro
slovo literarni a umélé, psal jiz Cesky literarni védec Bedfich
Véclavek (1897-1943), ktery se vénoval studiu lidové a zlidovélé
pisné zejména skrze jejich slovesnou slozku. Vztah hudby a slova
nalezneme v riznych zanrech napfi¢ historickymi epochami,
socialnimi vrstvami a uméleckymi styly, jez odrazeji obsah
nabozensky ¢i svétsky — oratorium, opera, opereta, kuplet, Slagr,
muzikal, ale i ukolébavka ¢i détska pisnicka. Stejné tak slovo o hudbé
¢1 hudebni inspirace konkrétnim slovem — zachycenou myslenkou,
pribéhem ¢i poezii, spada do tohoto vztahu, ktery mize byt tésny
i volny a otevieny. Slovo muize hudb¢é vtisknout né¢kdy necekané
poselstvi, mize pohladit na dusi, rozesmat, rozplakat, mize byt ale
také socidlni Zalobou ¢i polickem do tvafe. Hudba slovo umocrtiuje,
ale mize byt i hudba beze slov, ktera presto vypravuje.

Inspirativni téma ,hudba a slovo*“ zastfeSovalo letos$ni jiz
devatenacty ro¢nik mezinarodniho kolokvia Od folkloru k world
music, které se kona v ramci multizanrového hudebniho festivalu
Folkové prazdniny v Namésti nad Oslavou. Jako kazdoro¢né se
setkani zucastnili nejen zastupci akademické a publicistické obce,
ale i dalsi zajemci o hudbu lidovou, popularni, folkovou, etnickou
a world music. Akce probéhla stejn¢ jako v minulych dvou letech
kombinovanym zptisobem: vétSina referujicich se kolokvia zicastnila
osobng, zbytek vyuzil moznosti prezentovat sviij ptispévek online.

Program dvoudenniho setkdni byva pravidelné rozdélen na
¢ast vénovanou folkloru — at’ uz v jeho tzv. prvni existenci, anebo
v oblasti folklorniho revivalu — a na ¢ast vénovanou hudbé etnické,
popularni, world music a dal$im tzv. mensinovym Zanram. Casto
se vSak témata prekryvaji a nelze je jednoznacné odd¢lit. Bylo
tomu tak i v leto$nim roce, kdy se vétSina prednasejicich zamétila
pfedevsim na texty pisni. Hned Gvodni referat fesil aktualni téma
politické korektnosti hudebniho folkloru nahlizeného o¢ima dnesni
spolec¢nosti. Dalsi ptispévky se tykaly napf. interpretd spojujicich



své hudebni nadani s vypravécskym talentem a hrou na dudy,
dale hudebni terminologie a muzikantského zargonu (na piikladu
muzikantského zargonu z oblasti moravské dechové hudba) ¢i
estonského eposu Kalevipoeg jako inspira¢niho zdroje pro hudebni
a tanecni tvorbu.

Neékolik mluvéich se zaméfilo na venkovskou hudbu USA —
vyzdvihli vyznam mluveného blues (tzv. talking blues), piekvapive
bohatého jazyka bluegrassovych textt ¢i nestarnouciho duchovniho
poselstvi CernoSskych spiritudlti. Dalsi referujici poukézali na
moznosti i uskali pfenosu pisiového textu (lidového, folkového,
duchovniho i svétského) z kontinentu na kontinent; zdraznéna byla
vazba mezi USA a Ceskou republikou. Titénou podobu v tomto
sborniku ziskaly jen nékteré prispévky, pfiCemz nékteré jsou
publikovany ve dvou jazykovych verzich.

Dvoudenni kolokvium Od folkloru k world music je zajimavé
nejen prednaskami, ale i naslednymi diskusemi, které obohacuji
a inspiruji jak pednasejici, tak publikum. Velmi ocekavané je vzdy
i zavéreéné setkani ticastnikli kolokvia s vybranymi zahrani¢nimi
hosty festivalu Folkové prazdniny — obé akce totiz sdileji nejen
misto, ale i hlavni téma. V roce 2022 v diskusi s ucastniky kolokvia
mluvily o svém vztahu k hudbé a slovu Spickové mladé interpretky
z USA a Velké Britanie — banjistka a zpévacka Nora Brown
a multiinstrumentalistky a zpévacky sestry Rheingansovy, Rowan
a Anna. Momentky z tohoto setkdni jsou soucasti fotografické
ptilohy sborniku. Ten stejné jako v minulosti pfinasi pestrou mozaiku
ptistupt k jednomu hlavnimu tématu a zaroven reflektuje aktualni
vyvoj v oblasti nonartificialni hudby ,,od folkloru k world music*.
Vérime, Ze stejné jako vSechny predchozi si najde své Ctenare.



From Folklore to World Music: Music and Words
Introduction

The fact that the living word—spoken and sung—is the basis for
the literary and artificial word was already expressed by the Czech
literary scholar Bedtich Vaclavek (1897—-1943), who devoted himself
to the study of folk and popular songs, especially through their verbal
components. The relationship between music and words can be
traced back to various genres across historical periods, social classes,
and artistic styles, reflecting religious or secular content including
oratorio, opera, operetta, couplet, schlager, musical, lullaby, or
children’s song. Similarly, the relationship between word and music
includes the musical inspiration of a certain idea, story, or poetry, as
well as various texts about music. The word can affect music with
a message that is sometimes unexpected: it can caress the soul, make
us laugh, make us cry; it can also be a social indictment or a slap
in the face. Music enhances the word, but there can also be music
without words, which nevertheless tells a story.

The inspiring theme “music and words” headed the nineteenth
international colloquium From Folklore to World Music, in Namé&st’
nad Oslavou, Czech Republic, in July 2627, 2022. The event takes
place alongside the multi-genre music festival Folk Holidays. It is
intended not only for representatives of the academic and journalistic
community, but also for others interested in traditional folk, popular,
modern folk, ethnic, and world music. For health and safety reasons,
this year’s colloquium was held in a combined manner, as in the
past: most of the speakers attended the forum in person, while some
took the opportunity to present their papers online.

The program of the two-day colloquium is regularly divided into
a part devoted to folklore—either in its original existence or in folk
revival—and a part devoted to ethnic, popular, and world music,
as well as other related minority genres. Often, however, the topics
overlap, as was the case in 2022, when most of the speakers focused
on song lyrics. The opening paper dealt with the current issue of
political correctness of musical folklore as seen through the eyes



of'today’s society. In other papers, the authors discussed outstanding
performers who combine their musical talents with storytelling and
playing the bagpipes; musical terminology and musician’s jargon
(using the example of Moravian brass band music), the Estonian
epic Kalevipoeg as a source of inspiration for music and dance, and
other word and music related areas.

Several speakers focused on the rural music of the USA—
highlighting the importance of talking blues, the surprisingly rich
language of bluegrass lyrics, and the timeless spiritual message
of black spirituals. Several speakers pointed out the possibilities
and drawbacks of transferring song lyrics (traditional and modern,
spiritual and secular) from continent to continent, emphasizing the
link between the U.S. and Czech Republic. Only a few of the many
papers presented at the colloquium have made their way into print,
and some are available in two language versions.

The two-day colloquium is interesting not only because of the
presentations, but also for the subsequent discussions, which enrich
and inspire both the speakers and audience. The final meeting of the
colloquium is always highly anticipated, because participants meet
the selected foreign guests of the Folk Holidays Festival. In 2022
in Nameést’ nad Oslavou, top young performers from the USA and
Britain spoke about their relationship to music and word: banjo
player and singer Nora Brown and the multi-instrumental singer
sisters Rowan and Anna Rheingans. Pictures documenting the
session are included in these pages. The volume, now in its 19" year,
has maintained its original idea: to discuss one topic from several
possible points of view, and to reflect on the current development of
non-art music in the area “from folklore to world music.” We hope
that the readers will enjoy the volume, as they have in the past.



KDYZ HEP HEP NENI HOP HOP:
FOLKLORNI KULTURNI DEDICTVI V KONTEXTU
POLITICKE KOREKTNOSTI

Martina Pavlicova — Lucie Uhlikova

Pozadavek na komplexni studium hudebniho folkloru byl v ¢eské
folkloristice pfijat pfed vice nez sto lety, dve slozky pisn€ — napev
a text — ale byly a dodnes mohou byt z mnoha diivoda studovany
oddélené. Na jedné strané totiz plati, Ze jde o celek, v némz jedna
slozka podminuje druhou (napev svym zpiisobem determinuje pocet
slabik verSe a naopak, vazba konkrétnich napévi a textl je ¢asto
regionaln¢ specificka a skrze ni se studuji charakteristické rysy
folkloru jednotlivych regiontl), na stran¢ druhé obé slozky funguji
také samostatné — stejny napév se poji s riznymi texty, varianty
jednoho textu zase s riznymi napévy. Také déjiny zajmu o lidovou
pisenn dokladaji, ze hudba a slovo nebyly zkoumany rovnocenng.
Duivody byly rizné. Mizeme k nim piifadit jak slozitost hudebniho
zapisu oproti zachyceni textu pfi samotném sbéru, tak i rizné ucely
souvisejici s dobovym kontextem ¢i osobnim zdjmem badatelti.
V romantismu se o texty lidovych pisni opirali basnici, inspirovali
se v nich ke skladani tzv. ohlast' i falz?, v lidové slovesnosti hledali
Cisty narodni jazyk, ale také narodniho ducha, jak to vidime napf.
u Johanna Gottfrieda Herdera.?

1. Tzv. ohlas (ozvéna) piedstavuje zanrovy typ vznikly stylizaci poetiky lidové pisné,
v preromanticko-romantickém kontextu povazované za esteticky vzor. Ohlas usiluje
o vyjadfeni nového obsahu prostiednictvim ,,narodni®, zazité formy (Peterka 2004:
457). Pocatky ohlasové poezie spadaji do konce 18. stoleti, nejprve se objevuji
v anglické literatufe, v Ceské literatuie se zacinaji uplatiiovat na pocatku 19. stoleti.
Spojeny jsou piedevim s tvorbou F. L. Celakovského.

2. K evropskym falzim vice viz Otdhal, Milan 1986: Vyznam boju o rukopisy. In:
T. G. Masaryk a nase soucasnost II. Praha: Nové cesty mysleni, s. 40—71. Dostupné z:
<http://www.rukopisy-rkz.cz/rkz/gagan/jag/rukopisy/dokument/otah-1.htm>.

3. Srov. Johann Gottfried Herder 1778-1779: Volkslieder. 2 sv. Leipzig: Weygand (viz
zejm. predmluva k druhému dilu).



V uméleckém prostiedi miizeme v minulosti i soucasnosti nalézt
dichotomii vztahu k lidovym pisnim, ktery je veden oddélené
hudebni ¢i slovesnou linkou. A stejné tak je tomu v Sirokém spektru
folklorniho hnuti, kde na prvni pohled odli$eni ,,ptivodniho lidového*
¢i ,,umélého autorského* piinosu, at’ jiz v hudebni ¢i tanecni slozce,
Casto splyva. Zajimavym vyzkumnym ,terénem‘ je vSak pro
folkloristické studium i v soucasnosti samotny folklorni material,
ktery stal nejenom u zrodu odborného studia, ale zaroven do jisté
miry kodifikoval i jeho pfedmét. Tradi¢ni folklorni projevy jsou ve
svych ptvodnich funkcich v podstaté jiz uzavieny, jejich povaha
a interpretace jsou ale stale aktualnim badatelskym problémem.

O cenzufe i autocenzuie ve spojeni s lidovou pisni ¢eskych zemi
a zejména s jejimi edicemi bylo jiz v ramci namest’ského kolokvia
pojednano (Uhlikova 2012). Oficialni cenzura 19. stoleti byla
zaméfena na potirani vSeho, co né€jakym zptsobem diskreditovalo
nabozenstvi ¢i stat a ohrozovalo dobré mravy. DodrZovani spole-
¢enskych konvenci, estetickych a etickych parametrti oficialni
kultury (sdilené predevsim méstanskou spolecnosti a intelektualy)
primo podminovalo hodnoceni, a tedy i ispéch, ¢i netispéch edi¢nich
aktivit jednotlivych osobnosti, které folklorni texty (nejen pisné, ale
také pohadky, povésti ad.) vydavaly. Zminéné spolecenské konvence
umocnéné ideovym zameétenim sbératelskych aktivit, jez sméfovaly
k naplnéni tehdejsich vlasteneckych cilti a idealt, ovliviiovaly ale
uz samotny terénni vyzkum — vime, Ze mnozi sbératelé nezapisovali
material, ktery nekonvenoval jejich piesvédceni. V ptipadé textd
pisni §lo pfedevsim o ty, jeZ obsahovaly obhroubly humor, drsnou
satiru, erotické motivy a vulgarismy.* Pokud byly zminéné texty
nékterymi osvicenymi sbérateli zapsany, nebyly vétSinou do edic
folklorniho materidlu zatfazovany, anebo byly cenzurou skrtany,
popf. byl text upraven a inkriminované casti byly zménény.
Konkrétni priklady takového pfistupu lze demonstrovat na edici

4. Napf. sbératel FrantiSek Susil, katolicky knéz, zapisoval Casto folklorni materil
na fafe ¢i ve Skole, kam si zval mistni zpévaky, venkovské zabavy v hostincich
nenavstévoval, nedovoloval ani, aby mu byly zpivany ,,neslusné* pisné (srov. Pavlicova
2012: 20; Uhlikova 2015: 341).
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Ceské néarodni pisné (Bohmische Volkslieder), kterou predev§im
na zakladé tzv. gubernialniho sbéru® vydal v roce 1825 Jan Ritter
z Rittersberka (1770-1841).

Puavodni verze: Otisténa verze:

Sla Zidovka do Slanyho, Sla Zidovka do Slanyho,
nesla zida zasranyho. nesla zida opilyho.

Zid se smdl, az prskal. Zid se smdl, az prskal.

(Markl 1987: 247, ¢. 33 — Plzensko, Chrudimsko)

Kdybys byla katolicka, Kdybys byla holka hezka,
vzal bych si té do srdécka, vzal bych si té do srdécka,
ale Ze jsi helvice’, ale Ze jsi opice,

nevidim té, opice. tak té nechci jiz vice.

(Markl 1987: 271, €. 63 — Bud¢jovicko)

Uvedené pisnové texty nebyly vybrany ndhodné. Nuti nas
totiz zamyslet se nad nékolika dulezitymi aspekty, které se k nim
z pohledu soucasného badani rovnéz vztahuji.

Tim prvnim je otazka objektivniho zkoumani folklorni
tradice v celé jeji $ifi, tedy autentického textu bez puristickych

5. Akce byla zapocata roku 1819, v jejim pribehu vsak byly ziskany i starsi zapisy pisni
a instrumentalni hudby. Material shromazdény na uzemi Moravy a Slezska byl ulozen
ve dvou ne zcela totoznych exemplafich v archivu v Brné a ve Vidni, ¢aste¢né vysel
v edici Gubernidlni sbirka pisni a instrumentalni hudby z Moravy a Slezska z roku 1819,
pfipravené Karlem Vetterlem v roce 1994. V Cechéch byl sbér ukonéen az roku 1823,
pfidemz Gast materialu vydal v roce 1825 Jan Ritter z Rittersberka ve svych Ceskych
nérodnich pisnich (Béhmische Volkslieder). Cely material z Cech kriticky zpracoval
a vroce 1987 vydal Jaroslav Markl pod nazvem Nejstarsi sbirky ceskych lidovych pisni.
Po roce 1989 byla nalezena jesté jedna &ast gubernialniho sbéru z Cech, a to zapisy
Thomase Antona Kunze. Faksimile vyslo v roce 1995 v redakci Lubomira Tyllnera.

6. Sirsi Geské vefejnosti jsou obdobné peripetie znamy také napt. ve spojent s texty pisni,
které si pro vlastni potfebu zapsal rakousky duistojnik, nadSeny josefinista a Cesky
vlastenec Jan Jenik z Bratfic (1756—1845). Vydavani téchto Casto ,,pohorslivych® pisni
bylo v pribéhu dvou stoleti rovnéz podrobovano upravam (viz Traxler 2011: 186-188).

7. Piislusnice reformované cirkve (kalvinistka); v minulosti byla tato konfese v ¢eskych
zemich oznacovana jako tzv. helvetské vyznani — odtud i oznaceni helvice.
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zasaht, nezkresleného pramene ¢i s nim spjatého sociokulturniho
kontextu, a zejména jeji intepretace bez poplatnosti jakékoliv
dobové ideologii. Tim druhym je péce o uchovani a rozvoj
rozli¢nych projevi tradicni lidové kultury, dnes coby soucasti
kulturniho dédictvi® zemé, k niz v Geském kontextu sméfoval
uz od konce 19. stoleti a zejména ve 20. stoleti zajem jednotlivcl
i specializovanych instituci (srov. Koncepce ucinnéjsi péce...
2016-2020: 2). K predchazejicim dvéma aspektim miizeme pridat
jeste aspekt treti, ktery sice zatim neni folkloristy ¢i etnology pfilis
zkoumén, nicméné patii do problematiky, kterou by dnes prave
etnologie neméla poustét ze zietele — a tim je v ndzvu piispévku
zminéna politicka korektnost, ktera v poslednich letech nabyva na
socialni sile z nejrizné&jSich pohledii a ovliviiuje interpretaci fady
kulturnich projevi historickych i sou¢asnych.

Snahy o zachovani rychle mizejicich projevl tradi¢ni lidové
kultury, a to zejména lidové pisné, hudby a tance, byly v ¢eském
prostiedi prakticky po celou dobu 19. a 20. stoleti spojovany
surcitou ideologii a kulturni politikou, jiz byly do vétsi ¢i mensi miry
podiizovany — nékteré prvky lidové kultury byly akcentovany, jiné
naopak prehlizeny, nékteré pisné ¢i tance fungovaly jako symbol ¢i
znak, nesly tedy i dal$i vyznamy (napf. polka jako symbol ¢eského
narodniho hnuti, podobné také lidovy odév v nékterych lokalnich ¢i
regionalnich formach — napt. kroj plzensky ¢i kyjovsky).

V dnesni svobodné spole¢nosti se autentické znéni folklornich
textl a dalSich dobovych pramenti mtize jevit jako bezproblémova
zalezitost. Realita je vSak pon€kud jin, i kdyZ miiZze byt nesena spise
utilitirnimi dvody nez snahami o vykresleni obrazu lidové kultury
tak, aby poslouzila jako politicky nastroj (jak tomu bylo v mnoha
pripadech v ¢eské minulosti — od romantismu a narodnich snah
az po ,,zrozeni‘ nové socialistické kultury). Otazkou vsak je, zda
si dnesni spole¢nost uvédomuje dalsi souvislosti, jez s folklorem,
potazmo s kulturnim dédictvim, souviseji.

8. Koncept kulturniho dédictvi je novodoby socialni konstrukt, o kterém jiz na tomto
kolokviu také bylo vicekrat pojednano (Pavlicova — Uhlikova 2013; Pavlicova 2016).
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Folklor byl totiz ve svych pivodnich funkcich uzce svazan s kon-
krétnim socialnim prostfedim a kulturni identitou’ a jeho existence
byla soucasti tradice. Jednou ze slozek tradice je také socialni pamét’
a s ni spojené kulturni stereotypy. Prave ony jsou nejen zajimavou,
ale predevsim nedilnou soucasti textl fady lidovych pisni.

Kulturni stereotypy se podileji na formovani a udrzovani
identity, jinymi slovy jsou to pfedstavy, které maji lidé sami o sobé
a o prislusnicich odlisnych skupin. V identifikacnim procesu plni
pfedevsim socialni roli — obranu hodnot a pfijatych soudii té které
spolecnosti ¢i socialni skupiny. Identifikace znamend ztotoznéni
se s nimi. Pocit pfinalezitosti k urc¢itému kolektivu je pro kazdého
¢imsi zfejmym. Jde o sdileny pocit ,,my — nasi“, ktery zaroven
oddéluje ,,nas“ od ,,téch druhych, jinych, cizich* (Kilianova 2009:
18). To, co naopak vystupuje do poptedi — a to ¢asto s emotivnim
zabarvenim — jsou znaky té€ch druhych. Tento pohled na sebe sama
byl a stéle je zkomponovany z fady rtiznych elementt — odév, jazyk,
zpisob chovani, kulturni troven, nabozenské praktiky. Odpovéd
na otazku vlastni identity je pak soucasti obrazu téch druhych
(jinych, cizich); pocit vlastni identity je tedy vysledkem konfrontace
s jinymi (Uhlikova 2005: 21). Oznacovani téch druhych vyrazy jako
liny, Spinavy, lakomy, hlu¢ny apod. nicméné nevypovida o realnych
vlastnostech ur¢ité vnéjsi skupiny, ale o vnimani vlastni skupiny (my)
jako pracovitéjsi, Cistéjsi, Steédiejsi, klidnéjsi apod. Kdyz sledujeme
kulturni stereotypy, nejde o jejich pravdivost ¢i nepravdivost.
V prvni fad¢ nas totiz musi zajimat jejich nositel, protoze stereotypy
vypovidaji pfedev$im o ném, o jeho emociondlnim obrazu svéta
a sebe sama (Uhlikova 2005: 24-25).

Ti ,,druzi® mohou byt piislusnici jiného etnika ¢i nabozenstvi,
etnografické skupiny, sousedni vesnice (ale tieba i jen nékteré casti
obce) ¢i jiné socialni vrstvy. Jejich obraz ve folkloru piedstavuje
pomérné slozity komplex obecnych ptedstav, nejriznéjsich ideo-
logickych nazori, hodnoticich postoji a historickych zkuSenosti.

9. Kulturni identita — soubor sdilenych hodnot a norem, ktery vymezuje urcitou skupinu
lidi a skrze né&jz se jedinec s touto skupinou identifikuje (Michalek 2018).
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Specifické atributy, které v kontextu sledovani reflexe ,,druhych*
nachazime ve folklornich textech, souviseji s tzv. fenoménem
cizosti.!® Jde o antropologickou konstantu — lidsky univerzalni,
obecnou a jen malo proménlivou strukturu obrazu ,,ciziho®, ktery
vychazi z modelu protikladu ,,sviij*“ a ,,cizi*. Projevuje se v binarnich
opozicich, napf. Cisty — Spinavy, ¢erny — bily, hezky — osklivy,
moralni — nemoralni, sexualn¢ normalni — sexualné potentngjsi,
hloupy — chytry, normalni — nadpfirozeny (Uhlikova 2005: 23).
Zobrazovani jednotlived €i socidlnich skupin vnimanych jako
,»cizich je tak velmi Casto negativni, coz je podtrzeno posméchem
¢asto az vulgarnim. V lidovych pisnich zaznamenanych v ¢eskych
zemich" se setkavame s pfirovnavanim téch druhych k zvifatim
¢i zvifecim potomktim, je jim pfisuzovan zapach, casté jsou také
erotické motivy ¢i motivy tykajici se chovani, které je zpévakem
povazovano za nenormalni, pohorslivé, odpudivé, nelidské ¢i
necisté.

Vy ste Zidé, vy ste kmini, je pravda,
a to proto, ze vam roste chlupata brada,
a to proto vase sideéni,
Ze ste vSeci z jednej kozy zrozeni.

(EUB" A 887/185, Lidetko, 1887)

10. K tomu vice srov. Staszak, Jean-Frangois 2009: Other/Otherness. In: Kitchin, Rob — Thrift,
Nigel (eds.): International Encyclopaedia of Human Geography, vol. 8, Oxford: Elsevier,
s. 43-47. Dostupné z: <https://www.unige.ch/sciences-societe/geo/files/3214/4464/7634/
OtherOtherness.pdf>.

11. Jde o pisné zapsané zhruba od pocatku 19. stoleti do 70. let 20. stoleti. Z jednotlivych
zaznamu neni vzdy zcela ziejmé, zda §lo v dob€ zapisu pisné o zivy repertoar, anebo
o pisen, kterou zpévak znal z doby svého mladi. Neni vzdy ani zcela ziejmé, po jak
dlouhou dobu byla pisent soucasti lidové tradice. Mnozstvi variant nékterych pisni,
jejich geografické rozsifeni i Siroky Casovy zabér, do néhoz jednotlivé zapisy spadaji,
nicméné dovoluji do urcité miry zhodnotit univerzalnost zobrazovani ,téch druhych®.
Pro upiesnéni Casového ramcee jeste dodejme, ze sbératelé zapisovali predevsim u starsi
a stfedni generace zpévakl. Zaznamy z poloviny 20. stoleti tak zachycuji repertoar
jednotlive narozenych v 70. a 80. letech 19. stoleti.

12. EUB - pistiovy fond uloZeny na brnénském pracoviiti Etnologického tstavu AV CR.
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1. Tancovala Adamica s Adamem,
uderit ju mezi nohy caganem.

2. Abel s Kainem zacali téz krepciti,
pléskali sa povristama po riti.

3. Kdyz to ostatni zidaci videl,
skakali taj¢ a jak tchoré smrdeli.

4. Stary Noe stiskét Nojku v kalupu,
a toz postat Pambu Zidom potopu.

(EUB A 232/71, Javornik, 1942)

Povizte mi, ludkove,
aj vaj, sulaj, sulaj dom,
co Se stalo v Krakove,
aj vaj, sulaj, sulaj dom,
ze se zidek narodil,
hajdulu, hajdom,
hau, hau, hauhauhau,
cely Krakov zasmradZil,
hajdulu, hajdom,
hau, hau, hauhauhau,
narodzil se ve skryté,
aj vaj, sulaj,sulaj dom,
se svinami v koryte,
hajdulu, hajdom,
aj vaj, hauhauhau.

(EUB A 905/85, Klimkovice, 1954)

1. Narodil se mlady svec, 2. Narodila se mu cera,
tata pro fiho délal klec, smola se roztékla
Ze budé met vtaka, vSecky Sydla poskakaly
malého prtaka. za Sevcem do pekla.

(EUB A 1229/16, Stramberk, 1953)
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1. Martin Lutr, to by jeden zparchantily knez,
ten tu luteransku viru po svéteé roznes.
Na ramené pytel nosi,
lutriany z ného trusi,
kudy Sel, vsudy sel lutriansky kneéz, chachacha,
kudy Sel, vsudy sel lutriansky knez.

2. Ten, kdyz k nemocnému jede, fajku ma v hube,
s Panem Bohem se stavuje v kazdé hospode.
Goralenku, pivo pije
a potem s holku tancuje
a pak nemocného zaopatruje, chachacha,

a pak nemocného zaopatruje.

3. A kdyz on se nazhral dosti, tak si chtél zapit,
aby on mél zase lepsi chut zaopatrit.
V jednéj ruce drzi zbanek,
v druhéj asi dvacet parek,
na krku jelita, to pro helvita, chachacha,
na krku jelita, to pro helvita.

4. A kdyz on se nazhral dosti, tak Sel mezi svy,
jaké tam zazraky délal, sak to kazdy vi:
trochu blul, trochu sral,
zazraky delal, chachacha,
trochu blul, trochu sral, zazraky delal.

(EUB A 1073/4, Brumov, 1908)

Jina, torzovita varianta, ktera je zase ptikladem variaéniho
procesu a promeén pisiiového textu v lidové zpévni tradici:

Martin Lutr, to byl jeden zparchantély knez,
ten tu rotu loterdnskou po sveéte roznes.
Kady sel, tady sel loteransky kmen.

(EUB A 688/10, Subitov-Chobyng, 1951)
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Analyza textli ¢eskych lidovych pisni ukazuje, Zze obraz ciziho
souvisel pfedevsim s odlisnou konfesi, ale také s lidmi, kteti byli
kvuli svému povolani povazovani za necisté. To byli zejména Sevci,
ktefi zpracovavali kiize mrtvych zvitat a §tétiny z vepiti. V pisnich
op¢€t nachazime motiv d’dbelskosti ciziho (v piipadé¢ Sevct je velmi
¢asto zminovano peklo a Certi), zvifeckosti (zviteci ptivod ¢i vzhled,
stravovaci navyky) a necistoty.

1. Kdyz se prvni svec narodil,
tyjadrata, tyjadra,"
hned se cely svet zarmoutil,
tyjadrata, tyjadra.
Dablové v pekle ivali
a peklo zavirali,
tyjadrata, tyjadra.

2. Dal sem si mu boty délat,
on se mné pocal vymlouvat,
Ze on jich Sit nemoze,

Ze nemd zadnéj koze,

3. A jd zas nan sakra zostra,
Ze mosi byt dozajista,

a on se né vymluvi,
zas Ze nemd Skuciny."

4. Bezi svina po ulici,
Svec na ni z okna vyskoci,
rukama drzi svini
a zubama Skuciny,

5. Kdyz ma svec kance potkati,
musi zasalutovati,
vitej, pane, krali nas,
ty nam Skucinu davas.

13. Citoslovce tyjadrata, tyjadra je soucasti vSech strof, pro vétsi prehlednost textu je zde
ale dale vynechavame.
14. Skucina je nafe¢ni vyraz pro §tétiny.
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6. Kdyz ma svec byka potkati,
musi mu salutovati,
vitej, pane, krali nas,
ty nam kizicku davas.

(EUB A 127/s. 25, Przno, 1907)

Na hore v Tabore scipl tam viil,
Sli Sevci na jarmark, vzali ho piil.
Prisli tam Sevcici, vzali plice,
nadelali si z nich jitrnice.
Pribéhla sevcovd, vzala vocas,
méli ho do fepy na dlouhy cas.

(Brtnik 2004: 311, Pelhfimovsko)

Odpustte, svec umrel, kam duse prijde,
kdo mu na pohreb piijde, zatracen bude.
Svicky mu nedame, nent je hoden,
protoze zasival skramle od hoven.

(EUB A 1203/554, Velka Bites, 1938)
1. Poslyste, Svec umrel, kam duse prijde,
bude mét ocistec na suchej vrbe.

2. Na hrob mu neddame Zadné kvétiny,
protoze trhaval svindm stétiny.

3. Na hrob mu nedame také zZadny kriz,
at’ ho Cert odnese do pekla si jiz.

(EUB A 1188/12, Otrokovice, 1964)

V lidovych pisnich ¢eskych zemi je jednozna¢né nejvice jedno-
tlivych aspekti ciziho spojeno s obrazem Zida, nicméné fada
pisniovych textti fungovala jako jakysi zékladni model, do néhoz
byly vkladany dle potieby rizné skupiny téch druhych:
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Zydek se nam narodil,
Sulaj, sulaj, sulaj,
cele mjesto zasmradlil,
Sulaj, sulaj, sulaj.
Zydek se nam narodil,
aj vaj, rum pum pum,
cele mjesto zasmradlil,
aj vaj, rum pum pum.

(EUB A 1229/19, Stramberk, 1951)

Dyz se svec narodil,
brm, brm, brm, brm, brm, brm
cely svet se nad tym zhryzyl,
brm, brm, brm, brm, brm, brm
Certiska v pekle rvaly,
brm, brm, brm, brm, brm, brm,
a vrata zavirali.

(EUB A 1229/15, Stramberk, 1952)

Sykora se ohrebila
na krakovském moste,
pét zidii ta porodila
a Sesté Zidovce.

(Vyhlidal 1908: 70, Hand)

Svina se nam oprasila,
bumadra, bumadra, bumadra, bum,
devet mladych sevcuv méla,
bumadra, bumadra, bumadra, bum.
Dyby byli sevci v poradku,
mohli by si ju vzyt za matku,
holadra, holadra, holadra bum,
rydydy, rydydu, ve Vidnu dum.

(EUB A 1229/17, Stramberk, 1953)
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Problém tzv. politické korektnosti v souvislosti s folklorem jako
soucasti kulturniho dédictvi nabyva v dnesni dob& nové vyznamy.
Svét se méni, vice vinimame citlivost urcitych témat, vyrovnavame
se s kolonialismem ¢i orientalismem, vétSinou je v§ak vidime jako
problém téch druhych, nikoliv nas. Posmésné pisné o zidovské
minorit¢ chapeme jako soucast lidové tradice, vétSina téch, kteti
se zapsanym folklornim materialem pracuji, v§ak nezna historicky
kontext, ve kterém vznikl, a tak ani netusi, Ze na vefejnosti prezentuje
texty, které odrazeji antisemitismus ¢i antijudaismus naSich predki.
Jako ptiklad lze uvést pisné€, v nichz je pouzito citoslovce hep, hep.
Na prvni pohled zcela nevinné slovo evokuje velmi podobné /op,
hop a v nekterych pisnich tento vyznam skutecné ma:

Muij konicek, hep, hep, hep,
Ze ja mosim odtud’ jet,
ach, skoda, preskoda,
mojich mladych let.
(Peck 1884: ¢. 211)

V pisnich reflektujicich zidovskou minoritu ma v8ak citoslovce
vyznam naprosto odliSny. Posmésny pokiik hep, hep souvisi
s vlnou protizidovskych nasilnosti, ktera se v letech 1819—1831
zvedla v némeckych statech — §lo o tzv. hep-hep nepokoje (Peters
2012: 210), jez jsou dnes praveé podle tohoto citoslovce nazvany
auvadény v encyklopediich (ném. Die Hep-Hep-Krawalle). PtiCiny
nepokojii jsou pomérné slozité, maji kofeny ve spoleCenském
a hospodaiském stavu Némecka na pocatku 19. stoleti a mj. Slo
o reakci na proces zidovské emancipace.”” Nazory na puvod
oznaceni se rizni. Nékteti badatelé se domnivaji, Ze $lo o akronym
ze sttedoveékého pokiiku kiizakd ,,Hierosolyma est perdita“
(Jeruzalém je ztracen). Jina hypotéza stavi na predpokladu, Ze
puvodné Slo o pokfik pfi hnani dobytka. Podle Josepha Jacobse,
autora hesla ,,Hep! Hep!* otisténého v Jewish Encyclopedia (1906),

15. Srov. ,,Hep! Hep!* Jewish Virtual Library. A Project of AICE [online] [cit. 20. 7. 2022].
Dostupné z: <https://www.jewishvirtuallibrary.org/hep-hep>.
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bratfi Grimmové ve svém slovniku vyvozuji slovo hep z Hab! Hab!
(volani na zvifata, zejména na kozy, pouzivané v bavorské oblasti
Horni Franky) a naznaduji, Ze se pouzivalo pro Zidy kvili jejich
vousim. Jacobs dale uvadi, ze vyraz hep se stal synonymem pro
vypad proti Zidam (Jacobs 1906: 351). Nachazime jej od té doby
v celé radé literarnich textd. V c¢eském prostredi se napt. v ¢lanku
otisténém v Kalendari ceském-zidovském a vénovaném postaveni
Zidt v Evropé, a zejména v Némecku v 18. a 19. stoleti doéteme:
~Posmésny vykrik hep-hep provazel je ulicemi, a napadlo-li
nejposlednéjsimu pobudovi, mohl slovy ,mach mores Jud " prinutit
Zida, aby jej pozdravil . (Teytz 1902: 124) O tom, Ze toto citoslovce
bylo i v Ceskych zemich vSeobecné rozsifeno a fungovalo jako
posmeésny vyraz, svédéi nejen dobova periodika, ale také literarni
prameny tykajici se zivota na venkové. Jako ptiklad nam muze
poslouzit napt. kniha vénovana zivotu a dilu knéze a sbératele
Jindficha Simona Baara, kde v &asti popisujici reflexi souziti
ktestanské majority a zidovské minority nachazime Baarovu
vzpominku na malého syna Zidovskych obchodniki. Chlapec mél
hezké hracky, které ale nesmél ostatnim détem pajcovat. Ty se mu
pak mstily tim, Ze na n&j pokitikovaly: ,,Hep — hep — hep, Zid pece
chleb, Zidovka kolace, zZid se dal do pldce, ze von jen chleb. Hep,
hep!* (Teply 1937: 41) Tento text fungoval v lidové tradici také
jako pisen. Samotné citoslovce pak nachazime s posmésnou funkei
rovnéz v jinych lidovych pisnich:

Holesovsky Abrham,
pocké, zide, ja ti dam,
Jjé ti, ja ti, ja ti dam,
Jja ti hlavu otrham.
Hep, hep, hep!
(EUB A 776/4, Kojetin, 1952)

Zide, hep, hep, hep,
vem si kuzky na chrbet
a béz s nima do Rakus,

tam ti daju chleba kus.
(Barto$ 1888: 126)
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Selma, selma, Selma zid,
chtél on devce osidit,
nechtéla ho panna zZadna,
Ze je cérny jako vrana,
hep, hep, hep, chajdrnaj.

Hep, hep, hep, hep,
Pinkas se vztek,
Pinkaska taky,
oba se vztekali,
aj, vaj.

(Bartog 1889: ¢&. 771)

(Neruda 1921: 237)

Reflexe Zidovské minority ve folklornich textech ovSem souvisi

také s kiestanskym pohledem na ukiizovani Jezise Krista, z n¢hoz
byli Zidé v minulosti vinéni. Toto pojeti nachazime v duchovnich
pisnich $ifenych prostfednictvim kanciondlti a kramarskych tiskd,
odkud se pak dostaly také do lidové kultury. Typickymi jsou napf.
folklorni texty spojené s obycejem honéni Jidase, ktery se dodnes
dochoval v zivé tradici v dobé Velikonoc.
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Klekani zvonime,
Jidase honime.
Jidasi, Jidasi,

cos to ucinil,

Zes naseho Mistra

Zidum prozradil?

Tedko za to musis
v pekle horeti,

s Luciperem d'dblem

tam prebyvati.

sk

Poledne zvonime,
ldasa honime.
Zidé neverni
Jjako psi cerny,
kopali jamu Jezisi Panu,
aby ho jali, ukrizovali,
na Velky patek do hrobu dali,

na Bilou sobotu zas vykopali.



Za to budes, ty Idasu,
v pekle d'ablem
az na veky vekii
— Amen.
(Frolcova 2001: 119)

Uvedena zidovska (¢i protizidovska) tematika je rovnéz soucasti
tanecnich pisni a tancti samotnych. Tance s nazvy zid, zidovka ¢i
Zidovska jsou uvetejnény v fadé regionalnich a lokéalnich folklornich
edic (nejen Ceskych, ale 1 v celém prostoru stiedni Evropy) a jsou
vnimany jako tance zertovné. Jiz spisovatel Jan Neruda (1834-1891)
ve svém pojednani Ceské ndrodni tance (1859) pise: ,,Pripomindm
také Zida (Zidovskou). Posuiiky pFi tanci tomto jsou casto ovsem
dosti podivné a nasi prostondrodni estetikové by rekli, ze zcela
neslusné; nemohu vsak tanec proto zatratit, znaje dobre prava,
Jjaka bujnost lidu sobé osobiti miize. Pri podobnych pripadech treba
Jjednoduse registrovat: trochu vystrednosti, trochu neslusnosti (ale
Jen dle salonnich nahledii), dosti humoru, — ostatné z nepatrnéejsich
tancu ndrodnich.” (Neruda 1921: 236) Nerudiv komentai vSak
pokracuje jesté podstatnéj$im sdélenim: ,,Smutnéjsi pri tom jest, zZe
se casto timto tancem jeviva z vetsi ¢dsti nerozumnd zast naseho
lidu proti Zidium, zast to, kterd vsude vzdélani na dosti nizkém
stupni stojici dosvédcuje.* (Tamtéz) Lze usuzovat, ze hranice mezi
humorem a xenofobii v souvislosti s kulturnimi stereotypy byla
1 v dobé narodniho hnuti 19. stoleti velmi tenka, nakonec i Neruda
sam se pozdéji stal autorem protizidovského textu Pro strach
zZidovsky (1870). O povaze jeho antisemitismu a divodech, které
ho k tomu vedly, se vedou diskuse dodnes (Frankl 2014: 434-449).

Lidovatradicenikdy nebylastrnula, reagovala napromény kulturné-
spolecenského kontextu, vyvijela se spolecné se svymi nositeli:
nékteré prvky zanikly, jiné se proménovaly —jejich dalezitost klesala,
projevy spjaté ptivodné s repertoarem dospélych se stavaly soucasti
détského folkloru, jiné se zroviny obfadni presunuly do oblasti zabavy.
Od konce 19. stoleti nabyvala na dtlezitosti také reprezentativni
funkce a jevistni prezentace vybranych projevi lidové kultury. Snahy
o zachovani vybranych prvki lidové tradice vSak pfinesly zasadni
prelom v jejim pfirozeném vyvoji: prostiednictvim tisténych edici
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folklorniho materialu ¢i narodopisné literatury i diky ¢innosti fady
kulturnich osobnosti a stale vice institucionalizovaného folklorniho
hnuti se rekonstruovaly a ozivovaly projevy jiz zaniklé, byla jim
pfisuzovana funkce, kterd ne vzdy korespondovala s roli, jez tyto
projevy zastavaly v tzv. prvotni existenci. Ve snaze zachranovat
»harodni“ kulturu nebyl bran zietel na proménu venkova po strance
ekonomickeé, socialni, nabozenské i demografické. Ztrata ptivodniho
socialniho kontextu a vyznamu tak dnes pfinasi otazniky, které si
nejen vetejnost, ale také badatelé fadu let nepiipoustéli. Ti, jez
dnes interpretuji folklorni pisné, tance a dalsi prvky lidové tradice
v masmédiich ¢i na pédiu a vychazeji ze sbirek shromazd’ovanych
od 19. stoleti, mnohdy totiz jejich ptivodni vyznam/funkci neznaji.
U fady projevi to vadit nemusi, ale v souvislosti s kulturnimi
stereotypy je to vratka puda.

Folklorni text samozifejmé v ptipadé zobrazovani ,,téch druhych*
nedéld rozdilu a méti vSem témei stejné, v soucasném svété vsak
na posmé$nou pisen o Sevcich (v tradicni podobé v podstaté uz
neexistujiciho femesla) nelze nahlizet stejnym zplsobem jako
na jeji téméf shodnou variantu o pfislusnicich zidovské mensiny,
o zertovnych pisnich s antisemitskymi motivy ani nemluvé.
Nematerialni kulturni dédictvi, tak jak je chapano a definovano na
platformé¢ UNESCO, je totiz v oficidlnich dokumentech spojeno
s ochranou lidskych prav, se zasadami vzajemné ucty mezi
spoleCenstvimi, skupinami i jednotlivci.'® Soucasna doba politické
korektnosti tak ve folkloristice oteviela problematiku, ktera
sice latentn¢ existovala, ale z tohoto thlu pohledu zatim nebyla

16. Srov. ,,Text of the Convention for the Safeguarding of the Intangible Cultural Heritage*.
UNESCO [online] [cit. 16. 7. 2022]. Dostupné z: <https://ich.unesco.org/en/convention>.
Srov. téz ,,Metodicky pokyn pro vedeni Seznamu nematerialnich statki“ zvetejnény na
internetovych strankach Ministerstva kultury: ,.Pro ucely tohoto metodického pokynu
se bere v uvahu pouze nemateridlni kulturni dédictvi slucitelné s prdavnimi normami
tykajicimi se lidskych prav, véetné prav a povinnosti vyplyvajicich z mezinarodné
pravnich instrumentii, jichz je Ceskda republika smluvni stranou, tpkajicich se prav
dusevniho viastnictvi a uzivani biologickych a ekologickych zdrojii, jakoz i se zasadami
vzdjemné ticty mezi spolecenstvimi, skupinami i jednotlivci a trvale udrzitelného rozvoje.”
Dostupné z: <https://www.mker.cz/seznam-nematerialnich-statku-tradicni-lidove-kultury-
ceske-republiky-299.html>.
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analyzovana. Jak uz bylo v ptispévku feceno, kulturni stereotypy
vypovidaji pfedev§im o jejich nositelich. Odborna literatura
naptiklad uvadi, ze v 19. stoleti v USA byly negativni stereotypni
pohledy na Zidy obdobné jako v Evropé, protoze byly pfineseny
protestantskymi a katolickymi imigranty'’ (Rockaway — Gutfeld
2001: 357). I kdyz 20. stoleti, a zejména holokaust tyto negativni
predstavy do urcité miry proménily, v odkazu kulturniho dédictvi je
v konkrétnich folklornich projevech dale predavame. Je tedy ziejmé,
ze uchovavani folklorni tradice v propojeni s konceptem kulturniho
dédictvi a s akcentovanymi hodnotami dnes$ni spole¢nosti nemusi
byt vzdy ve vzajemném souladu. Je ocividné, ze v fad¢ pripadu
si ti, kteti dnes lidové pisné interpretuji na podiich, tento problém
neuvédomuji. Dokazuje to mj. fakt, ze prave jednu z variant lidové
pisné Hep, hep, hep, zZid pece chleb natocila v letoSnim roce jedna
z Ceskych folklornich muzik. V jiném ptipad€ — tedy pii uv€édoméni
si problemati¢nosti folklorniho materiadlu — nastupuje u soucasnych
interpretd jistd mira cenzury, tak jak k ni sahaly z rozli¢nych dtvoda
i ptedchozi generace. Trefnym piikladem je vypovéd jednoho
z aktéra folklorniho revivalu na Hornacku, ktera se tyka upravy
textu lidové pisné Javorinko Sedd pojednavajici o vrazdé zidovského
obchodnika na moravsko-slovenském pomezi."* V rozhovoru
tykajicim se ucasti na nataceni jednoho dilu z televizniho potfadu
Folklorika doty¢ny uvedl: ,,...v baladeé Javorinko Sedd se zpiva:
,A dyz ho zabili, sustim ho prikryli, tady budes lezat, ej, haj, Zidacku
prasivy. * To se nam zda takové tvrdé, az nelidské, proti rasové, a tak
zpivame , ...ej, uz vjecéj nepréjdes z Uher do Moravy*.” (Vrba 2012)

*Text vznikl s podporou Specifického vyzkumu MUNI/A/1432/2021 Interetnické
vztahy ve stredni Evropé: souZiti — konflikty — migrace teseného Ustavem
evropské etnologie FF MU a s podporou na dlouhodoby koncepéni rozvoj
vyzkumné organizace RVO: 68378076 (Etnologicky tstav AV CR, v. v. 1.).

17. Jen v letech 1820-1880 pfislo do USA z Irska a Némecka téméf 10 milionti obyvatel,
z nichz 200 000 bylo zidovského pivodu (Rockaway — Gutfeld 2001: 357).

18. Upravené znéni pisné viz televizni potad Nové povésti ceské z cyklu Folklorika.
Premiéra CT 16. 6. 2012. Dostupné z: <https://www.ceskatelevize.cz/porady/1102732990-
folklorika/312295350120013/>.
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The Folk Song Cultural Heritage in the Context of Political
Correctness: When hep hep is not hop hop

The paper explores folk songs written down in what is present-day Czech Republic from
roughly the beginning of the 19th century to the 1970s. It shows how song lyrics were
treated in the past when they did not conform to the social conventions, aesthetics, ethical
ideals, and patriotic goals of the time. When such songs were written down by collectors,
their lyrics were often modified, some parts being omitted, others changed. This practice
was followed from the early 19th century until the fall of the communist totalitarian
regime in 1989. At present, these authentic folk song lyrics seem non-controversial by
some performers, but many lyrics are far from it. One of the components of tradition is
social memory, which is associated with cultural stereotypes—the generally fixed ideas
that people have about themselves and members of different groups. These “Others” are
usually members of a different ethnicity, religion, or social class. Their image in folklore
involves certain ideas, ideological views, evaluative attitudes, and historical experience.
Using the example of otherness, which in Czech folk songs is mainly associated with the
negative image of members of the Jewish minority, the paper shows the possible results of
misunderstanding the historical context: the anti-Semitic motifs of some older songs and
dances presented in public may not be evident to those who perform them today.

Key words: Folk song lyrics; cultural stereotypes; phenomenon of otherness; political
correctness; censorship; Czech folk tradition; anti-Semitism in folklore.
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THE FOLK SONG CULTURAL HERITAGE
IN THE CONTEXT OF POLITICAL CORRECTNESS:
WHEN HEP, HEP IS NOT HOP, HOP

Martina Pavlicova — Lucie Uhlikova

The demand for a comprehensive study of musical folklore was
accepted in Czech folklore studies more than a century ago, but the
two components of a song—the tune and the text—have been studied
separately for many reasons. On the one hand, a song is a unit where
one component conditions the other. The tune determines the number
of syllables of the verse and vice versa; the link between specific tunes
and lyrics is often regionally specific. Through this, the characteristic
features of the folklore of individual regions are studied. On the other
hand, the two components of a song also function independently—
the same tune is associated with different lyrics, and variants of one
text may work with different tunes. The history of interest in folk song
also shows that music and words have not been studied equally. The
reasons for this include the complexity of musical notation versus
writing down the text in the actual song collection, as well as various
purposes related to the context of the time or the personal interest
of the researchers. In the Romantic period, poets relied on folk song
lyrics, in which they were inspired to compose echoes' and forgeries?®.
They sought a pure national language but also a national spirit in
folklore, as we can see, for example, in Johann Gottfried Herder’.

1. The echo represents a genre type created by the stylization of the poetics of folk song.
It is considered an aesthetic model in the pre-romantic and romantic contexts. The echo
seeks to express new content through a “national” experienced form (Peterka 2004:
457). The origins of echo poetry date back to the end of the 18™ century, first appearing
in English literature, and beginning to appear in Czech literature at the beginning of the
19" century. They are mainly associated with the work of F. L. Celakovsky.

2. For more on European forgeries, see Otahal, Milan 1986: Vyznam boji o rukopisy
[The Significance of the Struggle for ‘The Manuscripts’]. In 7. G. Masaryk a nase
soucasnost I1. Praha: Nové cesty mysleni. 40-71. Available at: <http://www.rukopisy-
rkz.cz/tkz/gagan/jag/rukopisy/dokument/otah-1.htm>.

3. Cf. Johann Gottfried Herder 1778-1779: Volkslieder. 2 vols. Leipzig: Weygand (see
especially the preface to the second volume).
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In the artistic environment, both in the present and past, we
can find a dichotomy of the relationship to folk songs, where it
is conducted separately by the musical or verbal line. It works in
a similar way within the broad spectrum of the folk movement,
where at first glance the distinction often merges between ‘original
folk’ and ‘artificial authorial’ compositions, whether in the musical
or dance component. However, an interesting research field
for folklore studies even today is the folklore material as such,
which not only stood at the birth of professional study, but also
codified its subject matter to a certain extent. While traditional
forms of folklore expression are essentially closed in their original
function, their nature and interpretation are still a current research
problem.

The issues of censorship and self-censorship have already been
discussed at the Namést'” Colloquy, especially in connection with
the printed editions of folk songs of the Czech lands (Uhlikova
2012). The official censorship of the 19th century was aimed at
combating anything that in any way discredited religion or the
state, or threatened good manners. The observance of social
conventions, aesthetic, and ethical parameters of official
culture (shared mainly by bourgeois society and intellectuals)
directly conditioned the evaluation and success or failure of the
editorial activities of individual personalities who published
folk texts (not only songs, but also fairy tales, legends, etc.).
The social conventions, reinforced by the ideological focus of the
collectors’ activities, which were aimed at fulfilling the patriotic
goals and ideals of the time, influenced the field research as such.
We know that many collectors did not record material that did
not conform to their beliefs. In the case of song lyrics, mainly
those containing crude humour, harsh satire, erotic motifs, and
vulgarisms were omitted.* When such texts were written down by

4. For example, the collector Frantisek Susil, a Catholic priest, often wrote down folk
material at various rectories or schools, where he invited local singers; he did not
attend rural entertainment in taverns, nor did he allow “indecent” songs to be sung
(cf. Pavlicova 2012: 20; Uhlikova 2015: 341).
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certain enlightened collectors, they were usually not included in
print editions of folk material, or they were censored, or the text
was modified, and the undesirable parts were changed. Specific
examples of this approach can be demonstrated in the edition of
the Bohemian National Songs (Bohmische Volkslieder), published

in

1825 by Jan Ritter of Rittersberk (1770—-1841)°, mainly as the

result of the gubernial collection®.

The original version:” The printed version:
Sla Zidovka do Slanyho, Sla Zidovka do Slanyho,
nesla zida zasranyho. nesla zida opilyho.

Zid se smdl, az prskal. Zid se smdl, az prskal.

(Markl 1987: 247, no. 33 — Plzenisko, Chrudimsko)

[A Jewess went to the town of Slany, [A Jewess went to the town of Slany,
she carried a shitty Jew. she carried a drunken Jew.
The Jew laughed and spluttered]. The Jew laughed and spluttered].

*

30

[Please note that the English version of the paper includes original song lyrics in various
Czech and Moravian dialects, and (in square brackets) these illustrative translations into
English are meant to keep the content, but not original rhyme—translator’s note.]
Similar issues are also known to the wider Czech public. For instance, fervent Josephist,
Austrian officer and Czech patriot Jan Jenik of Bratfice (1756-1845) wrote down such
song lyrics for his own use. The publication of these often “outrageous” songs was also
subjected to modifications over the next two centuries (see Traxler 2011: 186-188).
The campaign was launched in 1819, but over the years, older records of songs and
instrumental music were also obtained. The material collected in Moravia and Silesia
was stored in two not completely identical copies in the archives in Brno and Vienna
and was partly published in the edition of the Gubernidlni sbirka pisni a instrumentalni
hudby z Moravy a Slezska z roku 1819 [Gubernial Collections of Songs and Instrumental
Music from Moravia and Silesia from 1819], prepared by Karel Vetterl in 1994. In
Bohemia, the collection was not completed until 1823, and part of the material was
published in 1825 by Jan Ritter of Rittersberk in his Bohemian National Songs
(Bohmische Volkslieder). The entire material from Bohemia was critically processed
and published in 1987 by Jaroslav Markl under the title Nejstarsi sbirky ceskych
lidovych pisni [The Oldest Collections of Czech Folk Songs]. After 1989, one more part
of the Bohemian gubernial collection was discovered: the collection of Thomas Anton
Kunz. A facsimile was edited by Lubomir Tyllner and published in 1995.



Kdybys byla katolicka, Kdybys byla holka hezka,

vzal bych si té do srdécka, vzal bych si té do srdécka,
ale zZe jsi helvice’, ale Ze jsi opice,
nevidim te, opice. tak té nechci jiz vice.

(Markl 1987: 271, no. 63 — Budéjovicko)

[If you were a Catholic girl, [If you were a pretty girl,

I would put you into my heart, 1 would put you into my heart,
but because you are a Helvice but because you are a monkey
I don’t see you, you monkey]. I don’t want you any longer].

The lyrics were not chosen at random. In fact, they make us
reflect on several important aspects that are also related to them
from the perspective of contemporary research.

The first aspect questions the objective examination of the
folk tradition in its entirety: an authentic text without any purist
interference, an undistorted source, or the socio-cultural context
associated with it, and especially its interpretation without being
indebted to any current contemporary ideology. The second aspect
is the care for the preservation and development of the various
manifestations of traditional folk culture, today considered
part of the country’s cultural heritage.® In the Czech context,
it has been the focus of the interest of individuals and specialised
institutions since the end of the 19" century and especially in the
20" century (see in electronic sources Koncepce ucinnéjsi péce,
2016-2020: 2). In addition to the previous two aspects, we may add
a third one, which, although not yet much explored by folklorists or
ethnologists, is an issue that ethnology should not neglect today—
the political correctness mentioned in the title of this paper. In
recent years, its social strength has increased due to various
perspectives, and it influences the interpretation of many historical
and contemporary cultural manifestations.

7. Helvice—a member of the Reformed Church (Calvinist); in the past, this denomination
was referred to in the Czech lands as the Helvetic denomination—hence the name of the
female church member.

8. The concept of cultural heritage is a modern social construct that has been discussed
several times at this colloquium (Pavlicova—Uhlikova 2013; Pavlicova 2016).
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Efforts to preserve the rapidly disappearing manifestations of
traditional folk culture, especially folk song, music, and dance,
were made in the Czech environment practically throughout the
19" and 20" centuries. They related to certain ideologies and
cultural politics, and were subordinated to them. Some elements of
folk culture were accentuated; others on the contrary, were omitted.
Some songs or dances functioned as a symbol or emblem, thus
carrying other meanings (such as the Polka dance as a symbol of
the Czech national movement, or similarly, regional folk costume
such as those of Pilsen or Kyjov).

In today’s free society, authentic versions of folk texts and
other period sources seem not to cause any problems; the reality
is somewhat different. It may be driven more by utilitarian
considerations than by efforts to portray the image of folk culture
to serve as a political tool, as was the case repeatedly in the Czech
past: from Romanticism and national aspirations to the “birth” of the
new Communist culture. However, the question is whether today’s
society is aware of otherness in the contexts related to folklore, thus
to cultural heritage.

In their original functions, folk issues were closely tied to
a specific social environment and cultural identity’, their existence
being part of tradition. Some of the components of tradition are
social memory and the cultural stereotypes associated to it. They
are not only interesting to study, but are an integral part of the
lyrics of many folk songs.

Cultural stereotypes are involved in the formation and
preservation of identity; they are the ideas that people have
about themselves and about members of different groups. In the
identification process, they primarily play a social role—a defence
of the values and accepted judgements of a particular society
or social group. Identification means identification with them.
The sense of belonging to a particular collective is something
obvious to everyone. It is a shared feeling of “we, ours, us,” which

9. Cultural identity—a set of shared values and norms that defines a particular group of
people and through which an individual identifies with that group (Michalek 2018).
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at the same time separates “us” from “others, different, strangers”
(Kilianova 2009: 18). On the contrary, what comes to the fore—
and often with emotional nuance—are the signs of the other. This
view of the self was and still is composed of several main different
elements—clothing, language, behaviour, cultural status, and
religious practices. Thus the answer to the question of one’s own
identity is part of the image of the others; the sense of one’s own
identity is the result of confronting others (Uhlikova 2005: 21).
However, labelling others with terms such as lazy, dirty, stingy, or
noisy does not say anything about the real characteristics of a certain
external group, but about the perceptions within one’s own group:
“we/us” as more industrious, cleaner, generous, or peaceful. When
we observe cultural stereotypes, it is not about their truth or falsity.
We must primarily be interested in the bearer of the stereotypes,
because the they tell us about him or her, their emotional image of
the world and that of themselves (Uhlikova 2005: 24-25).

The Other may include members of another ethnic group or
religion, ethnographic group, neighbouring village (or part of
a village) or social class. Their image in folklore is rather a complex
of general ideas, various ideological views, evaluative attitudes,
and historical experiences. The specific attributes that we find in
folklore texts in connection with the reflection of the Other are
related to the phenomenon of Otherness.'® It is an anthropological
constant—a humanly universal, general, and little changeable
structure of the image of Otherness, which is based on the model
of the contradiction between “one’s own” and “the Other”. It
manifests itself in binary oppositions, such as clean—dirty, black—
white, handsome—ugly, moral-immoral, sexually normal-sexually
potent, stupid—clever, or normal—supernatural (Uhlikova 2005: 23).
The portrayal of individuals or social groups perceived as the Other
is thus very often negative, which is underlined by ridicule that is

10. For more, see Staszak, Jean-Frangois 2009: “Other/Otherness.” In International Encyclo-
paedia of Human Geography, vol. 8, edited by rob Kitchin and Nigel Thrift. Oxford:
Elsevier. 43-47. Available at: <https://www.unige.ch/sciences-societe/geo/files/3214/4464/7634/
OtherOtherness.pdf>.
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often even vulgar. In folk songs recorded in the Czech lands'!, we
encounter comparisons of others to animals or animal offspring;
they are considered foul-smelling, often linked to erotic motifs, or
those concerning behaviour that is considered by the singer to be
abnormal, offensive, repulsive, inhuman, or impure.

Vy ste Zidé, vy ste kmini, je pravda,
a to proto, ze vam roste chlupata brada;
a to proto vase Sideni,
Ze ste vseci z jednej kozy zrozeni.
(EUB'2 A 887/185, Lidecko, 1887)

[You are Jews, you are caraway seeds, that is truth, / and that is because you grow your
hairy beard;/ and this is caused by your cheating, / because you are all born of one goat.]

. Tancovala Adamica s Adamem,

uderit ju mezi nohy caganem.

. Abel s Kainem zacali téz krepciti,

pléskali sa povristama po riti.

. Kdyz to ostatni zidaci videli,

skakali tajc a jak tchoré smrdeli.

. Stary Noe stiskél Nojku v kalupu,

a toz postal Pambu Zidom potopu.
(EUB A 232/71, Javornik, 1942)

[1. Adam danced with Adamica, / he hit her between her legs with a stick.

2. Abel and Cain began to dance too, / they would hit their lower backs with straw binders.
3. When the other Jews saw it, / they danced the Taj¢ and stank like polecats.

4. The old Noah squeezed his wife in a hurry/, and so God sent flood to Jews.]

. These are songs written down roughly from the beginning of the 19™ century to

the 1970s. It is not always clear from the individual records whether the song was live
repertoire at the time of its recording, or a song that the singer knew from youth. Nor
is it always clear whether the song was one that had been popular for a short or long
time. However, the many variants of some songs, their geographical reach, and their
time span over which the individual entries fell all allow us to somewhat assess the
universality of the representation of “the Other”. To clarify the time-frame, let us add
that collectors recorded mainly the older and middle generations of singers. The mid-
20" century records capture the repertoire of individuals born in the 1870s and 1880s.

12. EUB stands for Etnologicky tistav Brno, that is the Brno branch of the Institute of

Ethnology of the Czech Academy of Sciences, where the song collection is housed.
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Povizté mi, ludkove,

aj vaj, Sulaj, Sulaj dom,
co Se stalo v Krakove,
aj vaj, sulaj, Sulaj dom,
ze se zidek narodil,
hajdulu, hajdom,

hau, hau, hauhauhau,
cely Krakov zasmradzil,
hajdulu, hajdom,

hau, hau, hauhauhau,
narodzil se ve skryte,
aj vaj, Sulaj,sulaj dom,
se svinami v koryte,
hajdulu, hajdom,

aj vaj, hauhauhau.

(EUB A 905/85, Klimkovice, 1954)

[Tell me, folks, / what happened in Krakow, / that a little Jew was born / and the whole of
Krakow smelled of him, / he was born in a hiding place, / alongside sows in a trough.]

1. Narodil se mlady svec, 2. Narodila se mu cera,
tata pro nho délal klec, smola se roztekla
Ze bude met vtaka, vSecky Sydla poskakaly
malého prtaka. za Sevcem do pekla.

(EUB A 1229/16, Stramberk, 1953)

—
—

. A young shoemaker was born, / his father made a cage for him,

/ because he will have a bird, / a small cobbler.
2. His daughter was born, / the cobbler’s wax started to melt, / all the prickers (tools)
jumped into hell / after the cobbler.]

1. Martin Lutr, to by jeden zparchantily knez,
ten tu luteransku viru po svéte roznes.
Na ramené pytel nosi,
lutriany z ného trusi,
kudy Sel, vSudy sel lutriansky knez, chachacha,
kudy Sel, vsudy sel lutriansky knez.
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—
—

. Ten, kdyz k nemocnému jede, fajku ma v hube,

s Panem Bohem se stavuje v kazdé hospode.
Goralenku, pivo pije

a potem s holku tancuje

a pak nemocného zaopatiuje, chachacha,

a pak nemocného zaopatiuje.

. A kdyz on se nazhral dosti, tak si chtél zapit,

aby on mél zase lepsi chut zaopatrit.

V jednéj ruce drzi zbanek,

v druhéj asi dvacet parek,

na krku jelita, to pro helvita, chachacha,
na krku jelita, to pro helvita.

. A kdyz on se nazhral dosti, tak Sel mezi svy,

Jjaké tam zazraky délal,
Sak to kazdy vi:
trochu blul, trochu srdl, zazraky délal, chachacha,
trochu blul, trochu sral, zazraky délal.
(EUB A 1073/4, Brumov, 1908)

. Martin Luther, who was a bastardized priest, / he spread the Lutheran belief all around

the world. / He carries a sack on his shoulder, / spreading Lutherans from it; / wherever
the Lutheran priest went, he sowed.

. When he goes to see a sick man, he has a pipe in his mouth / stopping in each tavern

with his God. / He drinks liquor and beer / and then he dances with a girl / and then he
takes care of the ill person.

. And when he has eaten enough, he goes for a drink, / to feel better for taking care of

others. / He holds a jug in one hand/ and about twenty sausages in the other, / to give to
a Helvetic/ and string of blood sausages hang from his neck, / for a Helvetic.

. And when he had eaten enough, / he went among his flock, / and what miracles he

performed, / everybody knows: / he vomited a bit, he shat a bit, he performed miracles.]

There is another variant, just a fragment, which is an example of

the process of variation and transformation of the song text in the
folk singing tradition:

Martin Lutr, to byl jeden zparchantély knez,
ten tu rotu loteranskou po svété roznes.
Kady Sel, tady sel loteransky kmen, 5
(EUB A 688/10, Subifov-Chobyné, 1951)

[Martin Luther, he was a bastardized priest, / he spread the Lutheran louts all over the
world. / Everywhere he went he sowed the Lutheran tribe.]
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The analysis of the material shows that the image of the Other
was mainly related to a different denomination, but also to people
who were considered unclean because of their profession: mainly
shoemakers, processing the skins/hides of dead animals and using
bristles from pigs. In the songs, we find the motif of the Other, as
well as the diabolical. In the case of shoemakers/cobblers, hell and
devils are very often mentioned, as are animals (animal origin or
appearance, eating habits), and the impure.

1. Kdyz se prvni §vec narodil,
tyjadrata, tyjadra,
hned se cely svét zarmoutil,
tyjadrata, tyjadra.
Dablové v pekle ivali
a peklo zavirali,
tyjadrata, tyjadra.

2. Dal sem si mu boty delat,
on se mné pocal vymlouvat,
Ze on jich sit nemoze,
Ze nemd zadnéj koze,...

3. A ja zas nan sakra zostra,
ze mosi byt dozajista,
a on se né vymluvi,
zas ze nema Skuciny, ...

4. Bezi svina po ulici,
Svec na ni z okna vyskoci,
rukama drzi svini
a zubama Skuciny, ...

5. Kdyz ma svec kance potkati,
musi zasalutovati,
vitej, pane, krali nas,
ty nam Skucinu davas,...

6. Kdyz ma svec byka potkati,
musi mu salutovati,
vitej, pane, krali nas,
ty nam kuzicku davas, ...
(EUB A 127/p. 25, Przno, 1907)
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When the first cobbler was born, / the whole world mourned immediately. / Devils in
hell were crying / and were closing hell.

I asked him to make my shoes, / he started to make excuses: / that he could not make
them, / because he had no hide.

I replied sharply, / it had to be done, / and he made excuses: / that he had no bristles.

A sow runs along a street, / a cobbler jumps out of a window, / he holds the sow with his
hands / and the bristles with his teeth.

If a cobbler should meet a boar, / he must salute: / Master, our king, welcome, / you
provide us with bristles.

If a cobbler should meet a bull, / he must salute: / Master, our king, welcome, / you
provide us with hide.]

Na hore v Tabore scipl tam viil,
sli Sevci na jarmark, vzali ho pul.
Prisli tam sevcici, vzali plice,
nadelali si z nich jitrnice.
Pribehla sevcova, vzala vocas,
meéli ho do Fepy na dlouhy cas.
(Brtnik 2004: 311, Pelhfimovsko)
[A bull died on the top of Tabor Mountain, / cobblers went to market, taking a half of it.
/ Young cobblers came there, they took away the lungs, / making sausages from it.

/ The cobbler’s wife went there, / taking the tail, / serving it with beet root for quite
a long time.]

Odpustte, svec umrel, kam duse prijde,
kdo mu na pohreb piijde, zatracen bude.
Svicky mu nedame, neni je hoden,
protoze zasival skramle od hoven.
(EUB A 1203/554, Velka Bites, 1938)

[Mercy! A cobbler has died; where will his soul go? / he who attends his funeral will be
damned. / We won’t give him any candles / because he repaired stained shoes.]

Poslyste, svec umrel, kam duse prijde,
bude met ocistec na suchej vrbe.

Na hrob mu nedame zadné kvétiny,
protoze trhaval svinam stétiny.

Na hrob mu nedame také zadny kiiz,
at ho cert odnese do pekla si jiz.
(EUB A 1188/12, Otrokovice, 1964)
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. Come and listen, a cobbler has died; where will his soul go? / there will be purgatory

for him on a dry willow.
We won’t decorate his grave with flowers, / because he used to reap sow’s bristles.
We won’t put no cross on his grave either, / let the devil take him to hell now.]

In the folk songs of the Czech lands, most of the individual

aspects of the Other are associated with the image of the Jew, but
many song lyrics functioned as a kind of basic model into which
various groups of the Other were inserted as needed:

Zydek se nam narodil,
Sulaj, sulaj, Sulaj,

cele mjesto zasmradil,
Sulaj, sulaj, Sulaj.

Zydek se nam narodil,
aj vaj, rum pum pum,

cele mjesto zasmradil,
aj vaj, rum pum pum.

(EUB A 1229/19, Stramberk, 1951)

[A little Jew was born, / his foul smell has spread all over town.]

Dyz se svec narodil,
brm, brm, brm, brm, brm, brm
cely svet se nad tym zhryzyl,
brm, brm, brm, brm, brm, brm
Certiska v pekle rvaly,
brm, brm, brm, brm, brm, brm
a vrata zavirali.
(EUB A 1229/15, Stramberk, 1952)

[When a cobbler was born / the whole world was shocked / devils in hell cried out / and
closed the gates.]

Sykora se ohrebila
na krakovském moste,
peét zidii ta porodila
a Sesté zidovce.
(Vyhlidal 1908: 70, Han4)

[A tit (bird) became pregnant, expecting stallions / at a Krakow bridge, / she gave birth
to five Jews / and the sixth one was a little Jew.]
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Svina se nam oprasila,
bumadra, bumadra, bumadra, bum,
devet mladych Sevcuv méla,
bumadra, bumadra, bumadra, bum.
Dyby byli sevci v poradku,
mohli by si ju vzyt za matku,
holadra, holadra, holadra bum,
rydydy, rydydu, ve Vidnu diim.
(EUB A 1229/17, Stramberk, 1953)

[A sow was expecting young ones, / she gave birth to nine young cobblers. / If
the cobblers were all right, / she could have been their mother. / Boom, boom, boom,
a house in Vienna.]

The issue of political correctness in relation to folklore as part
of cultural heritage is taking on new meanings today. The world
is changing; we are more aware of the sensitivity of certain
issues and are coming to terms with colonialism and orientalism.
However, we mostly see them as the problem of others, not ours.
We understand mocking songs about the Jewish minority as part
of the folk tradition, but most of those who work with written
folklore material are unaware of the historical context in which
it was written. Consequently, they have no idea that the texts they
present in the public reflect the anti-Semitism or anti-Judaism of
our ancestors. To illustrate this, we have chosen several songs that
make use of the hep, hep interjection. At first glance, this seemingly
innocent word evokes the very similar word hop, hop, which in
some songs could indeed have this meaning:

Muij konicek, hep, hep, hep,
Ze ja mosim odtud’ jet,
ach, skoda, preskoda,
mojich mladych let.
(Peck 1884: ¢. 211)

[Hep, hep, hep, my little horse, / I am to leave this place, / oh pity, what a pity, / that my
young years will be wasted.]
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In songs reflecting the Jewish minority, however, it has
a completely different meaning. The derisive shouts of hep, hep
are related to the wave of anti-Jewish violence that rose in the
German states between 1819 and 1831; they were called the hep-
hep riots (Peters 2012: 210). Nowadays, they are named after this
very phrase and listed in encyclopaedias (Die Hep-Hep-Krawalle
in German). The causes of the riots were quite complex; they
were rooted in the social and economic position of Germany at
the beginning of the 19" century. They were one of the reactions
to the process of Jewish emancipation.”* Opinions on the origin
of the term vary. Some scholars believe that it was an acronym
from the medieval Crusaders’ shout [in Latin], Hierosolyma est
perdita (Jerusalem is lost). Another hypothesis assumes that it
was originally a herding-cattle call. According to Joseph Jacobs,
author of the entry Hep! Hep! listed in the Jewish Encyclopedia
(1906), the Grimm brothers in their dictionary derive the word hep
from Hab! Hab! a herding call to animals, especially goats, used in
dialect in the Bavarian district of Franconia. The Grimms suggest
that it was applied to Jews because of their beards. Jacobs further
states that the term /ep had since become a synonym for an out-
break against the Jews (Jacobs 1906: 351). The term can be found
in many literary texts. Here is an example from the Czech context:
“The derisive shout of hep-hep [by mobs] accompanied them [the
Jews] through the streets, and if even the last vagabond thought of
it, he could force a Jew to greet him by saying the phrase ‘mach
mores Jud’.” (Teytz 1902: 124) The full article was printed in
the Czech-Jewish Calendar and was devoted to the position of
the Jews in Europe, and especially in Germany in the 18" and
19 centuries. The fact that the hep interjection was widespread
in the Czech lands and functioned as a mocking expression is
evidenced not only by periodicals of the time, but also by literary
sources concerning life in the countryside. In a book on the life and
work of the priest and collector Jindfich Simon Baar (1869—1925),

13. Cf. “Hep! Hep!” Jewish Virtual Library. A Project of AICE [online] [accessed July 20,
2022]. Available at: <https://www.jewishvirtuallibrary.org/hep-hep>.
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we read a recollection of Baar on the coexistence of the Christian
majority and the Jewish minority. There Baar remembers the young
son of a Jewish merchant: the boy had nice toys, but he was not
allowed to lend them to other children. They took revenge on him
by shouting at him: “Hep! Hep! Hep! The Jew bakes bread, the
Jewess bakes cakes, the Jew is in tears because he only made bread.
Hep, hep!” (Teply 1937: 41) In the folk tradition, this very text also
functioned as a song. With a mocking function, the Aep interjection
can be found in several other folk songs:

Holesovsky Abrham,
pocké, Zide, ja ti dam,
jd ti, ja ti, ja ti dém,
ja ti hlavu otrham.
Hep, hep, hep!
(EUB A 776/4, Kojetin, 1952)

[Abraham from HoleSovice, / just you wait, Jew, just you wait, / I will pick off your
head. / Hep, hep, hep!]

Zide, hep, hep, hep,
vem si kiizky na chrbet
a beéz s nima do Rakus,
tam ti daju chleba kus.
(Bartos 1888: 126)

[You Jew, hep, hep, hep! / put your hides in your backpack / and off you go to Austria,
/ they will give you a hunk of bread.]

Selma, selma, Selma zid,
chtél on devce osidit,
nechtéla ho panna zadna,
Ze je cérny jako vrana,
hep, hep, hep, chajdrnaj.
(Bartos 1889: &. 771)

[A crafty bloke this Jew, / he wanted to cheat on a girl, / no maiden wanted to have him,
/ because he was black as a crow, / hep, hep, hep.]
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Hep, hep, hep, hep,
Pinkas se vztek,
Pinkaska taky,
oba se vztekali,
aj, vaj.
(Neruda 1921: 237)

[Hep, hep, hep, hep, / Pinkas was angry, /his wife Pinkaska was angry too, / they both
were angry.|

Nevertheless, the reflection of the Jewish minority in folklore
texts is also related to the Christian view of the crucifixion of Jesus
Christ, which Jews were blamed for in the past. This view can
be found in the sacred songs disseminated through hymn books
and chapbooks, from where they often entered folk culture. For
example, folk texts associated with the custom of chasing Judas are
typical, and have been preserved as a living tradition at Easter time.

Klekani zvonime,
Jidase honime.
Jidasi, Jidasi,

cos to ucinil,

zes naseho Mistra
Zidim prozradil?
Tedko za to musis

v pekle horeti,

s Luciperem ddblem
tam prebyvati.

[We ring the angelus bell, / we chase Judas. / Judas, Judas, / what have you done, / that

you have revealed our Master / to the Jews? / For this, you must now/ burn in hell/ dwell
there/ with Lucifer the devil.]

Poledne zvonime,

Idasa honime.

Zidé nevérni

Jjako psi cerny,

kopali jamu Jezisi Panu,

aby ho jali, ukrizovali,

na Velky patek do hrobu dali,
na Bilou sobotu zas vykopali.
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Za to budes, ty ldasu,
v pekle d'ablem
az na veky veki
— Amen.
(Frolcova 2001: 119)

[We ring the bell at noon, / we chase Judas. / The infidel Jews, / as black as dogs, / they
dig a hole for Lord Jesus, / to capture him, to crucify him, / to put him in a grave on
Good Friday, / take him out of it on White Saturday. / For it, Judas, you will be / a devil
in hell/ forever and ever.]

The subject of Jewish (or anti-Jewish) issues can also be found in
dance songs and dances. Dances named the Jew, the Jewess or the
Jewish exist in numerous regional and local folklore editions not
only in the Czech Republic, but throughout Central Europe. They are
perceived as jocular dances. In his treatise Czech National Dances,
Czech writer Jan Neruda (1834—-1891) notes already in 1859:

“I will comment on The Jew (The Jewish). The gestures in this
dance are often rather strange, and our simple national aestheticians
would say quite indecent; but I cannot condemn the dance, knowing
full well the rights which the people with their exuberance can give
themselves. In similar cases, one must simply notice this: a little
eccentricity, a little indecency (but only according to salon views)
[are to be accepted]; as well as quite a lot of humour—after all,
these are merely minor national dances.” (Neruda 1921: 236)

However, Neruda’s commentary continues with an even more
substantial message:

“What is sadder is that this dance often reveals, for the most
part, the unreasonable resentment of our people against the Jews,
a resentment which everywhere testifies to education [of the
majority] on a rather low level.” (Ibid.)

It can be concluded that the line between humour and xenophobia
in relation to cultural stereotypes was very thin, even at the time
of the 19™ century national movement. After all, Neruda himself
later became the author of the anti-Jewish text For Fear of the Jews
(1870). The nature of his anti-Semitism and the reasons that led him
to it have been debated to this day (Frankl 2014: 434-449).
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Folk tradition was never rigid; it responded to changes in the
cultural and social contexts, evolving together with its bearers. Some
elements disappeared, others changed—their importance declining;
expressions originally associated with the adult repertoire became
part of children’s folklore, and others moved from the ceremonial
level to the sphere of entertainment. Furthermore, the representative
function and stage presentation of certain expressions of folk culture
gained importance from the end of the 19% century. However, the
efforts to preserve selected elements of folk tradition brought about
a fundamental break in its natural development. Expressions that
had already disappeared were reconstructed and revived through
printed editions of folk material and ethnographic literature, as
well as through the activities of numerous representatives of
culture, and the increasingly institutionalised folklore movement.
Some manifestations of folk culture were attributed to a function
that did not always correspond to the role that they played in their
original existence. In the attempt to save “national” culture, the
transformation of the rural areas of the country was not considered
in either economic, social, religious, or demographic terms. Today,
the former loss of the original social context and meaning raises
questions that not only the public but also scholars have failed
to acknowledge for years. Indeed, those who today interpret folk
songs, dances, and other elements of folk tradition in the mass
media or on stage, drawing on collections assembled since the 19"
century, are often ignorant of their original meaning or function.
For many expressions, this may not matter, but in the context of
cultural stereotypes, it is controversial.

The folklore text makes no distinction when it comes to the
depiction of “the Other,” and measures everyone almost equally.
However, in today’s world, a mocking song about shoemakers,
whose craft in the traditional form has almost disappeared, cannot
be viewed in the same way as the song’s almost identical version
about members of the Jewish minority, not to mention jocular songs
with anti-Semitic motifs. Indeed, intangible cultural heritage, as it
is understood and defined by UNESCO, is also linked in official
documents to the protection of human rights and the principles
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of mutual respect among communities, groups, and individuals.'*
The current era of political correctness has thus opened an issue
in folklore studies which, although latently existing, has not yet
been analysed from this perspective. Let us repeat that cultural
stereotypes are primarily indicative of their bearers. Academic
literature suggests that in the 19" century in the USA, negative
stereotypical views of Jews were like those in Europe because they
were brought to the country by Protestant and Catholic immigrants'’
(Rockaway—Gutfeld 2001: 357).

Even though especially the Holocaust changed these negative
ideas (as did other events of the 20™ century), we continue to pass
them on in the legacy of cultural heritage in specific folkloric
expressions. It is clear, therefore, that the preservation of folk
tradition in connection with the concept of cultural heritage and
with the accentuated values of today’s society may not always be
in harmony with each other. It is obvious that people who perform
traditional folk songs on stage today are often not aware of this
problem. This is evidenced by the fact that one of the variants of
the folk song “Hep, hep, hep, the Jew bakes bread” was recorded
this year [2022] by one of the Czech folk ensembles. When
present day performers are aware of the problematic nature of folk
material, they apply a certain degree of censorship, just as previous
generations have done for various reasons. A fitting example of this
is the utterance of one of the actors of the folklore revival in the

14. Cf. Text of the Convention for the Safeguarding of the Intangible Cultural Heritage.
UNESCO [online] [accessed July 16, 2022]. Available at: <https://ich.unesco.org/en/
convention>. Cf. also Methodological Instruction for the Maintenance of the List of
Intangible Assets published on the website of the Ministry of Culture: “For the purposes
of this methodological instruction, only intangible cultural heritage compatible with legal
norms relating to human rights, including rights and obligations arising from international
legal instruments to which the Czech Republic is a party, relating to intellectual property
rights and the use of biological and ecological resources, as well as with the principles of
mutual respect among communities, groups and individuals, and sustainable development
shall be taken into account.” Available at: <https://www.mker.cz/seznam-nematerialnich-
statku-tradicni-lidove-kultury-ceske-republiky-299.html>.

15. “Over 10 million immigrants arrived in the United States between 1820 and 1880, most
from Germany and Ireland, including 200,000 Jews.” (Rockaway—Gutfeld 2001: 357).
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Hornacko region. He commented on the adaptation of the lyrics of
the traditional folk song Javorinko Seda (“The Gray Javorinka™)
about the murder of a Jewish merchant on the Moravian-Slovak
border.'® In an interview also concerning his participation in the
filming of an episode of the folklore television program, the actor
states:

“...in the ballad ‘The Gray Javorinka’ the lyrics go: ‘When they
killed him/, they covered him with leaves /, there you will lie /,
Hey, ho, you nasty Jew.” This seems so harsh to us, almost inhuman,
racist; instead, we sing ‘Hey, no more will you go from Hungary to
Moravia’.” (Vrba 2012)

(translation Irena Pribylova)

*The text was written with the support of the 1432/2021 specific research study
“Interethnic relations in Central Europe: coexistence—conflicts—migration”
at the Department of European Ethnology of the Faculty of Arts, Masaryk
University, and with the institutional support of the Institute of Ethnology of the
Czech Academy of Sciences, RVO: 68378076.
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Summary

The artikel explores folk songs written down in what is present-day Czech Republic from
roughly the beginning of the 19th century to the 1970s. It shows how song lyrics were
treated in the past when they did not conform to the social conventions, aesthetics, ethical
ideals, and patriotic goals of the time. When such songs were written down by collectors,
their lyrics were often modified, some parts being omitted, others changed. This practice
was followed from the early 19th century until the fall of the communist totalitarian
regime in 1989. At present, these authentic folk song lyrics seem non-controversial by
some performers, but many lyrics are far from it. One of the components of tradition is
social memory, which is associated with cultural stereotypes—the generally fixed ideas
that people have about themselves and members of different groups. These “Others” are
usually members of a different ethnicity, religion, or social class. Their image in folklore
involves certain ideas, ideological views, evaluative attitudes, and historical experience.
Using the example of otherness, which in Czech folk songs is mainly associated with the
negative image of members of the Jewish minority, the paper shows the possible results of
misunderstanding the historical context: the anti-Semitic motifs of some older songs and
dances presented in public may not be evident to those who perform them today.

Key words: Folk song lyrics; cultural stereotypes; phenomenon of otherness; political
correctness; censorship; Czech folk tradition; anti-Semitism in folklore.
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DUDY, ZPEV A POUDACKY ANEB o
OPOZDENA GRATULACE DO ZAPADNICH CECH

Marta Ulrychova

Jisté jste si povsimli jedné zajimavé véci — vynikajici interpret
folkloru se obvykle vyznacuje dvéma i vice talenty. Stejna véc plati
ostatné i u jinych hudebnich zanrii. V nasledujicim ptispévku si
povsimneme nékolika osobnosti, jez spojily své nadani ke hie na
dudy a ke zpévu s vypravécskym talentem, ktery mohly rozvinout
bud’ v kratSich literarnich utvarech, anebo v drobnych folklornich
formach. V prvém pfipadése jedna o vzpominkovou prozu anebo Erty
ze zivota vesnickych ¢i maloméstskych lidicek s charakteristikou
jejich prace, zabav, vzajemnych vztahi a béznych kazdodennich
starosti, tedy formy povétSingé prodchnuté starosvétskou idylikou.
Druhy ptipad predstavuji anekdoty a humorky, pro néz jsem
pouzila nafe¢niho chodského terminu ,,poudacky*. Mij piispévek
je zéaroven opozdénou gratulaci tfem osobnostem zapadoceského
folklorniho revivalu, jejichz kulatd jubilea a jedno pulkulaté
v dasledku covidové pandemie unikly pozornosti §ir§i vefejnosti
a omezily se zpravidla jen na soukromou sféru. Prvnim z nich
je hornobiizsky rodak Zden¢k Blaha, druhym jeho vrstevnik,
celozivotni pfitel a spoluhra¢ Antonin Konrddy z Domazlic, tfetim
Blahtiv jediny 4k, zpévék a dudak, plzetisky rodak Vaclav Svik.

Chceme-li charakterizovat osobnost Zdeiika Blahy (* 1929), jsme
chyceni do sité jeho precetnych aktivit, z nichz nevime, kterou dfive
preferovat. Ve svém stru¢ném pojednani se tedy priklonim k obvyklé
biografické metodé, ktera ma v piipadé folklornich interpretd
své opodstatnéni. Blaha se narodil a prozil détstvi v dobé velké
hospodarské krize vméstecku Horni Bfize, lezicim cca 11 km severné
od Plzn¢. Diky loziskiim kaolinu se jiz od 80. let 19. stoleti ptivodni
ves stala centrem keramického priimyslu. K pravidelnému setkavani
svéta vesnice s tovarenskymi ufedniky a délniky dochazelo nejen na
mistnich zabavach, ale v malé mistnosti holi¢ského kramu Blahova
otce, lidového muzikanta a organizatora taméjSiho hudebniho zivota
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Zdenék Bldha

(Blaha 2017: 10-11). A pravé diky tomuto prostiedi panskych
navstév, tudiz i rychlé vymeény informaci ze zivota nejblizsiho okoli,
ale i radoby politickych debat a glos se rozvinul Blahtiv pozorovaci
talent, jeho témer vSetena touha po poznani, zaroven pak i rozsafny
humor, s nimz pozdéji dokéazal bavit a poucit své posluchace na
rozhlasovych vinach a pii poédiovych vystoupenich. V neposledni
fadé jim dokaze oblazit i ¢tenaie svych knih. V kontaktu s obyvateli
severniho okraje Plzeiiska zistal Bldha i jako absolvent obchodni
Skoly v dobé svého prvniho zaméstnani v Hospodaiském druzstvu
v Plasich (tamtéz: 16-17). Pod otcovym dohledem navstévoval
v plzeniské hudebni Skole hodiny housli, posléze v dobé dospivani
ho zaujal kontrabas a teprve po absolvovani zakladni prezenéni
vojenské sluzby ptisly na fadu i dudy (tamtéz: 14—18).

Vojnu si Blaha odbyl u protileteckého délostielectva v Plzni
v kasarnach na Slovanech, kde také zahajil svoji kulturni ¢innost jako
vedouci vojenského uméleckého souboru Plamen. V Plzni, tentokrat
v délostieleckych kasarnach na Borech, mu vSak v soutézich svym
souborem Chop-raz konkuroval jiny vojin. Nebyl jim nikdo jiny
nez pozd¢ji znamy skladatel Zdenck Lukas (tamtéz: 18-20). Z této
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rivality se zrodilo celozivotni ptatelstvi, které se v nasledujicich
letech utvrdilo, kdyz Lukas, stojici u zrodu plzenské rozhlasové
redakce tzv. lidové tvofivosti, piizval ke spolupraci pravé Zdenka
Blahu (tamtéz: 21). To uz bylo v dob¢, kdy se Bléha, a to konkrétné
v Klatovech, dostal poprvé ke hie na dudy. Velkymi inspiratory mu
v tomto sméru byli dudak FrantiSek Biba z Dolni Bélé a domazlicky
,»kral dudaki* Bohumil Kraus. Teprve po deseti letech Blaha v letech
1960-1964 svou hru na dudy zdokonalil na prazské konzervatoti ve
ttidé Alberta Peka (tamtéz: 19-20).

V plzeiiské redakci pod LukaSovym vedenim Blaha pronikl do
taji harmonie, coz zanedlouho uplatnil v prvnich tipravach lidovych
pisni, a to pfedevsim z vlastnich zapisu, které potizoval od utlého
mladi pravé v okoli svého rodisté.! Zde bych rada zduraznila, ze se
nejedna o zadné odlozené partitury, ale Upravy dodnes hrané jak
détskymi a mladeznickymi, tak i dospélymi muzikami.

Dalsi hudebni ¢innost Zdeiika Blahy je neodmyslitelné spjata
s Plzenskym lidovym souborem (PLS, zal. 1953 redaktorem
Miroslavem Smidem), v némz se Blaha coby redaktor uplatnil jako
hra¢, dramaturg, upravovatel, dirigent a po odchodu Z. Lukase
(1969) i jako vedouci, majici na starosti veSskerou organizacni
agendu (tamtéz: 25). Tato funkce byla o to zavazné&jsi, ze Bldha zde
pracoval s profesionalnimi muzikanty rekrutujicimi se povétSinou ze
¢lenti Plzeiiského rozhlasového orchestru (zal. 1946). PLS nepotadal
samostatnad podiova vystoupeni, byl stale pfipoutan k rozhlasovému
studiu, a to obvykle ve veCernich a no¢nich hodinach, tedy poté, co
hudebnici odvedli své kazdodenni penzum na poli symfonické nebo
komorni hudby a zpévaci zase povinnosti v rameci své obcanské
profese.? Diky experimentalnimu studiu se Plzen pravidelné ti¢astnila

1. Dnesni bilance Blahovych sbérti ze severniho Plzenska ¢ini vice nez 500 pistiovych
jednotek, upravy (ve slangu plzenskych muzikantii zvané ,,bladhoviny* dosahly v data-
bazi Ochranném svazu autorském tisicovky).

2. Zéklad télesa tvorila smyc¢cova skupina se dvéma klarinety a flétnou, k niz se podle potieby
ptidavaly bici nastroje, dudy, 2 trubky, 2 lesni rohy a fagot. Kolem PLSu se seskupilo
jadro skladateli, jez tvofilo protivahu brnénskému, ostravskému a bratislavskému studiu.
Za vse hovori jména Kabelacovych zakti — Zdenka Lukase (1928 —2007), Jaroslava Krcka
(*1946), Jana Malka (*1938), Jana Slimacka (*1939), k nimz se posléze piipojil Josef
Kréek (¥1946) a Jifi Teml (¥1935) (Ulrychova 1996: 434-436).
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soutéze Prix de musique folklorique de Radio Bratislava, v niz Blaha
coby interpret dvakrat (1982, 1991) obdrzel ve skladbé Jaroslava
Kréka prvni cenu. Vitézstvi si pfivezl i ze zahranici, a sice ze soutéze
dudékii ve Francii v roce 1976 (Blaha 2017: 20). V této souvislosti
pripomeiime také Koncert pro dudy, smycce a bict, ktery mu koncem
70. let napsal Jan Malek (tamtéz: 91).

V letech 1958-1998 Blaha pripravoval a konferoval pro celostatni
vysilani odpoledni sobotni pofad Hraji a zpivaji Plzendci, za néjz
v roce 1986 obdrzel Cenu Ceskoslovenského rozhlasu (Tamtéz:
29-31). V letech 1993-2002 denn¢ vysilal dopoledni ptilhodinovy
potad Spali¢ek lidovych pisni, pozdgji jen jednou tydn&. V roce
2003 mu tehdejsi feditel Vladimir Bako neprodlouzil smlouvu
externiho spolupracovnika, nicméné prazska hudebni redakce brzy
prosadila jeho navrat a Blaha mohl opét zasednout k mikrofonu.
O ptipravé Spalic¢kil napsal: ,,Pii jejich pripravé se vidy snazim,
aby posluchacum prinasely ,pét P‘: Potéchu, pohodu, pohlazeni,
pouceni i pobaveni. Nejen v pisnickach, ale také v doprovodnych
textech, v nichz se snazim vybrané pisné tematicky dopliiovat. Pro
mne jsou tyto piilhodinky brouzdanim mezi lidmi, s kterymi jsem Zil,
kteri mé hodné naucili a kteri ledacos vtiskli do mé paméti.* (Blaha
2011: 3) Podobné potady Blaha piipravoval pro stanici Vltava
v relacich Cesty za folklorem, Zemé zpiva, Klenotnice lidové hudby,
Pisen v srdci zrozend.

Nerudovsky udél — kazdy den napsat a navic odvysilat kratky
text reagujici na aktualni podnéty ze svého okoli — Blahu ptivedl
k myslence pfipomenout formou portréti a dal§ich kratSich proz
vyrazné osobnosti, s nimiz se setkal jak pfi své profesi, tak ve svém
rodisti. Vzdy jsou podminény osobnim vztahem a vzdjemnymi
pravidelnymi kontakty. Kniha vénovana Horni Bfize pod nazvem
Lidé a lidicky hornobrizsti (1998) se blizi etnografické proze typu
Lidskych dokumentii (1900) Augusty Sebestové®. Dnes s odstupem
¢tvrtstoleti 1ze Blahova plivabna vypravéni prodchnuta laskavym
humorem, porozuménim pro lidské slabosti, laskou k domovu,

3. Augusta Sebestova (1852-1933), rodatka z Kobyli na Moravé, sbératelka a narodopisna
pracovnice.
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ale pfedev$im uctou k ptfedchazejicim generacim hodnotit jako
spolehlivé svédectvi o Zivot¢ malého mésta v konkrétnim caso-
vém useku pocinaje 30. lety 20. stoleti aZz po jeho sklonek.*
Mnoho cenného materialu pfinaseji kapitoly vénované vyro¢nimu
zvykoslovi (,,Masopustni veseli, ,,Velikono¢ni rachani*, ,,Veliko-
no¢ni pomlazka“, ,Majky a maje”, ,Ledeckd pout™, ,Nasi
Sumavsti sousedé), Cast vzpominek patii také hornobtizskym
muzikantim (,,J& nic, ja muzikant™; ,Muzikantské podsveéti“;
»Soutéz o nejlepsiho tanec¢nika polky*). Jako znalec ¢asto peprného,
ale trefného muzikantského vyraziva se autor pustil i do oblasti
metaforickych pfirovnani, frazeologismti a ptislovi (,,Do hospody
skokem, z hospody krokem®; ,,VSechny muzikantské cesty vedou
od hospody k hospod&“ aj.). Utlocitni ¢tenafi necht odpusti,
ocitujeme-li zde nékolik prapovidek vyjadiujicich nadmérné
poziti alkoholu, jez Bldha zaznamenal od lidového muzikanta,
kontrabasisty Karla Slaufa: ,, Ten si piihnul, ten prebral, je pékné
nacaknutej, je nalitej, ten si ji vede, ten ji md, chytil ji, namazal
se, hledte ho, Bumbalka, hori mu v troudniku, ten znda mluvnici,
ten bruci, plete krajky, je zcuchanej. Nékde se zdrcnul, natuknul,
je namol, nachmelenej, zmrskanej, naparenej, ncumranej, je jako
motyka, jako sliva. Ma tézkej jazyk, ma Spicku, opicku, ma v hlave,
v kotrbé, ma paru, drbici, cvrcky v palici, ma nakoupeno. Sviti mu
z oCl, mota se, mazal deku, mazal kouli, mazal Sisku, udélal si bene,
sedla mu na zdada, vyrazil si z kopejtka, kouknul se ke dnu.” (Blaha
1998: 38-39)

Dal§im pocinem, jimz Bladha zviditelnil své rodisté, bylo
zalozeni folklorniho souboru Usmév. Stalo se tak v roce 1957.
Zatimco tanecni slozku tvofili ryzi amatéfi, pifislusnici riznych
profesi, v kapele ptevazovali profesionalové (Ulrychova 1999:
84-85). Pozd¢ji se vedeni tanecni slozky ujala jeho druha Zena
Véra Blahova-Rozsypalova (1941-2010), ktera zde vytvotila do
dnesnich dnt stale prezentované choreografie (Blaha 2017: 52-56).

4. Takto Blaha navazal na knihy vzpominek Moji mili, drazi (1995, 1998) napsané
nékdejsi feditelkou Narodopisného muzea Plzenska Marii Ul¢ovou (1925-1998), s niz
Casto spolupracoval a ktera mohla do jisté miry byt i jeho inspiratorkou.
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Nelze rovnéz opomenout Blahovu tcast na ptipravé folklornich
festivalii. Ma na svém konté fadu poradti na Mezinarodnim folk-
lornim festivalu Straznice, na Chodskych slavnostech a na Mezi-
narodnim dudackém festivalu ve Strakonicich (do roku 2016), kde
byl téz nékolikrat jmenovan piedsedou programové komise.

Zden¢k Blaha je podepsan pod osmi gramofonovymi deskami,
devatenacti CD a osmi publikacemi, v nichz se vénuje svym piate-
Iim z Chodska, spolupracovnikiim z plzeniského rozhlasu a horno-
biizskym rodakim. Za jeho ¢innost se mu dostalo fady ocenéni.’

Konec¢né je ¢as se zminit o Bldhové velké celozivotni lasce —
Chodsku, kam pravideln¢ zajizdél, kde hral, vystupoval, zapisoval
a natacel. Zde se také v dilné nastrojafe a vyrobce dud Jakuba
Konradyho (1905-1987) setkal s jeho synovcem Antoninem,
celozivotnim pfitelem a spoluzakladatelem Konradyho dudacké
muziky.

skosksk

Antonin Konrady (*1931) vyrostl ve zdech kralovského mésta
Domazlice v nepfili§ majetné, ale hudbymilovné rodiné¢ méstského
zaméstnance. V détstvi hral na heligonku, klavir, s nepatrnym
uspéchem na housle, ale s o to vétsi razanci na bubinek. Na dudy zacal
hrat v dobé dospivani pod vedenim vyte¢ného domazlického dudaka
Rudolfa Svaciny (1900-1997). Po vélce se vyucil radiotechnikem,
coz se mu pozdéji hodilo pfi ozvucovani poradl a vyroby netradi¢nich
napaditych ozemboucht. Bezprostiedné po valce ho také neminula
obliba jazzovych kapel. Sviij sen hrace na bici si plnil v domazlickém
orchestru Mistral (Fliegelova 2012: 9-72).

Antonin Konrady je dodnes hvézdou kapely, kterou v roce 1955
spoluzalozil. Muzika se brzy prosadila pii mistnich oslavach,
zahy také prekrocila nase hranice (nejcastéji byla a je zvana do
sousedniho Némecka). ProtoZze plnila piedevsim zabavni funkei,
Antonin osvéZoval (a je tomu tak dodnes) jeji vystoupeni svymi

5. Kromé jiz vyse uvedené Ceny Ceskoslovenského rozhlasu (1986) to byla Cena
Ministerstva kultury za celozivotni praci s folklorem (2007), Pamétni medaile Mésta
Domazlic (2009), bylo mu ud&leno Cestné obganstvi mésta Horni Biiza (2010), byl
uveden do Sing slavy v Narodnim tstavu lidové kultury ve Straznici (2009) a do Dvorany
slavy na Krajském fadé v Plzni za celoZivotni pfinos v oblasti folklornich tradic.
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Antonin Konrady

,poudackami‘, které vypravi jen tak mimochodem v kratkych
pauzach mezi jednotlivymi pisnémi. Zistava jejich nejlepSim
interpretem diky osobitosti svého projevu kofenéné¢ho naiecim
a intonaci obyvatel jihozapadnich Cech. Podle vlastnich slov
jich mé na svém repertoaru kolem devadesati. Mnohé z nich se
opiraji o vSeobecné znamé syzety. Setkavame se u nich s typem,
ktery brnénsky folklorista Oldfich Sirovatka klasifikoval jako tzv.
déjovou, epickou anekdotu s trojdilnou stavbou (Sirovatka 2000:
167). Nejcastéjsi jsou vSak v Konradyho repertoaru anekdoty, které
bychom mohli zafadit do oblasti tzv. nechténého humoru (tamtéz:
168). Jedna se vétsinou o utvary li¢ici vérohodnou udalost, jez maji
svou formou blizko k humorkdm ¢i memoratim. V Konradyho
»poudackach® se to jen hemzi starymi tetkami a strycky majicimi
problémy se skler6zou. Nevim, zda jsou tyto projevy n¢kde ulozeny
v rozhlasové ¢i soukromé fonotéce. Antonin Konrady k nim saha
vétSinou na akcich komornéjsiho charakteru. Jisté by si zaslouzily
zaznamenat a podrobit hlubsi analyze. PfinaSim malou ukazku,
ktera je ovSem ptevzata z publikace, postrada tudiz mnoha specifika
interpretovy mluvy.
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»Dve babicky zalejvaly hrob na klenecskem hibitove a vzpo-
minaly, co s téma svejma dédouskama v tom zivoté krdasnyho
prozily, az ta jedna povida: ,Tv Manko, kolipak té je viibec let?
Manka povida: ,Mné, mné uz holka tahne na vosumasedumdesét.
JHmmm.* A kolipa je tobé, Hance? * ,Holka, ani se neptej. Mne
uz tahne na vosumadevadesat. * ,Vosumadevadesat?* 10 uz abys
nechodila ze hritova domu!* *“ (Fliegelova 2012: 107)

»V Klenci na lajci pod lipou sedel starej dérecek a narikal. Prisel
k nému takovej mladej chasnik a zeptal se ho: ,Dédecku, copa tak
narikate, copak se vam stdlo?‘ ,Ale nic, ja mam doma takovou
péknou zenusku k pomilovani... * A uz to nejde tak jako za mlada,
vete? ‘ povida chasnik. ,Ale jo,* povida dédek, ,de to furt, jenze ja si
nemiizu vzpomenout, kde bydlim!*  (Fliegelova 2012: 161)

oksk

Treti osobnosti, pro niz je nami vybrané specifické spojeni
hudby a slova charakteristické, je Vaclav Svik (* 1946). Kdyz se
pred osmdesati lety snazil sbératel Oldfich Blecha charakterizovat
lidovou pisen z Plzenska a jeji nositele, sdhl ke slovim jako
., zertovnd rozvaznost ', ,, furiantstvi““ & ,, dobrosrdecna humornost **
(Ulrychové 1997: 433). Ptame-li se, ¢i projev ndm muze v souc¢asné
dobé& podobné charakteristiky evokovat, pak je to jednoznaéné prave
Vaclav Svik. Vedle Zory Soukupové (1922-1981), Véry Piikazské
(*1931), Jaromira Horaka (1918-1984) ¢i Jitiho Pospisila (1927-
2004) je bezpochyby jednim z nejlepSich interpretd Ceské lidové
pisné. Vyrostl v Presticich, mésté lezicim na jih od Plzng, ma tedy
blizko jak k plzeniskému, tak chodskému folkloru. Pasobil v Souboru
pisni a tanci Skoda Plzen (dnes soubor Mladina), v sou¢asné dobé
jejiz dlouholetym zaslouzilym ¢lenem Konradyho dudacké muziky.
Zde se od Antonina Konradyho pfiu¢il mnohym ,poudackam
a stal se rovnéz jejich osobitym interpretem. Jeho projev je vSak
zemitgj$i a stale Usmévny. Jako dudédk je jedinym zdkem Zdenika
Blahy, tedy vyjimkou potvrzujici pravidlo. Jak k tomuto sblizeni
doslo, se dozvidame piimo z Blahovych vzpominek:

., Bylo to v sedmapadesatéem roce, kdy jsem predsedal poroté na
ustiednim kole soutéze tvorivosti mladeze v Brné. Desitce mladych
soutézicich duddkii tam tehdy vévodil jedendctilety Vasek Svik
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z Prestic. Pri hodnoceni jeho vystoupeni jsem ocenil nejen vyborné
dudanti, ale také pekné prozpévovani. Bohuzel ty moudré reci, které
vedl mezi pisnickami, nebyly vhodné k jeho véku, myslim, zZe mu je
napsal pan ucitel Jiri Kajer.® Co se ale nestalo? V posledni rade
sedici Vaskova maminka vyskocila ze zZidle jako pichnutad Zihadlem
a s prestickym temperamentem vykrikla: ,Jen nemyslete, pane
Blaho, nds Vasek je sectélej!*

6. Jifi Kajer (1904-1969) se narodil ve Spaleném Pofic¢i. Viely vztah k Chodsku zasadnim
zpusobem ovlivnil jeho gymnazidlni profesor, vyznamny chodsky narodopisec Jan
Frantisek Hruska. Po nékolikaleté praxi ziskal Kajer misto ucitele v Pobézovicich.
V nedalekém Postiekove se ozenil a zalozil zde tzv. narodopisnou skupinu, pro niz
sestavoval pasma lidovych pisni a vypravéni. Podilel se také na ptipravach odhaleni
Baarova pomniku na Vyhledech. Kromé hudebniho folkloru se zajimal i o lidova
vypravéni, zejména humorky. V roce 1939 po zabrani horniho Chodska se natrvalo
odstéhoval do Plzné. Zatimco jeho Chodské pohadky (1932) zustavaji u naSich
odborniktl téméf bez povsimnuti (Tille je ve svém soupisu neuvadi), druha sbirka Vod
hu nas (1941) byla v tehdejsi situaci chapana jako manifestace, jako ,, tichd, ale proto
duraznéjsi pripominka, ze Chodsko je nase* (Ulrychova 2005: 639).
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Brno mélo své pokracovani. V hudebni redakci plzenského
radia zazvonil telefon. Pan Bldha pry ma na vrdtnici navstévu.
Cekala tam na mé maminka Svikova se svou ratolesti a hned na
mé po presticku spustila: ,Jdeme od pana ucitele Kajera, ktery vam
vzkazuje, ze uz Vasika na dudy vic nenauci a vy zZe to dokazete.
V kosiku mam dvacet vajec, a pokud si Vaska vezmete do parady,
Jsou vase. Jestli ne, tak je tady pred vasima vocima rozbiju na cimpr
campr.  Vratna se jen krizovala a predstava, Ze bych musel rozbitd
vejce hadrem vytirat, mé donutila rici ANO! Pan ucitel Kajer mu
[Vaclavovi] dal v dudani dobré zaklady a ja proved! tu nadstavbu.
Hned jsem pro ného také napsal variace na nékolik chodskych
pisnicek a zkusil je s nim ve studiu natocit. Pravdu dim, do té doby
Jsem se nesetkal s tak krasnym détskym soprankem a vysledek
nataceni byl obdivuhodny. Nastésti se v rozhlasovém archivu tyto
nahravky dochovaly.* (Blaha 2017: 26)

skesksk

Vsichni tfi vySe uvedeni gratulanti patii k silné generaci interpretti
hudebniho folkloru, ktera u nas vyrostla, a to jak v Cechach, tak
na Moravé, ve specifickych podminkach povaleéného vyvoje, kdy
se folklor stal jednim z Zanri, upfednostiiovanych nasi kulturni
politikou. Ta davala Sanci mladym lidem, podporovala jejich chut’
a tvofivé schopnosti. Nove vznikajici soubory, ale i jednotlivci
nalézali podporu u velkych podniki, které nadSené interprety zpétné
vyuzivaly ke své reprezentaci. Péstovat scénicky folklor mélo i své
vyhody v podobé¢ cest do zahranici, zejména pak do zapadnich zemi,
na néz by doty¢ni v taméjSich podminkach nemohli ani pomyslet.

Byla to zaroven také doba regionalnich stanic, které¢ zaméstnavaly
erudované redaktory a disponovaly vlastnimi télesy, zamérenymi
pouze na interpretaci lidové hudby. Jejich studiové nahravky
obohacovaly rozhlasovou fonotéku pravidelnymi frekvencemi.
V Plzni to byl pfedevsim Plzensky lidovy soubor. Sem, do redakce
a studii Ceskoslovenského rozhlasu v Plzni viak naSla cestu
i fada vynikajicich zpévaka a hudebnikl z Plzenska a Chodska,
jejichz interpretacni vykony znamenaly pro jisty konkrétni region
zavaznou normu a v celostatnim vysilani se pak stavaly jeho
vizitkou. Zasadni roli zde sehral Zdenék Blaha, jemuz jsem z tohoto
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divodu vénovala v prispévku nejveétsi pozornost. Troufam si fici,
ze bez jeho Cinorodosti by plzenské studio neziskalo svymi porady
onu prestiz, jiz se po dlouhou dobu v celostatnim kontextu tésilo.

To, co jsem zde uvedla, plati o vSech naSich oslavencich, uzce
spjatych prave s plzenskymi soubory a rozhlasovym studiem. Diky
nému tito interpreti vesli ve znamost Sirokého okruhu posluchact,
kteti je posléze — pii zivém setkani — vnimali jiz jako dobie
etablované popularni osobnosti. Dnes se jejich akéni radius, coz
vzhledem k vé&ku plati zejména o Vaclavu Svikovi, omezuje pravé
jen na ziva setkdni v rdmci besed, plest a festivalovych vystoupeni.
V ramci této primarni komunikace se pak dostava ke slovu
i mluvené slovo, jez svou bezprostfednosti plisobi jako necekané
navozena improvizovana zabava.

Zden€k Blaha, Antonin Konrady a o generaci mladsi Vaclav
Svik dnes nalezi k nejvyrazngj$im osobnostem zapadoceského
folklorniho hnuti. Ttikrat polibeni muzou (coz kazdému neni dano)
rozdavali a rozdavaji pohodu a radost nejen ve svém regionu, ale
diky rozhlasovym a televiznim relacim i v celonarodnim kontextu.
Patfi jim velka gratulace, ale také obdiv a uznani nas, jejich
vdéeénych posluchaci a obdivovateltl.
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Bagpipes, Singing, and Stories: Belated Congratulations to West Bohemia

The paper focuses on three personalities of the West Bohemian folk revival, who
share a similar talent for bagpipe playing, singing, and storytelling. They are Zdenék
Blaha (*¥1929), Antonin Konrady (*¥1931), and Vaclav Svik (*1946). Bléha’s talent for
storytelling is revealed not only in spoken form but also in his writing, where he recalls
various characters from his birthplace, as well as images from the musical life of West
Bohemia, as related to his professional life. Blaha’s activities have been numerous:
collecting, arranging, performing, and organizing. As a conductor of the radio music
ensemble (the Pilsen Folk Ensemble), he focused on the interpretation of regional folk
music. He also founded the Usmév folklore ensemble. Finally, he is a board member of
the International Bagpipe Festival in Strakonice, involved in programing and competition
jury responsibilities. Frequent participant, Antonin Konrady is also an excellent bagpiper,
outstanding singer, and popular storyteller about people in the Chodsko region. Blaha’s only
pupil Vaclav Svik is presented in this paper as one of the best contemporary performers of
Czech folk song. Included also is an amusing excerpt from Blaha’s reminiscent prose about
Svik as a bagpiper.

Key words: Folk revival, Czech lands, bagpipe playing, storytelling, memoirs,
humorous stories, Zden¢k Blaha, Antonin Konrady, Vaclav Svik.
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,DECHARI‘ VERSUS ,PREKLIZKARI*:
TERMINOLOGICKE SONDY DO OBLASTI
MORAVSKEJ DYCHOVEJ HUDBY

Barbora Turcanova

Slova a slovné spojenia, ktoré maju povahu kolektivizovanych
slovesnych prejavov, st okrem iného konkrétnou formou
vyjadrenia nazoru urcitej komunity. Dychova hudba ako fenomén
poOsobiaci na moravskom vidieku uz minimalne od polovice
19. storoCia nesie so sebou za obdobie svojho fungovania aj
rozne vrstvy verbalne vyjadrenych postojov voci nej samotne;.
Z pohladu slovesnej folkloristiky je mozné niektoré z nich vnimat’
ako prejavy slovesného folkloru, teda ustalené, kolektivom prijaté
a v niektorych pripadoch aj tradiciou normované slovesné prejavy;
iné su stcastou terminologie — laickej, ale aj odbornej — spitej
s vyvojom dychové hudby v celych Ceskych zemiach, alebo len
v ur¢itom konkrétnom regiéne.!

Uz samotny ndzov mdjho prispevku napovedd, ze slovesné
prejavy funguju okrem iného ako prostriedok vymedzenia sa, st
vysledkom konkrétnych narativov, ktoré sa pod vplyvom rdznych
faktorov menia. Pociatky vyvoja dychovej hudby siahaju do
17. storoCia. Za toto obdobie sa zmenila jej funkcia, prostredie
poOsobenia, repertoar a nastrojové obsadenie. Tieto premeny boli
ovplyvnené vyvojom spolo¢nosti v nadndrodnom (eurdpskom)
aj narodnom (Ceskom) prostredi a s tym stvisiacimi zmenami
podmienok fungovania dychovej hudby, ktoré sa na izemi dnesnej
Ceskej republiky za spominané obdobie udiali.

Prva terminologicku sondu predstavuje samotny ndzov dychove;j
hudby ako inStrumentdlneho zoskupenia. Ten sa niekol'kokrat
zmenil. Jednotlivé pomenovania reflektuji, ako sa oznacovanie

1. Vnasledujicom prispevku vychadzam z poznatkov ziskanych po¢as méjho etnologického
vyskumu dychovej hudby na Morave, konkrétne v oblasti dnesného Jihomoravského
kraje, kde sa pohybujem od roku 2017. Tato hudobna produkcia a s iou spojené narativy
ma ale nepochybne §irsi geograficky presah.
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tejto hudobnej produkcie vyvijalo a ¢o bolo vnimané ako jej
charakteristicky znak.

Akouvadza Jan Trojan v Slovniku ceské hudebni kultury, najstarsi
Cesky vyraz pouzivany pre inStrumentalne zoskupenie, ktoré dnes
pozname ako dychova hudba, je ,turecka hudba‘. Toto pomenovanie
existuje vo viacerych jazykovych mutdciach naprie¢ Europou
(nemecky turkische Musik, francuzsky musique turque) a jeho
povod je vo vojskach tureckych jani¢iarov, ktorych sucast’ou boli
dychové hudobné stbory (Trojan 1997: 955). Milan Bartos, autor
publikacie venovanej vzniku a vyvoju dychovej hudby v prostredi
dnesnej Ceskej republiky, uvadza druha polovicu 17. storodia ako
obdobie, kedy turecké vojskéd dorazili do strednej Eurdpy a stali
sa dolezitym medznikom vo vyvoji stredoeuropskych vojenskych
hudieb. V skimanom moravskom prostredi posobili vojenské
dychové¢ orchestre predovsetkym v posadkovych mestach. V druhej
polovici 19. storocia sa dychové kapely zacali udomaciiovat’ aj
vo vidieckom prostredi a stavaju sa sucastou lokalnej hudobnej
tradicie (Barto$ 1956: 14).

Pomenovanie ,turecka hudba‘ reflektuje vnimanie dychovej
hudby ako ur¢itého nového fenoménu, vychadza z jej geografického/
etnick¢ho povodu, nevypovedd — v porovnani s inymi formami
inStrumentalnych zoskupeni — o konkrétnom nastrojovom zlozeni.
Odraza to podl'a méjho nazoru prave cudzost’ alebo novost’ tejto
hudobnej produkcie na pociatku jej prenikania do hudobnej kultary
europskych krajin.

Podobnym prikladom je oznacenie ,nemecka muzika‘, ktoré
pozname z ¢lanku uverejnenom v roku 1882 v ¢asopise Svetozor.
Jeho autor Jan Herben tu v ¢asti venovanej popisu tradi¢nych hodov
v obci Hlohovec pise: ,,Gajdos hral v hospodeé muzdkim, néemecka
muzika pred hospodou pod sirym nebem chase.” (Herben 1882:
47) Povod tohto — podl'a mojich doterajSich zisteni ojedinelého —
pomenovania suvisi pravdepodobne tiez s vojenskym prostredim,
alebo s kulttirou nemeckych obci kedysi narodnostne zmiesanej
oblasti juznej Moravy a Dolného Rakuska. V kazdom pripade
vyjadruje vnimanie tohto druhu hudobnej produkcie ako niecoho
nedomackeho, rovnako ako pomenovanie ,turecka muzika“.
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Ako sa dychova hudba stavala postupne beznejSou, Siroké
vrstvy obyvatel'stva zacali pouzivat nazov ,plechova muzika‘.
Zakladom tohto oznacenia je uz material, z ktorého st vyrobené
dominantné nastroje tohto zoskupenia. Nové pomenovanie doklada
zmenu postoja k tomuto druhu hudby — nie je uz vnimana ako
»cudzia®, sucasne je ale ¢o do kvality hudobnej produkcie natol'’ko
odli$na (najmi v intenzite), ze sa to prenieslo i do jej obecného
pomenovania.

Etnomuzikolég DuSan Holy v monografii Podluzi spomina eSte
jedno pomenovanie, ktoré odkazuje na zvuk dychovych néstrojovych
zoskupeni, ktory bol zasadne odlisny od hudobnej produkcie gajdosov
¢i slacikovych kapiel, a to ,bfeskava muzika“ (Holy 1962: 147).

Vd'aka priemyselnej revolucii v 19. storo¢i doslo k vyraznému
zlepseniu akustickych moznosti jednotlivych plechovych nastrojov.
Dychové orchestre okrem iného presli zmenou repertodru — uz
neinterpretovali len signalne a pochodové skladby, ale stali sa
ustrednym hudobnym telesom interpretujucim novu (dobovi)
hudobnu tvorbu. V obdobi tzv. narodného hnutia boli tieto kapely
podl'a ¢eského muzikologa Pavla Kurfiirsta v mestskom prostredi
povySené na narodného Ccinitela podnecujuceho vlastenecké
uvedomenie, ¢o znamenalo vysoku popularitu dychovej hudby
v Sirokych vrstvach verejnosti (Kurfiirst 2002: 660).

V obdobi narodného hnutia sa duch naroda hl'adal vo vidieckom
prostredi, predovsetkym vo folklornych prejavoch rolnickeho
obyvatel'stva. Cudové piesne sa tak stali inSpiraciou pre hudobnu
tvorbu ceskych skladatelov, ktori tvorili priamo pre obsadenie
dychového orchestra. K tym najznamejsim patril kapelnik sokol-
skej dychovej hudby z Kolina FrantiSek Kmoch (1948-1912).
Tato nova hudobna produkcia si ziskavala velku popularitu aj
vo vidieckom prostredi, kde ¢asom v mnohych pripadoch presla
procesom asimilacie a stala sa suc¢ast'ou lokalneho nielen spevného,
ale aj hudobného a tane¢ného repertoaru (vid’ Tur¢anova 2021: 74).

Po vzniku Ceskoslovenska vyustilo pdsobenie dychovych
orchestrov a ich popularita do vzniku nového hudobného zanru —
tzv. lidovky. Ide o skladby vytvarané v zamernej nadvéznosti na
folklorne (I'udové aj zl'udovené) piesne; po hudobnej stranke st
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to predovsetkym polky, pochody a val¢iky obsahovo preferujice
sentimentalnu vidiecku a milostnu tematiku.? Josef Kotek v uz
citovanom Slovniku ceské hudebni kultury datuje vznik tzv. éry
lidovky do druhej polovice 20. rokov a déva ju do suvislosti
s rozvojom modernych masmédii — prostrednictvom rozhlasu,
gramofonovych nahravok, ale aj lacnych notovych tprav sa tento
zaner masovo §iril do vSetkych katov republiky (Kotek 1997: 511).
Podla Kotka sa ,,slovo lidovka se zprvu uplatinovalo jako hovorovy,
nekdy i pejorativné vyuzivany vyraz, dnes vSak z nedostatku
Vysoka obl'uba piesni spadajucich do tohto zanru zapricinila ale aj
postupny upadok estetickej a interpretaénej urovne lidovky. Prave
v tejto nadprodukcii, v sucinnosti s nekvalitnou interpretaciou
a gyCom, modzeme hladat pociatok Kotkom spominaného
pejorativneho vyznamu pomenovania lidovka a takisto aj pociatok
nazorovej kontroverznosti, ktord voci dychovej hudbe panuje
v Ceskej spolocnosti dodnes. Ked v roku 1938 wvydal cesky
muzikolog Karel Vetterl vysledky svojho prieskumu spoloéenske;j
hudobnosti na priklade rozhlasovych posluchacov, musel
konStatovat’, Ze najpoc¢uvanejs$i hudobny Zaner predstavuje dychova
a vojenskda hudba a ironicky tito najpopuldrnejSiu hudobnu
produkciu nazval ,,vrcholem pozitku“ (Vetterl 1938: 43). Pojmy
,dechovka“ a ,lidovka‘ casom ziskali v spolo¢nosti totozny vyznam
— boli a dodnes st pouzivané aj ako pomenovanie pre nastrojové
zoskupenie (dnes &asto viditelné napr. vo vysielani Slager TV),
aj ako pomenovanie pre hudobny Zaner, pricom samotny termin
dechovka oznacuje Slovnik spisovné cestiny za hovorovy.?
Napriek ndrastu obluby dychovej hudby (predovsetkym na
Morave, ale aj v Cechach), ktory prisiel v 70. rokoch 20. storo¢ia
(Turcanova 2021: 75 — 76), nedosahovala jej popularita takého
vrcholu, ako pocas spominaného obdobia narodného hnutia alebo
v medzivojnovom Ceskoslovensku. Produkcia dychovej hudby

2. Viac o lidovke vid’ Kotek 1994: 97.
3. Srov. Internetova jazykova prirucka [online] [cit. 15. 10. 2022]. Dostupné z: <https://
prirucka.ujc.cas.cz/?slovo=dechovka>.
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superila o posluchaésku popularitu s postupne sa rozvijajicou
popularnou hudbou. Po pade komunistického rezimu na konci
roku 1989 bola nova moderna hudobna produkcia pre obyvatel'ov
vtedajsiecho Ceskoslovenska slobodne dostupna. Dychovka ako
hudobny Zaner, ako aj nastrojové zoskupenie zacala byt cast'ou
spolo¢nosti vnimana ako kultirny prezitok, ako hudba, ktora
obyvatel'stvo kazdodenne pocuvalo z éteru monopolne vysiela-
juceho Statneho rozhlasu aj televizie. V 90. rokoch 20. storocia
prislo k takej premene vnimania dychovej hudby, Ze pomenovanie
,dechovka® zacali aj sami interpreti dychovej hudby vnimat
negativne. V medialnom priestore, konkrétne na obrazovkach vtedy
este Ceskoslovenskej televizie v relacii Klub pidtel dechovky?
a neskor koncom 90. rokov na strankach casopisu Slovdcka
dechovka®, prebiehala debata o pouzivani tohto pomenovania. Pod
pojmom ,dechovka‘ sa v spolo¢nosti rozumela gycova lidovkova
produkcia, s ¢im sa muzikanti v dychovych kapelach nedokézali
stotoznit’ a navrhovali pouzivat’ slovné spojenie ,dechova hudba‘,
ktoré podl'a nich nenieslo tak pejorativny vyznam.

Okrem vyssie spominanej oficialnej terminologie sa v kontexte
pomenovavania alebo oznaCovania dychovej hudby stretavame
aj so zargonom. Ten vychadza nielen od muzikantov posobiacich
v dychovych hudbach, ale aj od hudobnikov venujucich sa inym
hudobnym zanrom. A niekedy moéze byt zdrojom Zargdénovych slov
aj nemuzikantské prostredie.

So zmenou politického rezimu v roku 1948 sa muzikanti z dycho-
vychkapiel zacali slovne vymedzovat vo¢i masovo sarozvijajicemu
folklornemu hnutiu. Kultarna politika postavila predovSetkym
vidiecke dychové kapely kvoli ich nizkej interpretacnej tirovni do
priamej opozicie s folklornymi sibormi a ich muzikami, ktoré zacali
byt vnimané ako jediny spravny reprezentant lokalnej tradi¢nej
kultary. Priznaéné st v tomto kontexte negativne vyjadrenia
folkloristu Vladimira Ulehly (1888—1947), autora publikacie Zivd

4. Archiv CT, vysielané v programe CT3 diia 29. 3. 2021.
5. Vyjadrenie $éfredaktora Casopisu Stanislava Péncika vid’ Slovdicka dechovka 2000,
¢.4,s.24.
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pisen,® o tom, ze dychova hudba je ni€itelom Tludovej piesne
(Ulehla 1949: 55, 149, 176, 190, 339), ze vedie k ,,nezvratnému
zdniku hudecké hry, k zaniku tak dokonalému, Ze dnes na riiznych
slavnostech vystupuji praveé slovické dechoveé kapely z X. Y.*, cozZ je
takovy protimluv jako pravé dievéné bendtské skio™ (Ulehla 1949:
65). Dychové hudby boli radikdlnymi zastancami tzv. folklornej
autenticity odmietané, ako to doklada etnolog Josef Jancar
v publikacii venovanej folklornemu festivalu v Straznici, kde cituje
stanovisko Predsednictva narodopisnej sekcie Zemskej osvetovej
rady v Brne k navrhu programu 2. ro¢nika straznickych slavnosti,
chystanych na rok 1947: ,,K slavnostem nelze pripustit jako
hudbu plechové hudebni nastroje.” (Jan¢ar 1995: 49)’ V désledku
podobnych nazorov vznikol najmid na juhomoravskom vidieku
suboj o popularitu zalozeny na dobovo podmienenom konstrukte
folkloru a jeho ,,spravnej* podoby v oblasti hudobnych a tane¢nych
tradicnych prejavov. V muzikantskom zargoéne ho reprezentuje
binarna opozicia ,dechafi‘ (muzikanti z vidieckych dychovych
kapiel) a ,preklizkari‘ (muzikanti z cimbalovych/slacikovych
kapiel), pri¢om konkurencia oboch skupin je pritomna v skimanom
regione dodnes. Dychovkari vnimaju konstrukt nazyvany folklor
ako nieo obmedzujuce, v pripade niektorych lokalit predovSetkym
na Podluzi dokonca ako nie¢o obt’azujtice. Ich oznacovanie ¢lenov
cimbalovych kapiel terminom ,pieklizkafi‘ (podl'a drevenych dosiek
— preglejok, Cesky preklizek, z ktorych st vyrobené husle, viola
a kontrabas), tak mozno vnimat’ aj ako aktisi podobu psychohygieny.

V stcasnosti st dychové kapely predovSetkym na Slovacku
silno napojené na lokélne festivity, u urcitej skupiny obyvatel'ov
prevazuje ich vnimanie ako nieCoho domadaceho, st pre nich
sucast’ou lokalnej identity. Tato samozrejma blizkost’ sa odrazila aj
v pouzivani slov ,dechna‘ ¢i ,dechula® — hovorovych pomenovani
pre dychové kapely.

6. Ulehla v publikacii zhrnul vysledky svojej zberatel'skej prace a $tidia F'udovej piesne.

7. Dopis z 12. 12. 1946 bol adresovany ministerstvu vnitorného obchodu a zaslany aj
predsedovi Pracovného vyboru II. Celostatnych narodopisnych slavnosti v Straznici
JUDr. Oto Sevéikovi. St pod nim podpisani prof. Antonin Vaclavik, prof. Vladimir
Ulehla a d’al3i ¢lenovia sekcie. Ide ale o ideu V. Ulehly.
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Dychova hudba bola po roku 1948 negativne vnimana nielen
¢lenmi folklérneho hnutia, ale aj mnohymi d’al§imi skupinami
obyvatel'stva. Jej rozhlasova produkcia bola takmer kazdodenna,
naopak vysielanie popularnej hudby (a to predovSetkym tzv.
zapadnej) bolo znacne obmedzené, a to prave aj dychovou
hudbou (Klusak 2021: 23). Ta predstavovala pre mnohych
zastarany, nemoderny hudobny Zaner spojeny s dedinskym
prostredim a vekovo star§imi l'ud'mi. Prave tu mozno hladat’
povod zaujimavého pomenovania dychovej hudby, ktoré casto
uvadza ,prva dama moravskej dychovej hudby‘ Ivana Slabakova®
pri spominani na svoje zaciatky s dychovou hudbou Moravanka.
Je to historka o tom, ako jej mama odovzdala telefonicky odkaz
od kapelnika muziky Jana Slabaka so slovami: ,,Volal ti nejakej
dedek od prdlavky.” (Mynatova 2022) Pouzity vyraz ,prdlavka‘ je
v hovorovej Cestine pouzivany v kontexte oznacenia niekoho ako
slabocha’ alebo nie¢oho ako slabého,!” v druhom vyzname stvisi
s hovorovym vyrazom ,prd‘ alebo ,prdy‘. Mozeme len usudzovat’,
¢i pouzité slovo ,prdlavka‘ reflektuje fakt, Ze hovorca tym chcel
naznacit, ze dychovi hudbu povazuje za nieco podradné, alebo
tym vyjadroval skuto¢nost’, ze mu tato hudobna produkcia evokuje
,prdy‘ (znenie niektorych sprievodnych nastrojov v dychovych
kapelach skutocne moéze kreativhemu posluchacovi pripominat’
unik ¢revnych plynov).

Poslednym prikladom, na ktorom moéZzeme demonstrovat
vymedzovanie sa prostrednictvom pomenovania dychovej hudby,
je nazov Veprovanka, ktory som zaznamenala pri mojom terénom
vyskume: dia 22. augusta 2021 popoludni hrala v priestore
brnenského parku Luzanky dychova kapela v standardnom obsadeni
vidieckej dychovej hudby. Nechybala ani spevacka dvojica.
Muzikanti mali na sebe elegantné Cierne nohavice, v ktorych mali

8. Ivana Slabakova (* 1947), manzelka zakladatel'a DH Moravanka Jana Slabaka, spevacka,
moderétorka Ceského rozhlasu Brno.

9. Srov. Vyznam slova [online] [cit. 12. 10. 2022]. Dostupné z: <https://www.vyznam-
slova.com/prdlavka>.

10. Napr. polievka prdlavka — ,,mélo syta polévka s par kulickami hrachu, prdlavka snad
kvili tomu, ze v polévee bylo ,prd‘ — nic* (Méstanova 2018: 178).
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zastréené biele kosele. Ukazkovo interpretovali najvacésie hity
dychovkového repertoaru — V tej starej forote, Ta skalicka brana,
Skoda ldsky". Koncertujuca kapela sa ale nesnazila skryt, Ze sa
na moravsku vidiecku dychovku iba hra. To, Ze z ich strany ide
o vtip, demonstrovala svojim nazvom uvedenym na plagate —
Dychova hudba Veptovanka. Pre¢o prave Veptovanka? Ako som
spominala v tvode tohto prispevku, slovesné prejavy funguju ako
spdsob vymedzenia sa vo¢i nieComu. Pomenovanie Vepfovanka
v tomto pripade pochddzalo od muzikantov z prostredia produkcie
tzv. vaznej hudby, ktori sa vo¢i dychovkovému Zanru vymedzili
slovom, ktoré hanlivym a zaroven smieSnym spdsobom odkazuje
na vidiecke prostredie, kde ma dychova hudba najsilnejSie vizby."?

Zaver

Dychova hudba v prostredi dnesnej Ceskej republiky presla
v oc¢iach Sirokej verejnosti za dobu svojho vyvoja vyznamnymi
zmenami — od narodného Cinitel'a a jedného z najoblibenejsich
hudobnych zanrov az k zatracovanej a zosmieSiiovanej hudobnej
produkcii. Nazorova kontroverznost vo vztahu k dychovej
hudbe je v Ceskej spolo¢nosti zretelne pritomna. Zatial' co jedna
skupina vnima produkciu dychovych kapiel za zastaranu, gycovit
a nepotrebnu, druhd cast’ sa s dychovou hudbou identifikuje
ako s reprezentantom ,,svojej kultury. Prikladom st niektoré
oblasti juznej Moravy, kde je dychova hudba vnimana ako stcéast’
etnokultirnych tradicii a je spata s lokalnou identitou. Nazorova
kontroverznost’ sa tu objavuje iba v stivislosti s postojmi niektorych
jedincov preferujicich hudobno-tane¢ny folklér v podani tzv.
folklérneho hnutia.

11. Znalec, alebo len fant$ik moravskej vidieckej dychovky by vsak z tejto konkrétnej
produkcie poteSeny nebol. Moravska dychovka by takéto skladby na koncerte nezahrala
a uz vobec nie z nét. V muzikantskom zargoéne st to totiz tzv. ,pytlovky* ¢i ,kulovky®,
teda skladby, ktoré sa hravaju na zabavach a v sprievodoch a ktoré kazdy muzikant
pozna (a musi ovladat’) spamati.

12. Zaujimavé je aj slovné vymedzenie sa muzikantov z prostredia tzv. vaznej hudby. Tu
sa ,dechafi, teda muzikanti hrajici na dychové plechové nastroje, nazyvaju ,zest’afi’,
bez hanlivého vyznamu.
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Nazorové strety priaznivcov a odporcov dychovej hudby je
mozné badat’ aj vd’aka spominanym slovesnym prejavom. Mnohé
z nich funguju iba v konkrétnych kolektivoch a mézeme ich chapat’
ako sucasny slovesny folklor.

* Text vznikol s podporou Specifického vyskumu MUNI/A/1381/2021 Metéda
zvukového dotaznika v etnologickom vyskume, ktory realizuje Ustav eurdpskej
etnologie FF MU.
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“Dechaii” versus “PrekliZkdaii”: A Terminological Probe into
Moravian Brass Band Music

Brass band music as a specific expression of folk culture in Moravia, Czech Republic relates
to various forms of verbal communication. In the Czech cultural environment, it is often
accompanied by controversial opinions: naming, nicknames, and society-wide narratives
demonstrating the ideas that individuals or social groups have about brass band music.
Various verbal expressions often function as definitions that seem to go against the musical
production and repertoire of wind (brass) bands. Such expressions are used to distinguish
other public performance from wind (brass) bands. Representatives and listeners of classical
and popular music and some members of the folklore movement perceive the production of
wind (brass) bands as being in direct opposition to their interpretation of music and dance.
The paper illustrates this practice using examples from the region of South Moravia, where
brass band music has a specific position.

Key words: Brass band music, Czech Republic, verbal communication, musician’s jargon,
musical taste
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ESTONSKY EPOS KALEVIPOEG: ,
ODRAZ LIDOVEHO ZPEVU I NEUSTALA HUDEBN{
INSPIRACE

livi Zajedova

Vztah hudby a slova nalezneme v rznych zanrech napfi¢
historickymi epochami. Zakladem literarniho slova je zivé slovo —
jak mluvené, tak zpivané. Tento nerozmérny piispévek pojednava
o estonském eposu Kalevipoeg, do Cestiny pielozeném filologem
a esperantistou MiloSem Lukasem (1897-1976) pod nazvem Syn
Kalevin' (Kreutzwald 1959). Vydani Lukasova prekladu v roce
1959 v ¢eském prostredi nevzbudilo ve své dobé vétsi pozornost
a estonska folklorni poezie a préza jsou zde dodnes malo znamy.?
V nasledujicim textu se proto pokusim stru¢né predstavit pozadi
vzniku eposu, jeho obsah a kompozici ve vztahu k hudb¢ a jeho
inspira¢ni hodnotu pro umélce. V textu uvadéné c¢asti eposu
jsou pfevzaty z estonského vydani publikovaného v roce 1951
(Kreutzwald 1951; obr. 1).

Autor eposu, estonsky basnik, prozaik, publicista, narodni buditel
a organizator vefejného Zzivota Friedrich Reinhold Kreutzwald
(1803-1882), se narodil na panstvi Joepere v estonském kraji
Virumaa v rodin¢ nevolnika, jeho otec se vSak v roce 1815
z nevolnictvi vyvazal. Mlady Friedrich vystudoval na krajské
némecké Skole v Rakvere a Tallinnu, stal se ucitelem na zakladni
Skole v Tallinnu a poté byl dva roky domacim ucitelem v Petrohrade.
V letech 1826-1833 studoval medicinu na univerzité¢ v Tartu,
zucastnoval se vSak piln¢€ také prednasek o literatufe. Mohl byt
jisté obétavym lékatem, ale mnoho ¢asu vénoval sbéru estonskych
lidovych pohéddek a povésti. Byl prvnim vyznamnym estonskym

1. Cesky nazev neni zcela vhodné zvolen, protoze neodrazi fakt, ze Kalevipoeg je jméno
hlavniho hrdiny (byt’ jeho doslovny pfeklad opravdu znamena syn Kaleviv).

2. Do ceského jazyka byly Nadézdou Slabihoudovou pielozeny také Kreutzwaldovy
pohadky, které mély necekany tspéch. Viz Kreutzwald, Friedrich Reinhold 2000:
Bdchorky ze zemé tisice ostrovii. Praha: East.
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Obr. 1. Kreutzwald, Friedrich Reinhold:
Kalevipoeg. Eesti rahva eepos.
Tallinn: Eesti Riiklik Kirjastus. 1951

buditelem a organizatorem narodniho zivota (obr. 2). Tvofil v dobg,
kdy tisténé estonské slovo bylo determinovano cirkevni politikou
ovliviiovanou némeckou S$lechtou, ktera Estonsku v té dobé
realné vladla, a kdy ruska carskd cenzura potlacovala jakykoliv
svobodnéjsi projev.?

Kreutzwald jiz od mladi sbiral lidové pisné, pohadky, povésti,
prislovi a réeni. Jeho dilo lze oznacit jako pozdn¢ romantické. Na
eposu Kalevipoeg pracoval plnych deset let. Tisk jeho prvni verze
carska cenzura nepovolila. Dilo vySlo az v letech 1857-1861, a to
po Castech, v piepracované a rozsiiené podob¢ o 18 994 versich.
Zasluhu na vydani méla Estonska u¢end spole¢nost (Opetatud Eesti
Selts), nejstarSi estonska védecka organizace.* Prvni kompletni
edice eposu vysla aZz v roce 1862 ve Finsku.®

3. Kreutzwald, Friedrich Reinhold [heslo]. 2000. In: Eesti Entsiiklopeedia EE [Estonska
encyklopedie], 14 Eesti elulood. Tallinn: Eesti Entsiiklopeedia EE, s. 183—184.

4. Byla zalozena na univerzité¢ v Tartu v roce 1838 s cilem studovat estonskou historii
a prehistorii, jazyk, literaturu a folklor. Spole¢nost je doposud ¢inna, ma 115 aktivnich
a 19 Cestnych ¢lent.

5. Kreutzwald, Friedrich Reinhold [heslo]. 2000. In: Eesti Entsiiklopeedia EE [Estonska
encyklopedie], 14. Eesti elulood. Tallinn: Eesti Entsiiklopeedia EE, s. 183—184.
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Obr. 2. Friedrich Reinhold Kreutzwald.
Olejomalba Johanna Kélera z roku 1864

Jednim z iniciatorit myslenky vytvofit estonsky epos byl pred
Kreutzwaldem Friedrich Robert Fachlmann (1798-1850). Ve své
praci Die Sage vom Kallewi poeg (Muistend Kalevipojast) vydané
némecky v Tartu roku 1839° popsal velkou ¢ast piibéht Kalevipoega,
a to na zaklad¢ estonskych legend a pfibéhti s protinémeckou
orientaci.” Jeho piipravné prace pozdéji pouzil pravé Kreutzwald,
jemuz se dal§im vzorem stala i Kalevala vytvofena na zakladé
karelo-finskych lidovych zpévl finskym spisovatelem Eliasem
Lonnrotem (1835-1936). S Kalevalou ma Kalevipoeg kromé
Ctytstopych trochejti spolecné i tropy, paralelismy a naslovny rym.
Epos je vypravnym dilem, k némuz Kreutzwald s vyuzitim malého
mnozstvi jinych zdrojl (antické eposy, Kalevala, Zpévy Ossianovy)
pridal vlastni dopliiky. Slo o texty vytvorené v duchu lidovych
ver§l, které mély doplnit predpokladané chybéjici casti eposu
rekonstruovaného z dochovanych torz folklornich podani.

6. V estonstin€ vysla az v roce 1915.
7. Faehlmann, Friedrich Robert [heslo]. 2000. In: Eesti Entsiiklopeedia EE [Estonska
encyklopedie], 14. Eesti elulood. Tallinn: Eesti Entsiiklopeedia EE, s. 63.
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Obr. 3. Vanemuine s varytem.

Adolf Charlemagne (11901), Eduard
Magnus Jakobson (11903) — Wanemuine
kandle healed

Finsky folklorista Honko Lauri povazuje Kalevipoega za typicky
tradi¢ni epos, jehoz udajné slabiny a mezery jsou dany tim, Ze
se autor dila snazil co nejvérnéji respektovat ptivodni pramen —
folklorni material. Nékteré ¢asti byly totiz ptivodné zpivané, a tak
maji formu lidovych pisni, tudiZ 1 Gzké spojeni s hudbou (Honko
— Nyman 2001: 119).

Abychom ziskali konkrétnéjsi prehled o tom, jak epos Kalevipoeg
souvisi s hudbou, je tfeba k této otazce pristupovat z nckolika
hledisek. Pifedevsim je zajimavé vSimnout si v textu eposu zminek
o hudebnich projevech.® Dilo se sklada z dvaceti ptibéhu, jimz
predchazi Kreutzwaldovo Doporugeni a Uvodni vénovani. Hned
prvni véta eposu — pfima vyzva k bohu pisné¢ jménem Vanemuine
— zni: ,,Pij¢ mi varyto své, Vanemuine!*® (Obr. 3) JiZ tento k hudbé

8. Vptispévku pouzité citace pochazejici z vydani publikovaného v roce 1951. Z estonstiny
je prelozila livi Zajedova.

9. V estonsting ,,Laena mulle oma kannelt Vanemuine!“ Pojmem varyto je zde oznacen
kannel, dodnes velmi rozsifeny estonsky lidovy hudebni nastroj. Jde o drnkaci strunny
nastroj patiici do skupiny krabicovych citer.
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sméfujici pocateéni text predznamenava fakt, ze pravé hudba je
charakteristickym, nosnym a stale se opakujicim motivem eposu.
V celém dile neni jediny ptibéh, ktery by nezahrnoval pisen, zpév,
hudbu. Setkdvame s formulacemi jako ,,nocni zvuky, nézné hlasy*
(Kreutzwald 1951, Doporuceni: 10), ,,chvdla pisnickari (tamtéz,
Uvod: 11), ,.Zpivalo se proti lesu, kiicelo se proti ostrovu Hiiu,
nebo pisen padla na [hrad] Kuressaari ,,Zpival brzy, zpival pozde*
(tamtéz, II1. ptibéh: 53), ,,Zpivalo se sedm tajnych pisni* (tamtéz,
XI. ptibéh: 169). V textu jsou zminovany pastyiské pisné, zpé&v
chlapcti a divek, zpév starych zen u kolovratd, ale také smirci pisné
(pisné s usmitovaci funkci), v nichz vladnou moudra slova a jimiz
zpévak sedici spolu s hraCem na varyto u stolu mezi ostatnimi
nechal ,,pisen vzlétnout™ (tamtéz, XIX. piibéh: 293).

Z postav eposu se pomérn¢ Casto objevuje sam Kalevipoeg a jeho
pratelé, ktefi jsou zaroven vyte¢nymi zpévaky. Hlavni hrdina udajné
zpival tak, az ,, more hucelo a skaly mu odpovidaly ozvénou ** (tamtéz:
III. ptibéh: 51-52). Vybornou zpévackou byla i Kalevipoegova matka
Linda a také pisné jeho bratrii se rozléhaly ptes cely les (tamtéz,
II1. piib&h: 50-56; V. pribeh: 82; VIII. ptib¢h: 124). Chvaleny jsou
1 pisné Ostrovni panny (estonsky Saarepiiga) (tamtéz, IV. piibéh: 62).
Ustitedni hrdinové eposu stejné jako dalsi postavy jsou diistojnymi
potomky samotného boha pisni Vanemuine. Pouzivanym hudebnim
nastrojem je zde varyto a lesni roh (tamtéz, Doporuéeni: 3-4,
XX. piibéh: 306). Scénami s vyraznym hudebnim obsahem jsou napf.
pisné Kalevipoega vracejiciho se z lovu a hledajiciho matku ¢i jeho
pisné zpivané pii navstéve otcova hrobu (tamtéz, XIX. ptibeh: 53, 54, 113).

Dal$im dulezitym momentem je vystavba textu eposu na
zékladé folklorniho podani. V prvni casti prevladaji texty
vychazejici z tzv. runovych pisni (spojenych s recitativnim
zpisobem prednesu vychazejicim z jednoduchych, vSeobecné
znamych ,,napévi). V druhé ¢asti nachazime texty novéjSich
lidovych pisni, které jsou rozmérnéjsi, lyrictéj$i a méné recitativni
— jako priklady lze uvést pisnové texty Vesluj, zpéviku, ptimo
svym hlasem (Soua laulik, lausa suuga) a Kdyz zacnu zpivat pisne
(Kui ma hakkan laulemaie) (tamtéz: 17). Dale mizeme v dile najit
pisné o matce ¢i otci (tamtéz, 1. pfib&h: 36, 39), o tanci (tamtéz,

76



I. pribéh: 22-26), chmelu, mofi, orbé, o velkém dubu, velkém
volu, cudné panné, valeéném poselstvi, valce, o tisi divi aj. Za
pozornost stoji predev§im mnozstvi tzv. pisni na houpacce. Pro
Estonce vzdy souvisely se setkdvanim mladych lidi, kteti se pfi
houpani seznamovali (Zajedova 2020: 116).

Pisnové texty zarazené Kreutzwaldem do eposu se bud’ poji se
znamymi napévy, anebo naopak jejich melodii nezname. Praveé
druhd skupina se stala inspiraénim zdrojem pro fadu tvircich
osobnosti, které tyto texty zhudebnily. Pfipomenout miizeme napf.
dodnes populédrni pisen skladatele Tuudora Vettika (1898-1982)
Kukacko, zlaty ptacku muyj, kukej (Kuku, kdgu, kuldalindu) (tamtéz:
59). Lidové zpévy jsou piitomné v celém eposu, neni vSak vzdy
mozné zpétné zjistit, které konkrétni ¢asti textu predstavuji folklorni
podani a které byly dotvofeny Kreutzwaldem. U prokazatelné
lidovych textl pak v fadé piipadli nevime, z jaké Casti Estonska
pochézeji ani do jaké miry byly rozsiteny.

Vytvoreni eposu se stalo jednim z nejvyraznéjsich fenomént
estonského narodniho obrozeni a pfineslo vzrusujici podnéty do
tamniho kulturniho zivota, potazmo i do estonské hudby. Texty
eposu se zacaly Siroce vyuzivat v umélecké tvorbé. Jako prvni
zdaraznil vyznam dila coby tvtr¢iho zdroje estonsky muzikolog,
skladatel, novinat a lingvista Karl August Hermann (1851-1909),
jedna z nejvyrazné&jSich osobnosti estonského narodniho hnuti.!
Také prvni estonsky profesionalni skladatel Rudolf Tobias (1873—

10. Hermannem zhudebnéné texty z eposu Kalevipoeg jsou napt. soucasti jeho edice Eestirahva
laulud segakoorile, vihik 1. [Pisné estonského lidu pro smiSeny sbor, sesit I]. Tartu: Eesti
Kirjanduse Selts, 1890.

. Rudolf Tobias byl prvni mezinarodn¢ uznavany estonsky skladatel. Uznani se dockal
jiz za svého zivota v Némecku. Dulezitou roli sehraly jeho vokaln¢ symfonické
grandiozni formy, zejména oratorium Des Jona Sendung (Znameni Jondsovo). Tobias
vystudoval konzervatof v Petrohradé (varhany u Ludvika Homilia a skladbu u Nikolaje
Rimského-Korsakova), poté pisobil v letech 1898-1904 jako varhanik a dirigent kiru
petrohradského estonského chramu sv. Jana. V roce 1908 opustil Estonsko. Zil kratce
v Patizi, Mnichov¢, Drazd’anech, v Praze a Dubi, na konci roku 1908 se prestehoval do
Lipska a v roce 1910 se usadil v Berlin€. Pusobil zde jako varhanik a novinaf, pozdgji
ziskal fadnou profesuru na Kralovské hudebni akademii. Zemiel na zapal plic ve véku
Ctyficeti péti let. Srov. ,,Rudolf Tobias.” Wikipedia. The Free Encyclopedia [online].
[cit. 10. 10. 2022]. Dostupné z: <https://en.wikipedia.org/wiki/Rudolf Tobias>.
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1918)" pochopil vyznam eposu pro estonskou kulturu a zacal na
jeho zakladé psat operu. Brzka smrt zabranila Tobiasovi v jejim
dokonceni, z jeho tvorby vSak miizeme zminit jina dila vychazejici
s tematiky eposu, napt. melodram Sen Kalevipoega (Kalevipoja
unendigu), balady Protoze panna je krasna (Sest neitsi on kaunis)
a Mlady Kalev pred branami pekla (Noor Kalev porguviravate ees).

Epos se stal v estonském prostiedi extrémné popularnim a fadu
z n¢j ¢erpanych motivil nalezneme jak v estonské artificialni sféfe,
tak v lidové tradici. Zrozeni Estonské republiky v roce 1918 dalo
silny impulz k rozvoji profesionalniho divadla, v¢etné tane¢niho;
domaci tvorba vychazejici z estonského kulturniho dédictvi
a vytvorend (v piipad¢ tane¢niho divadla) na hudbu mistnich
skladateli se vSak na scénu dostala az ve 30. letech. Jednim
z prvnich zpracovanych témat se stal pravé estonsky narodni epos
— prvni tane¢ni interpretace nazvand Suita Kalevipoeg vznikla
v roce 1934, choreografii vytvotila Gerd Neggo na hudbu Eugena
Kappa, Evalda Aava a Adolfa Vedra. Suita méla tfi ¢asti: Mlady
Kalevipoeg; Kalevipoeg a Ostrovni panna; Smrt Kalevipoega
(Einasto 2017: 85). V dob¢ vzniku inscenace v Estonsku stejné jako
jinde v Evropé sililo narodni citéni, jeZ ptivadélo na scénu literarniho
narodniho hrdinu a pohybovy materidl inspirovany lidovymi
tanci. Zahajeny byly také prace na uvedeni baletu Kalevipoeg
v divadle Estonia, ale v disledku sovétské okupace a valecnych
udalosti v letech 1940—-1944 se tento zameér neuskutecnil. Po valce
vyuzila texty eposu pro svou tvorbu fada estonskych skladateld
jak ze star8i, tak mladSi generace. Tato tendence zintenzivnila
zejména v roce 1961, kdy se slavilo 100. vyro¢i vydani dila, ale
1ze ji kontinualné sledovat béhem celého obdobi sovétské okupace
Estonska. V oblasti sborové tvorby byla vytvofena fada svéraznych
pisiiovych suit, vznikla i rozmérnéjsi hudebni dila. Zminény balet
Kalevipoeg na hudbu Eugena Kappa'? se v divadle Estonia dostal
na jevisté¢ az v letech 1948 (choreografka Helmi Tohvelman),
1953 (choreografové Ida Urbeli a Udo Viljaots; obr. 4) a 1961

12.,,,,Mo0dkade tagumine* balletisiiidist ,,Kalevipoeg*, Eugen Kapp, HNSO.* YouTube [online]
[cit. 15. 10. 2022]. Dostupné z: <https://www.youtube.com/watch?v=psO0y-9a-wc>.
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Obr. 4. Balet Kalevipoeg. Cdst ,, Tanec vodnich vil** (Néikineidude tants). Tallinn 1953.
Zdroj: Dr. Fr. R. Kreutzwaldi Memoriaalmuuseum DrKM F 230: 30

(choreografové Vladimir Burmeistri a Senta Ots), inscenovan
byla také roku 1950 v Tartu v divadle Vanemuine (choreografka
Ida Urbel). Novou tane¢ni verzi na Kappovu hudbu nastudoval
v divadle Vanemuine v roce 1985 choreograf Ulo Vilimaa a o rok
pozdéji v divadle Estonia §éf baletu Tiit Hirm. Je pravdépodobné,
ze cesta Kalevipoega na tanecni scénu bude pokracovat, protoze
toto dilo si zaslouzi nové uchopeni, dokonalej$i nez ty ptedchozi
a spliujici pozadavky moderniho uméni (Einasto 2017: 105). Epos
neni coby inspira¢ni zdroj ani zdaleka vycerpan, vznikaji dalsi
a dalsi z n¢j vychazejici hudebni dila riznych zanra a forem.
Kreutzwaldiv epos mél na Estonce zasadni vliv, pfinesl obrodu
estonského pisemnictvi, byl a nadale zlstava vyznamnou tvurci
inspiraci pro hudebni skladatele, tane¢niky, zpévaky, dramatiky
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¢i vytvarniky." Jiz témét 130 let je toto dilo soucasti celonarodniho
estonskému povédomi, je jednim zhlavnich symbola estonské kultury.
Motivy Cerpané z eposu jsou vyuzivany v celé¢ fadé umeéleckych
oblasti, jsou stale znovu zpracovany, a to v Siroké skale piistupt od
stylové vérného piebasnéni pres volné zpracovani az po karikaturu
a parodii." Zda se, Ze velmi dilezitym po¢inem by se pro Estonce
mohlo stat vytvoireni opery zpracovavajici déj eposu. Naplnil by se
tak nesplnény kol skladatele Rudolfa Tobiase z pocatku 20. stoleti.
Je jen tieba, aby se nasel talentovany hudebni tviirce.
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Estonian Epic Kalevipoeg: A Reflection of Folk Singing and Perpetual
Musical Inspiration

The paper provides an interesting comment on the Estonian epic Kalevipoeg (or The Son of
Kalev in English). Its author, Friedrich Reinhold Kreutzwald (1803—1882), collected folk
songs, myths, fairy tales, proverbs, and peculiar sayings. He worked on the epic for a full ten
years. The first version of the work was not allowed to be printed due to tsarist censorship:
in a revised and expanded form (with 18,994 verses), Kalevipoeg was published in parts
thanks to the Estonian Learned Society (Opetatud Eesti Selts) in 1857-1861. The question
of how the epic relates to music is examined from several perspectives: especially with
focus on the text, whose very first sentence reflects the musical production. Such a musical
beginning becomes a very characteristic and supporting feature of the entire epic. There
is not a single story in the epic that does not include song and music. Kreutwald’s epic
also had a profound effect on the Estonian people, initiating a revival both nationally and
socially. Sparking interest in Estonian literature, it was a source of creative enthusiasm for
numerous writers, composers, playwrights, and other artists.

Key words: music and literary text, Friedrich Reinhold Kreutzwald, Estonian culture,
national epic, folk tradition as an inspiration.
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THE WORD OF GOD MADE SONG: THE CULTURAL
IMPACT OF THE AFRICAN AMERICAN SPIRITUAL

David Livingstone

I arrived in Czechoslovakia in the summer of 1990 and was
impressed by many things, among them the musical culture of the
country. One of the puzzling aspects, however, was the startling
interest in American country music, a genre | had always despised
growing up (I have changed my opinion since). I was also pleasantly
surprised when [ first saw a grainy recording of the crowds on
Wenceslas Square in Prague singing the American hymn or gospel
song “We Shall Overcome” (“Jednou budem dal”’) in Czech
on 17 November 1989 in connection with the so-called Velvet
Revolution. Although not an official African-American spiritual,
having been written by Charles Albert Tindley in 1901 and later
changed slightly and popularized by Pete Seeger, I began to be
curious as to how these kinds of songs made their way to the Czech
Lands. Soon after I came across the music of the band Spiritual
kvintet and their wide repertoire of songs many of which were
translations and adaptations of American classic spirituals, hymns,
gospel standards and folk songs. Having grown up (like many
Americans) in a conservative Christian household, I was curious as
to why these particular songs resonated with people who were so,
on the whole, diametrically non-religious. Many people seemed to
be singing the songs without any knowledge of the biblical origins
of the words and the cultural significance of the imagery.

Previous papers from this journal have helped me reach an
understanding of the Czech/Slovak fascination with this specific
genre. Irena Piibylova outlined the history of the first concerts of
spirituals by African-Americans in the Czech Lands, including
of course Paul Robeson, in her contribution to the volume From
Folklore to World Music: Music and Spirituality (Ptibylova
2019). This helped me understand how the spiritual initially took
root in the country. Kristyna Navratilova, in the same volume,
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looked at how these songs were then translated and/or adapted
in Czechoslovakia in the second half of the twentieth century
(Navratilova 2021). She specifically points out how a lack of
knowledge of the history of slavery and the Bible made translation
and interpretation problematic. Both articles drew attention to the
fact that the ‘spiritual’ aspect of spirituals was often ignored in favor
of the political, with its implied criticism of capitalist racist USA.
At this year’s colloquium, Ale§ Opekar provided an enlightening,
comprehensive overview of the sources which Spiritual kvintet
drew from for their recordings.

Just as anonymous ballads are often the first texts included in
literary anthologies of English literature, spirituals are placed first
in The Norton Anthology of African American Literature (Gates —
Smith — Andrews /eds./ 2014),! these being among the first texts
which have survived down to the present day. The beginnings of
the African American spiritual are hidden from us, but date back to
the early days of slavery, with the rhythms, of course, originating
back in West Africa. Slaves in the Deep South and elsewhere were
rapidly converted to Christianity and exposed to biblical stories and
European hymns. The words of this tradition were consequently
‘translated’ into the idiom of the slaves and often made into song.
Christianity was often viewed by the white population as a way of
controlling and reconciling the slaves to their lot, along the lines of
Marx’s celebrated view of religion as “the opium of the people.” This
was far from the case, however, as the biblical stories, particularly
those in the Old Testament dealing with the enslavement and
liberation of the Israelites, struck a deep chord in relation to their
own struggle for freedom. Spirituals make reference to Moses,
obviously a symbol of a leader guiding the people toward freedom,
contrasted with “Old Pharaoh” as the slave-master or the political
leadership in the South. Prophets such as Elijah in “Swing Low,
Sweet Chariot” are also symbols of righteous leaders voicing
dissenting voices to the subjugation of the slaves. The river Jordan,
referenced in “Roll Jordan, Roll” and elsewhere, is of course

1. The texts of the songs are all taken from here unless stated otherwise.
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a symbol of cleansing and reaching the Promised Land of freedom.
The focus of spirituals is almost exclusively on the stories and
accounts from the Old Testament as opposed to the New Testament.

These songs were passed down from generation and generation
and, of course, evolved over time. Sandra Jean Graham, in her
book dedicated to spirituals, points out the folk nature and fluidity
of the songs: “In the absence of a permanent written aural record
they lived only in performance, and each performance was unique.”
(Graham 2018: 1)

The development of the genre can arguably be seen as the mirror
image of Blackface Minstrelsy of the nineteenth century where white
musicians and performers appropriated and adapted (and ridiculed)
African American cultural traditions. The texts and themes of the
spirituals were drawn from the religion of the oppressor, but subverted
to be used against them and provide community and hope. Many
of the spirituals seemingly had coded, veiled messages concerning
escaping slavery or divine punishment for the white masters. Nathan
Huggins expressed this powerful aspect of the songs as follows:
“And like many spirituals, there is great pathos in its promise of
ultimate justice...” (Huggins 1971: 67)

Many of these songs were also impacted, if not inspired, by the
revival movements within American Protestant Christianity of the
late nineteenth century and the Pentecostal movement of the early
twentieth century. These developments within both the Black
and White Church often revolved around themes connected with
baptism, the wearing of white robes and ‘going down to the river’.
The concepts of ‘speaking in tongues’ or being moved in the ‘spirit’
with fainting spells and reviving were also part and parcel of
the tradition.? Finally, the camp meeting with the preacher calling
out to his lost sheep to repent and embrace salvation profoundly
impacted not only the spiritual, the gospel tradition, but also the look
and sound of the Black Church. Henry Louis Gates Jr. discusses
the seminal role of the Black Church in the African-American
community and how it provided a forum for musical genres like

2. The soul legend James Brown would often dramatize these religious states of transcendence
in his performances.

84



the spiritual, which challenged the status quo: “What the church did
do, in the meantime, as Black people collectively awaited freedom,
was to provide a liminal space brimming with subversive features.”
(Gates 2021: xix) This subversion was fascinatingly taking place
right under the noses of the slave-masters.

The genre of the African-American (Negro) spiritual finally
moved from the log cabin and the cotton fields to the international
stage in the nineteenth century with the founding of the Fisk
Jubilee Singers, a university choir established at Fisk University in
Nashville, Tennessee in 1866.° The choir went on tour in the North
in 1871 featuring mostly traditional songs and arrangements of the
day popular with white audiences. To their surprise, the most positive
responses came from the songs they had previously usually only
sung among themselves, which came to be known as the spiritual.
One of the original Fisk Jubilee Singers, Ella Sheppard, explained
why they had originally been reluctant to include the spirituals in
the program, these being, “sacred to our parents, who used them
in their religious worship and shouted over them” (Robbins 2017:
230). Once performed in public, however, there was no looking
back and the songs became the focus of the performances, not
merely a novelty. “It was only after many months that gradually our
hearts were opened to the influence of these friends and we began to
appreciate the wonderful beauty and power of our songs.” (Robbins
2017: 230). Additional African American choirs soon emerged. It
should be noted that the Fisk Jubilee Singers, at least initially, tried
to ‘dignify’ the songs (understandably given the circumstances)
by ‘correcting’ the grammar and singing in ‘standard’ American
English. The spiritual eventually gave rise to the gospel tradition
which continues to flourish up to the present day.

Arguably the most well-known spiritual is “Swing Low, Sweet
Chariot”, dated around 1865, which references, as mentioned
earlier, the prophet Elijah and his ascending to heaven by chariot,
escaping death.

3. The Fisk Jubilee Singers are still going strong and continue to perform and record to
much popular and critical acclaim.
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I looked over Jordan, and what did I see,
Coming for to carry me home.

A band of angels coming after me,
Coming for to carry me home.

The appeal of the message is obvious, celebrating the
consolation of eternal life and the final heavenly reward which
should compensate for all of the earthly woes which the slaves have
experienced. Unlike many of the spirituals, the author of this song is
known, this being the author Wallace Willis, a Choctaw freedman,*
who also wrote the spiritual “Steal Away to Jesus”.

Swing low, sweet chariot,
Coming for to carry me home.
Swing low, sweet chariot,
Coming for to carry me home.

The spiritual was eventually called to the attention of the Fisk
Jubilee Singers who were instrumental in popularizing it with the
first recording of the song (in 1909). The version given above is
the one which has become most well-known worldwide, but one
can get a sense of what the song might have sounded like, prior to
being dressed in ‘suit and tie’, from a version in John A. Lomax’s
collection of folk songs, published originally in 1934, which is
based on a field recording from, in all probability, one year earlier.’

I ain’t never been to heaven but Ah been told,
Comin’ fuh to carry me home,
Dat de streets in heaben am paved with gold,
Comin’ fuh to carry me home.

Swing low, sweet chariot,
Comin’ fuh to carry me home,
Swing low, sweet chariot,
Comin’ fuh to carry me home.
(Lomax 1994: 608-610)

4. Freed slaves who were adopted by the Native-American Choctaw tribe.
5. John Lomax carried out his first field recordings for the Library of Congress in the year
1933, a year before the publication of the volume.
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The anonymous spiritual “Down By the Riverside, or Ain’t
Gonna Study War No More” was once again first recorded by
the Fisk Jubilee Singers in 1920. It also became a folk, gospel and
jazz standard having been recorded by a wide range of artists. A few
of the most famous names will have to suffice: Louis Armstrong,
Pete Seeger, Elvis Presley, Mahalia Jackson, etc. The anti-war
sentiments of the song also made it of particular interest during
the 1960s in connection with the protests against the Vietnam
War. The text of the song is once again drawn from and inspired
by Old Testament imagery, this time from the book of Isaiah 2:4,
which is as follows in the King James translation which would have
been the standard of the day.

“And he shall judge among the nations, and shall rebuke many
people: and they shall beat their swords into plowshares, and their
spears into pruninghooks: nation shall not lift up sword against
nation, neither shall they learn war anymore.”®

This is usually interpreted as a prophecy about the coming of the
Messiah, who for Christians would be obviously Jesus, who will
bring peace and justice and comfort the oppressed.

Gonna lay down my sword and shield
Down by the riverside
Gonna lay down my sword and shield
Down by the riverside
To study war no more

The song mixes apocalyptic imagery from the Bible with
additional references to baptism and the abandonment of earthly
possessions and concerns. The chorus is the most memorable and
ideally suited for call and response (so called responsorial singing).

I ain’t gonna study war no more
gonna study war no more
gonna study war no more
I ain’t gonna study war no more
gonna study war no more
gonna study war no more

6. King James Version.
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The song also makes reference to ‘war shoes’ and a ‘long white
robe’, with many other possible added verses which can be added
to extend it.

Alan Lomax, the legendary musicologist and collector of field
recordings, along with his pioneering father John Lomax, does
not mince words when lauding the spiritual “Go Down Moses™:
“In the editor’s opinion it is the finest of American folk songs.”
(Lomax 1964: 82) The language, story and imagery are once again
drawn from the Bible, specifically the book of Exodus which relates
the struggles of Moses, with God’s vengeful assistance, to gain
freedom for the Israelites from the Pharaoh in Egypt. The following
version, by the Fisk Jubilee Singers from 1872, was among the first
spirituals recorded in sheet music.

When Israel was in Egypt’s land

Let my people go

Oppress’d so hard they could not stand
Let my people go

Go down Moses
Way down in Egypt land
Tell old Pharaoh

Let my people go

Unlike some of the earlier discussed songs, the message of this
spiritual sounds out loud and clear and would have undoubtedly
made the white slave owners fairly apprehensive.

Thus said the Lord, bold Moses said,
Let my people go

If not I’1l smite your firstborn dead
Let my people go

No more in bondage shall they toil
Let my people go

Let them come out with Egypt’s spoil
Let my people go
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There are various theories as to the authorship of the spiritual,
including the possible contribution of the African-American
abolitionist Harriet Tubman. If not penning it herself, she definitely
made use of it as another of the code songs used to help slaves
escape along the Underground Railroad.” The song has, once again,
been covered by numerous artists, most famously by Paul Robeson,
whose deep bass voice provided the spiritual with suitable grandeur
and poignancy.

One of the most powerful depictions of the importance of the
spiritual during slavery is in the Oscar-winning film /2 Years a Slave
from 2013 directed by British director Steve McQueen and based
on the autobiographical book by Solomon Northup. The protagonist
is an African-American classical musician from the North who
has been kidnapped and sold into slavery in Louisiana. Initially
maintaining a certain distance from his fellow slaves due to a sense
of superiority, he finally has an epiphany on the occasion of
a singing session at the funeral of one of his fellow slaves involving
the spiritual “Roll, Jordan Roll”. The slaves are gathered outside
around the makeshift graveyard where the African-Americans are
buried and the song leader (the actress and singer Topsy Chapman)
sings out the first verse only accompanied by the clapping of the
others.

Went down to the River Jordan
Where John baptized three
Well, I woke the devil in hell
Said, ‘John ain’t baptized me!”®

The river Jordan has great symbolic significance in both Judaism
and Christianity, being the final crossing-point before entering
the Promised Land for the Israelites. It is also a symbol of cleansing
and baptism, being the place where John baptized Jesus. The
song thus not only references seeking freedom through escape

7. “Wade in the Water” is yet another of the spirituals apparently used by Tubman, among
others, to guide slaves to freedom, containing ‘secret meanings’ or ‘coded’ messages.
8. This version comes from the film /2 Years a Slave. Fox Searchlight Pictures, 2013.
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to the North, but also eternal freedom after death. In addition,
the song seems to be a lament over the outsider, ‘unbaptized’,
state of the slaves. The rest of the slaves join in on the chorus,
with the exception of Northup, who is still holding back although
obviously torn with sorrow and pain.

I said roll, Jordan, roll

Roll, Jordan, roll

My soul’ll rise in heaven, Lord
For the year when Jordan rolls.

The verse is repetitive, as is often the case with spirituals, and seems
to evoke the eternal flowing of the river, providing cleansing and
healing. The words also express hope for eternal life and consolation.
After the second verse and the repetition of the chorus a third time,
Northup can no longer help himself and joins in hesitantly, but soon
full-heartedly, visibly ‘laying down his burden’ and achieving, at
least, temporary respite and consolation from his misery.

There are, of course, many different versions of this song, but
this one in the film poignantly captures the essential role spirituals
played in the lives of slaves. Anne Powers in a discussion of the use
of music in the film demonstrates how this was an essential role of
the spiritual:

“ ‘Roll, Jordan Roll,” a primary example of slaves’ claiming
and subverting a Christian message to express their own needs
and send their own messages, becomes, voiced by Northup, a sound
of pained acceptance but also a tool of empowerment within the
system designed to dehumanize him.” (Powers 2013)

Northup eventually gains his freedom, but this is the moment
when he achieves a certain inner freedom and also a sense of
community and solidarity. Powers goes on to discuss the importance
of rivers generally in African-American spirituals:

“Songs like this one, speaking of rivers, often sent coded messages
about the hope for escape—for passing over the Mississippi
or the Ohio and northward. They also established a temporary
autonomous zone within people’s hearts.” (Powers 2013).
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African-American spirituals are not only the heart and soul,
but also the root of almost all American music. Apart from their
influence on later genres, they are essential and invaluable records
and expressions of African-American history and culture. Alan
Lomax has nothing but the greatest respect for them as cultural
artefacts:

“By the time of the Civil War, the Negro had created a body of
religious folk-songs which matched in beauty the best of European
hymnology. These spirituals, collected by the abolitionists and used
by them to demonstrate that the Negro had a Christian soul and
therefore deserved freedom, were the first American folk songs to
be seriously studied.” (Lomax 1964: 12)

The songs were not only labor songs used to pass the time and
make back-breaking work in the field a little bit more bearable,
but also provided the singers with spiritual consolation and hope.
The spirituals were the beginning of the African-American Church
which played and still plays a key role in the Black community.
The songs also spoke of retribution and punishment of the wicked,
these being the white masters who had, in an irony of history,
provided the raw material for the texts of the spirituals: The Bible
and the sermons in Church. While the Blackface Minstrel tradition of
the nineteenth century arguably robbed African-Americans of their
culture, the African-American spiritual could be viewed as the flip
side, so to say, using the White Man’s religion against him. Finally,
some of the songs were actually coded messages about escape to
the North along the Underground Railroad, and abolitionists, both
black and white, were instrumental in popularizing the genre.
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Summary

The paper focuses on several of the most well-known spirituals (Sing Low, Sweet Chariot;
Go Down Moses; Down by the Riverside) and looks at how the words of the Bible and the
sermons of preachers inspired the lyrics of these songs. The words of the spirituals, inspired
in particular by the Biblical stories of the enslavement of the Israelites in Egypt, liberation
and the reaching of the Promised Land, mirrored the plight of African Americans not only
during slavery, but during the Reconstruction era and up to the time of the Civil Rights
movement. The Fisk Jubilee Singers were pioneers in introducing the genre, not only to
the rest of the United States, but also to the world.

Key words: African-American spirituals; gospel music; Fisk Jubilee Singers; slavery.
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A SLOVO SE STALO PiSNI: KULTURNI DOPAD
AFROAMERICKEHO SPIRITUALU

David Livingstone

Piijel jsem do Ceskoslovenska v roce 1990 a byl jsem ohromen
mnoha vécmi, mimo jiné i hudebni kulturou tohoto statu. Jednim ze
zahadnych aspekti byl — pro mne piekvapivy — zajem o americkou
country hudbu, zanr, kterym jsem béhem svého dospivani opovrhoval
(od té doby se mtij nadzor ale zménil). Byl jsem také mile piekvapen,
kdyz jsem poprvé zhlédl zrnity filmovy zdznam davu, ktery béhem
udalosti tzv. sametové revoluce zpival v Praze na Véaclavském
namesti 17. listopadu 1989 v Cestingé americky gospel We Shall
Overcome (Jednou budem dal). Ackoliv se nejedna o skuteéné
autenticky afroamericky spiritudl, nebot’ tuto piseit napsal v roce
1901 Charles Albert Tindley (1851-1933) a pozdé&ji ji poupravil
a zpopularizoval Pete Seeger (1919-2014), zacalo mne zajimat,
jak se spiritualy a gospely dostaly do Ceskych zemi. Brzy poté
jsem narazil na hudbu skupiny Spiritual kvintet a na jejich Siroky
repertoar pisni, z nichz mnohé jsou pieklady ¢i adaptace klasickych
americkych spiritudli, hymnt, gospelovych standardt a lidovych
pisni. Jelikoz jsem (jako vétSina Americant) vyrostl v konzervativni
ktestanské roding, premyslel jsem, z jakého dtivodu prave tyto pisné
rezonovaly mezi lidmi, ktefi byli vétSinou spiSe nevéfici. Mnozi
z nich zpivali ony pisné bez jakéhokoliv povédomi o biblickém
ptuvodu pisnovych textl a kulturnim vyznamu jejich obraznosti.

Ptedchozi sborniky z naméstskych kolokvii mi pomohly
pochopit, proé¢ tento hudebni zanr Cechy a Slovaky tolik fascinuje.
Ve sborniku Od folkloru k world music: Hudba a spiritualita
z roku 2019 nastinila Irena Ptibylova historii prvnich koncertd
spiritudltt v podani Afroameri¢anti v Ceskych zemich; zahrnula
samoziejmé i1 Paula Robesona (viz Pfibylova 2019). Jeji text
mi pomohl porozumét tomu, jak v této zemi spiritudly zapustily
kofeny. Kristyna Navratilova se ve stejném sborniku zabyvala
tim, jak byly v Ceskoslovensku v druhé poloving 20. stoleti
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spiritudly a gospely prekladany ¢i adaptovany. Vyslovné zde
konstatovala, Ze nedostate¢na znalost historie otrokaistvi a Bible
vyznéla v prekladech a interpretacich zna¢né problematicky (viz
Navratilova 2019). Oba ptispévky poukazuji na skutecnost, ze
duchovni aspekt spirituald byl Casto ptehlizen a pozornost se
prenesla na jejich politické vyznéni, které bylo chapano jako kritika
kapitalismu a rasismu v USA. Na letosnim kolokviu [2022] pak
Ales$ Opekar predstavil obsahly a pouény pichled zdroji, ze kterych
skupina Spiritual kvintet pfi nahravani vychazela.

Tak jako byvaji anonymni balady casto mezi prvnimi texty
zahrnutymi do literarnich antologii anglické literatury, jsou
i spiritudly zatazeny na zacatku The Norton Anthology of African
American Literature (Gates — Smith — Andrews /eds./ 2014)!,
nebot’ se jedna o jedny z nejstarSich textl, které se zachovaly do
soucasnosti. Uplné pocatky afroamerickych spiritudlii jsou nam
skryty, Ize je vSak datovat to ranych dnti otroctvi a jejich rytmy maji
pochopiteln¢ sviij ptivod v zapadni Africe. Otroci tzv. hlubokého
Jihu, ale i ostatnich oblasti USA pomérné rychle konvertovali ke
kiest'anstvi, z n€jz prejali kulturu biblickych ptibéhti a evropskych
nabozenskych chvalozpévi. Slova z biblické tradice byla nasledné
»prekladana® do ustalenych réeni a ¢asto se stavala zarodky pisni.
Kfiestanstvi bylo bilymi obyvateli ¢asto vnimano jako zptsob,
jak otroky udrzet pod kontrolou a smifit je s jejich tdélem, tak
trochu v duchu s Marxovym pozdé¢ji oslavovanym pohledem na
nabozenstvi jako ,,opium lidstva“. AvSak biblické ptibehy, zejména
starozakonni, které se zabyvaji otroctvim a vysvobozenim Izraelitd,
ve spolecnosti otroktl siln€ rezonovaly s jejich vlastnim usilovanim
o svobodu. Spiritualy Casto odkazuji na MojziSe, zjevny symbol
vidce vedouciho lid ke svobodé, naopak ,,Stary faraon“ byl
chapan jako symbol otrokarstvi ¢i jizanského politického vedeni.
Ale i proroci jako naptiklad Elia§ v pisni Swing Low, Sweet
Chariot (Vozicku, ke mné let) jsou symboly spravedlivych viudci
projevujicich pobouieni nad podrobenim otrokd. Reka Jordan, ke
které odkazuje text pisn¢ Roll Jordan, Roll (Jordan) a dalSich, je

1. Pokud neni uvedeno jinak, pochazeji vSechny anglické texty z tohoto zdroje.
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ziejmym symbolem o¢isténi a dosazeni svobodné zaslibené zem¢.
Spiritualy se ve svych namétech témét vyluéné zabyvaji ptibéhy
starozakonnimi, ve srovnani s témi novozakonnimi.

Tyto pisn¢ se predavaly z generace na generaci a Casem
samoziejm¢ ménily svou podobu. V knize vénované spiritudlim
poukazuje Sandra Jean Grahamova na jejich lidovy charakter
a plynulost: ,,Kviili neexistenci trvalych pisemnych zdaznamii svych
zneni existovaly pouze v provedenich, pricemz kazdé z nich bylo
jedinecné.* (Graham 2018: 1)

Vyvoj afroamerickych spiritudlti snad Ize chapat jako zrcadlovy
obraz minstreld 19. stoleti, v jejichz rdmci si bili hudebnici
a interpreti — s nacernénymi obliCeji — pfisvojovali, adaptovali
(a zesmésnovali) afroamerické kulturni tradice. Slova a naméty
spiritualti byly ptebirany z nabozenstvi utlacovatele, avSak obra-
ceny proti nému, aby posilovaly spolecenstvi a davaly nadéji.
Mnohé ze spiritualti skryvaly Sifrovana, skryta poselstvi o utéku
z otroctvi a bozim trestu pro bilého muze. Nathan Huggins vyjadril
tento mocny aspekt nasledovné: ,,7ak jako u mnohych spiritudlii
je zde v prislibu konecné spravedinosti pritomen velky patos..."
(Huggins 1971: 67).

Mnohé ze spiritudlt byly ovlivnény, pokud ne ptimo inspirovany,
revivalistickymi hnutimi uvnitf americké protestantské cirkve na
konci 19. stoleti a v rdmci letni¢niho hnuti na pocatku 20. stoleti.
Jejich vyvoj v ramci jak ¢ernosské, tak i bélosské cirkve se Casto
zabyval kitem, nosenim bilych rouch a ,,pfichdzenim k fece”. Ale
i koncepty jako ,,mluveni cizimi jazyky* nebo pohnuti ,,ducha*
véetné mdlob a oZivovani byly dennim chlebem této tradice.?
Konec¢né pak shromazdéni pod Sirym nebem, kdy kazatel vyzyval
své ztracené ovecky k pokani a pfijeti spasy, vyznamné ovlivnila
nejen spiritudly a tradici gospelu, ale podstatn¢ se odrazila i na
vizualni a zvukové podobé ¢ernosské cirkve. Henry Louis Gates Jr.
diskutuje o klicové roli ¢ernosské cirkve v afroamerické komunité
a o tom, jakym zplisobem piedstavovala forum pro hudebni

2. Legenda amerického soulu James Brown tyto duchovni stavy ¢asto predvadél béhem
svych predstaveni.

95



zanry jako je spiritual, které napadaly status quo: ,,70, co cirkev
udélala v mezicase, kdy cernosi kolektivné ocekavali vysvobozent,
bylo, ze poskytla limindlni prostor prekypujici rozvratnymi Zivly.
(Gates 2021: xix) A tento rozvrat probihal piekvapiveé pfimo pod
nosem otrokari.

Zanr afroamerického (Eerno$ského) spiritualu se v 19. stoleti
presunul ze srubi a bavinikovych plantazi na mezinarodni
scénu, a to v souvislosti se zaloZzenim Fisk Jubilee Singers,
univerzitniho sboru vzniklého pifi Fiskoveé univerzité v Nashville
ve staté Tennessee v roce 1866.° Sbor se v roce 1871 vydal na
turné po americkém Severu s repertoarem sestavajicim prevazné
z tradi¢nich pisni a (jejich) soudobych uprav, popularnich u bilého
publika. K piekvapeni ¢len sboru mél nejvétsi ohlas praveé ten
druh pisni, ktery si doposud zpivali vyluéné pro sebe. Tyto pisné
dnes zname jako spiritudly. Jedna ze zpévacek Fisk Jubilee Singers,
Ella Sheppard, objasnila dtivody, pro¢ se ptivodné zdrahali zatadit
spiritudly do programu. Mimo jiné $lo o hudbu ,posvdtnou pro
nase rodice, kteri ji zpivali béehem poboznosti a vykiikovali do
ni*‘ (Robbins 2017: 230). Po prvnim vefejném uvedeni vsak jiz
nebylo mozné se ohlizet nazpét a spiritualy se staly stfedobodem
dal$ich vystoupeni, nikoliv pouhou novinkou. ,,7eprve az po mnoha
meésicich se nase srdce oteviela viivu nasich pratel a my nasli
zalibeni v uchvatné krase a sile nasich pisni.* (Robbins 2017: 230)
Brzy poté se vynoftily dalsi afroamerické soubory. Je v§ak na misté
podotknout, ze zpévaci Fisk Jubilee Singers se, alespon zpocatku,
pokouseli dodat pisnim vétsi ,,distojnost™ tim, ze ,,opravovali
gramatiku pisnovych textl a zpivali je tak ve ,,standardni americké
anglicting€. Spiritudly ¢asem daly vzniknout gospelové tradici, ktera
vzkvéta i v dnesni dobé.

Pravdépodobné nejznaméjsim spiritudlem je pisen Swing Low,
Sweet Chariot (Vozicku, ke mné let), vznikla okolo roku 1865.
Odkazuje, jak jiz bylo vySe zminéno, na proroka ElidSe, kterak
unika smrti a je ve voze vzat do nebe:

3. Fisk Jubilee Singers jsou i v soucasnosti ¢inorodym uskupenim a nadale vystupuji
a vydavaji dalsi nahravky.
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I looked over Jordan, and what did I see,
Coming for to carry me home.

A band of angels coming after me,
Coming for to carry me home.

Ja za Jordan hledim, za ieku svou,
nyni vezti domit mé mas,

hle, poslové ted pro mé si uz jdou,
nyni vézti domit mé mas.*

Piivab tohoto poselstvi je zjevny. Oslavuje utéchu vécného zivota
a konecnou nebeskou odménu, ktera vynahradi pozemské strasti,
které otroci prozili. Na rozdil od mnohych jinych je autor tohoto
spiritudlu znam — je jim Wallace Willis [cca 1820—1880], osvobozeny
otrok adoptovany kmenem ptivodnich Ameri¢anii [Indianii] Cokto.
Willis je dale autorem spiritualu Steal Away to Jesus.

Swing low, sweet chariot,
Coming for to carry me home.
Swing low, sweet chariot,
Coming for to carry me home.

Vozicku, ke mné let,
nyni vezti domit mé mas.
Vozicku, ke mné let,
nyni vézti domit mé mas.

Spiritual Swing Low, Sweet Chariot nakonec zaujal také Fisk
Jubilee Singers, ktefi byli prvni, jez pisen nahrali (stalo se to v roce
1909), a méli tak zasadni roli v jeji popularizaci. VySe uvedena
podoba je celosvétové nejrozsitenéjsi. Predstavu o tom, jak tato
pisent mohla znit pfed vznikem své ,,u¢esané* podoby, si lze vytvofit
diky znéni otiSténému v pisiiové sbirce Johna A. Lomaxe, poprvé
publikované v roce 1934. Edice vychazela ze série Lomaxovych
terénnich nahravek pofizenych nejspise o rok diive.’

4. Ceska verze Jiti Joran.
5. John Lomax provedl prvni terénni nahravky pro Knihovnu Kongresu v roce 1933, tedy
rok pred vydanim své publikace.
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I ain’t never been to heaven but Ah been told,
Comin’ fuh to carry me home,
Dat de streets in heaben am paved with gold,
Comin’ fuh to carry me home.

Swing low, sweet chariot,
Comin’ fuh to carry me home,
Swing low, sweet chariot,
Comin’ fuh to carry me home.
(Lomax 1994: 608-610)

Anonymni spiritudl Down By the Riverside neboli Aint Gonna
Study War No More také poprvé nahrali Fisk Jubilee Singers, a to
v roce 1920. Pisen se poté stala folkovym, gospelovym i jazzovym
standardem a nahrala ji Sirokd Skéla umélct. Z téch nezndméjsich
pfipomenime jména jako Louis Armstrong, Pete Seeger, Elvis Presley,
Mahalia Jackson. Protivaleéné ladéni pisné také siln¢ rezonovalo
v 60. letech v souvislosti s protesty proti valce ve Vietnamu. Text je
opét inspirovan starozakonni obraznosti a je pievzat z knihy proroka
Izajase 2:4. K pivodni anglické verzi Bible krale Jakuba (1611),
ktera je povazovana za standardni verzi, najdeme odpovidajici
ekvivalent v Ceském vydani Bible kralické (1613): ,,Ont’ bude
souditi mezi narody, a trestati bude lidi mnohé. I zkuji mece své
v motyky, a ostipy své v srpy. Nepozdvihne narod proti narodu mece,
a nebudou se vice uciti boji.”® Tato pasaz byva interpretovana jako
prorokovani ptichodu Mesiase, kterym je pro kiestany pochopitelné
Jezis, ktery utlaCovanym pfinese pokoj, spravedlnost a Gitéchu.

Gonna lay down my sword and shield
Down by the riverside
Gonna lay down my sword and shield
Down by the riverside
To study war no more

6. [Pokud neni uvedeno jinak, jsou biblické texty v cestiné z vydani Bible kralické
z roku 1613, nebot’ je od vydani synchronni Bible krale Jakuba (1611) dé¢li kratky cas.
Anglické znéni viz s. 87 tohoto sborniku — pozn. prekladatele.]
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Odlozim sviij mec a stit
tam dole u reky,
odlozim svuj mec a Stit
tam dole u reky,
at’ se dal valce neucim.

Piseni v sob& misi apokalyptickou obraznost z Bible s dodatecny-
mi odkazy na kiest a oprosténi se od pozemskych statktl a starosti.
Refrén je nejsnaze zapamatovatelny a je vhodny ke zpévu typu
zvolani a odpoved’ (tzv. responsorialni zpév).”

[ ain’t gonna study war no more  Jd se dal uz valce neucim,

gonna study war no more uz se valce neucim,
gonna study war no more uz se valce neucim,
I ain’t gonna study war no more jd se dal uz valce neucim,
gonna study war no more uz se valce neucim,
gonna study war no more uz se valce neucim.

Pisen dale zminuje ,vale¢nou obuv* a ,dlouhy bily Sat* a ma mnoho
dalsich ptipadnych slok, které je mozno pridat a text tak prodlouzit.

Alan Lomax (1915-2002), zndmy muzikolog, sbératel a autor
terénnich nahravek, spolu se svym prikopnickym otcem Johnem
Lomaxem neSetti chvalou, kdyz komentuji spiritudl Go Down
Moses (Propust hned muyj lid®). ,,Podle ndzoru editora jde
o nejlepst z americkych lidovych pisni.” (Lomax 1964: 82). Jazyk,
pribéh a obraznost opét pochazeji z Bible, konkrétné¢ z Druhé
knihy MojziSovy, kterd pojednava o MojziSovych nesnazich, kdyz
s pomoci boziho hnévu vysvobodil Izraelity z egyptského otroctvi.
Nasledujici verze, pochazejici od Fisk Jubilee Singers z roku 1872,
je zaroven jednim z prvnich spirituali zachycenych v notovém
zdznamu.

7. [Pokud neni uvedeno jinak, je autorsky pieklad vyuzit u vSech pisni v tomto ¢lanku —
pozn. piekladatele].

8. [Nazev pisné je uveden ve verzi Jitiho Suchého, nize je vSak uveden pouze refrén.
U slok je z divodu odlisnosti struktur anglické a Suchého verze vyuzit autorsky text
prekladatele — pozn. piekladatele.]
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When Israel was in Egypt’s land

Let my people go

Oppress’d so hard they could not stand
Let my people go

Go down Moses

Way down in Egypt land
Tell Old Pharaoh

Let my people go

Kdyz v Egypte dlel izraelsky lid
propust hned muyj lid

utlacovan tak, zZe uz nemoh’dal uz jit
propust hned muyj lid

At jde Mojzis

vzhiiru za faraonem

at jde a rekne mu:

Propust hned muij lid

Na rozdil od nékterych ptedeslych pisni je v tomto ptipadé
poselstvi tohoto spiritualu snadno &itelné a bezpochyby muselo
belosske otrokare do znaéné miry znepokojit.

Thus said the Lord, bold Moses said,
Let my people go

If not I’1l smite your firstborn dead
Let my people go

No more in bondage shall they toil
Let my people go

Let them come out with Egypt’s spoil
Let my people go

Tak pravil Pan, pravi sméle Mojzis:
Propust’ hned muyj lid.

Jinak prvorozenych synii krvi zaplatis.
Propust’ hned muyj lid.
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Dal uz nebudou v potu tvare drit.
Propust hned muij lid.
Nech je s koristi egyptskou odejit.
Propust’ hned muiyj lid.

Ohledné autorstvi spiritudlu Go Down, Moses koluje mnoho
teorii, vCetné mozného =zapojeni afroamerické abolicionistky
Harriet Tubmanové (1822—1913). I kdyby jej ona sama nenapsala,
rozhodné jej vyuzivala jako jednu z dalSich Sifrovanych pisni,
kterymi pomahala otrokim uniknout na svobodu ,,podzemni
zeleznici®.® T tato piseil existuje v mnoha coververzich, z nichz
nejznaméjsi je podani Paula Robesona, jehoz hluboky bas dodal
spiritudlu piihodnou velkolepost a raznost.

Jednim z nejsilngjSich zobrazeni vyznamu spiritudld béhem
otroctvi je oscarovy film 12 let v Fetézech (2013), ktery reziroval
britsky rezisér Steve McQueen. Jako inspirace mu poslouzila
stejnojmenna autobiograficka kniha Solomona Northupa (cca 1808—
1863). Northup je afroamericky klasicky hudebnik ze Severu, ktery
je unesen a prodan do otroctvi v Louisiané. Ackoliv si zpoc¢atku drzi
od ostatnich otroki odstup kviili pocitu vlastni nadiazenosti, béhem
zpévu spiritudlu Roll, Jordan, Roll (Jordan) na pohibu jednoho
z otrokt u n¢j dojde k prozieni. Otroci se sejdou okolo provizorniho
hibitova, kam jsou pochovavani Afroameri¢ané, a vedouci zpévak
(herecka a zpévacka Topsy Chapmanova) zazpiva prvni sloku,
doprovazena pouze tleskanim ostatnich:

Went down to the River Jordan
Where John baptized three
Well, I woke the devil in hell

Said, ‘John ain’t baptized me!’'°

9. Wade in the Water (Ddl, dal tou vodou) je dalii ze spirituali, které Tubmanova kromé
jinych pouzila, aby navedla otroky ke svobodé, a ktery obsahuje tajné vyznamy ¢i
sifrovana poselstvi.

10. Tato verze pisné pochazi z filmu 12 let v Fetézech. Fox Searchlight Pictures, 2013. Rezie
Steve McQueen.
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Sesel jsem doli k Jordanu rece,
kde Jan natiikrat kitil,

tam z pekla dabla ja zavolal prece,
volam ,, Mne Jan nepokrtil!

Reka Jordan ma vyrazny symbolicky vyznam jak v Zidovstvi,
tak i v kfestanstvi, nebot’ je pro Izraelity poslednim pifechodem
pred vstupem do tzv. zemé zaslibené. Zaroven se jedna o symbol
ocisténi a kitu, nebot’ se jednd o misto, kde Jan kitil Krista. Pisen
tak neodkazuje pouze na hledani svobody utékem na Sever, nybrz
také na hledani vé¢né svobody po smrti. Mimoto piseit pisobi
dojmem natku nad vyclenénym, ,,nepokiténym* narodem otrokd.
Zbytek otrokii se pripojuje k refrénu s vyjimkou Northupa, ktery se
stale drzi zpatky, ackoliv jej zjevné drasa smutek a bolest.

I said roll, Jordan Roll Volam, dal plyne Jordan,

Roll, Jordan Roll dal plyne Jordan.

My soul’ll rise in heaven, Lord  Ma duse pujde tam, kde je Pan,
For the year when Jordan rolls.  aZ se k nam rozlije Jordan.

Tato sloka je stejné jako v piipadé¢ mnoha spiritudll repetitivni
a zdanliveé evokuje tok feky, ktera piinasi o€istu a uzdraveni. Slova
dale vyjadiuji nadg€ji na utéchu a vécny zivot. Po druhé sloce
a tfetim opakovani refrénu jiz nemize Northup jinak nez se pripojit
k ostatnim zpoc¢atku ostychavym hlasem, ktery vSak rychle nabude
na naléhavosti. Je oCividné, ze ve zpévu ,,0dkladd své biemeno*
a dostava se mu alesponi do¢asného oddechu a utéchy od jeho udélu.

Existuje samoziejmé fada riznych verzi této pisné, tato filmova
vsak provokativnim zplisobem zachycuje podstatnou ulohu, jiz
spiritudly sehraly v zivotech otrokti. Pravé tuto roli spiritualu
demonstruje Anne Powersova béhem diskuze o vyuziti hudby ve
filmu: ,, ,Roll, Jordan Roll", vynikajici priklad toho, jak otroci priji-
maji a obraceji kirestanské poselstvi k vyjadreni viastnich potieb
a sdileji sva vlastni poselstvi, se v Northupovych ustech stane
pisni bolestného smireni se, ale zdaroven zdrojem posily v systému
navrzenéem tak, aby jej zbavil lidskosti.* (Powers 2013).
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Ackoliv Northup nakonec dosahne skute¢ného osvobozeni,
pravé v této chvili, kdy zpiva, se mu podafi ziskat uréitou vnitini
svobodu i pocit sounalezitosti a solidarity. Powersova dale mluvi
o vyznamu fek v afroamerickych spiritudlech obecné: ,,Pokud se jiz
bavime o rekach, pisné, jako je tato, casto vyjadruji skryta poselstvi
0 nadéji na uték, na prekroceni rek Mississippi nebo Ohio smérem
dal na Sever. Dale pak davaji vzniknout jakymsi nepoddajnym
mistum v lidskych srdcich.” (Powers 2013)

Afroamerické spiritualy nejsou jen srdcem a dusi, nybrz rovnéz
kofeny téméf veSkeré americké hudby. Kromé jejich vlivu na
vyvoj dalSich zanrt jsou kli¢ovymi a nedocenitelnymi zaznamy
a projevy afroamerické historie a kultury. S ohromnym respektem
na né nahlizi Alan Lomax jako na kulturni artefakty: ,, Behem castu
obcanské valky stvorili cernosi kanon nabozZenskych lidovych pisni,
které se krasou vyrovnaly téem nejlepsim evropskym chvalozpéviim.
DByto spiritualy, jez abolicionisté sbirali a vyuzivali jako ditkaz, Ze
Cernosi maji kiestanskou dusi a zaslouzi si tudiz svobodu, byly
prval z americkych lidovych pisni, které byly podrobeny viznému
vedeckému zajmu. *“ (Lomax 1964: 12)

Spiritualy nebyly pouhymi pracovnimi pisnémi k ukraceni ¢asu
a k promeéné vycerpavajici prace na poli v néco snesitelngjsiho, ba
pravé naopak. Poskytovaly zpévaklim duchovni utéchu a nadéji.
Spiritualy staly na pocatku afroamerické cirkve a sehraly — a stale
sehravaji — klicovou roli v ¢ernosskych spolecenstvich. Tyto pisné
promlouvaji také o vykoupeni a ztrestani hiisnikt, jimiz jsou
bili pani, ktefi ironii osudu sami poskytli oba zdroje ke vzniku
spiritualt: Bibli a kazani v kostelech. Ac¢koliv tradice minstreld
s nacernénymi obliceji v 19. stoleti bezpochyby vykradala afro-
americkou kulturu, afroamericky spiritual Ize vnimat jako jakousi
druhou stranu mince, kdy je nabozenstvi bilého muze obraceno
proti nému. Kone¢né pak nékteré z téchto pisni v sobé& skryvaly
tajna poselstvi o utéku podzemni zeleznici na americky Sever
a abolicionisté, at’ jiz Cernosi ¢i beloSi, sehrali v popularizaci
tohoto zanru kli¢ovou roli.

(preklad Simon Puzej)

103



Prameny a literatura:

12 let v Fetézech. Rezie Steve McQueen. Fox Searchlight Pictures, 2013.

GATES, Henry Louis Jr. 2021: The Black Church: This Is Our Story, This Is Our Song.
New York: Penguin Press.

GATES, Henry Louis Jr. — SMITH, Valerie— ANDREWS, William L. (eds.) 2014: The Norton
Anthology of African American Literature. New York: W.W. Norton.

GRAHAM, Sandra Jean 2018: The Spirituals and the Birth of a Black Entertainment
Industry. Urbana: University of Illinois Press.

HUGGINS, Nathan Irvin 1971: Harlem Renaissance. New York: Oxford University Press.

LOMAX, Alan 1964: The Penguin Book of American Folk Songs. Harmondsworth:
Penguin Books.

LOMAX, A. John — LOMAX, Alan 1994: American Ballads and Folk Songs. New York:
Dover.

NAVRATILOVA, Kristyna: Cernoiské spiritualy a gospely v Geském prostiedi v letech
1948-1989. In: PRIBYLOVA, Irena — UHLIKOVA, Lucie (eds.): Od folkloru k world
music: Hudba a spiritualita. Namést nad Oslavou: Méstské kulturni stiedisko, s. 198—
216.

POWERS, Anne 2013: “ ‘12 Years a Slave’ Is This Year’s Best Film About Music.”
NPR [online] [cit. 25. 8. 2022]. Dostupné z: <https://www.npr.org/sections/thereco
rd/2013/11/12/244851884/12-years-a-slave-is-this-years-best-film-about-music>.

PRIBYLOVA, Trena 2019: Ceska stopa: afroamerické spiritualy v koncertni sini. In:
PRIBYLOVA, Irena — UHLIKOVA, Lucie (eds.): Od folkloru k world music: Hudba
a spiritualita. Namest’ nad Oslavou: Méstské kulturni stfedisko, s. 156—183.

ROBBINS, Hollis — GATES Henry Louis Jr. (eds.) 2017: The Portable Nineteenth Century
African American Women Writers. New York: Penguin.

The Word of God Made Song: The Cultural Impact
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The paper focuses on several of the most well-known spirituals (Sing Low, Sweet Chariot;
Go Down Moses; Down by the Riverside) and looks at how the words of the Bible and
the sermons of preachers inspired the lyrics of these songs. The words of the spirituals,
inspired in particular by the Biblical stories of the enslavement of the Israelites in Egypt,
liberation and the reaching of the Promised Land mirrored the plight of African Americans
not only during slavery, but during the Reconstruction era and up to the time of the Civil
Rights movement. The Fisk Jubilee Singers were pioneers in introducing the genre, not
only to the rest of the United States, but also to the world.
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LUKE THE DRIFTER:
HANK WILLIAMS’ SPOKEN WORD ALTER EGO

Matthew Sweney

In the beginning was the talking blues

More than a half-century after his death, Hank Williams (b. Hiram
Williams, 1923-1953)! is still the name most synonymous with
American country music. But at least one radio DJ announced his
passing as a “folk singer and writer”, which is as good a description
as any, for his repertoire was broad. Country music of course,
but he also wrote songs for Bill Monroe, so bluegrass, his band
prominently featured an electric guitar, some of his songs could
be called rock ‘n’ roll (such as “Move It On Over”, 1947), and
his first hit and signature song, “Lovesick Blues”, was originally
a Broadway show tune. Williams was also the author of “I Saw
the Light”, immediately accepted as a gospel standard. Williams
recorded blues (collected on LP as Moanin’ the Blues (MGM,
1952) and posthumously as Sing Me a Blue Song, MGM, 1957), but
much less well-known and under-appreciated are his spoken word
recordings, released under his pseudonym ‘Luke the Drifter’—
strange for the man dubbed “The Hillbilly Shakespeare”.

Williams was no hillbilly; he was born and raised in Alabama.
And although his group was always called The Drifting Cowboys,
he was no cowboy. But as an itinerant musician, he was a bit of
a drifter. “Luke the Drifter” is often spoken of as Hank’s “alter
ego”—and if you needed proof, there is a separate slab to Hank
Williams’ colossal tombstone, directly under Williams’ own name,
adorned by a cowboy hat and the name “Luke the Drifter”.

Williams was born with a serious birth defect, spina bifida, which
caused him intense pain (in fact the treatment for it was partially
responsible for his death). His father, a WWI veteran, was unable

1. All references to facts about Williams’ life and recordings come from the definitive Hank
Williams: The Biography, by Colin Escott with George Merritt and William MacEwen.
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to care for his family, and so to make ends meet his mother took
in lodgers, and young Williams, unable to perform manual labor,
learned the guitar. His teacher was an African American street
musician, Rufus “Tee-Tot” Payne. Williams began performing
on the street at age 9, and by the age of 14, was a full-time street
performer.

As Elijah Wald writes in his book Escaping the Delta: Robert
Johnson and the Invention of the Blues (2004), our categories of
music are a lot more rigidly defined than what they were in the past,
and street musicians especially had to play what audiences liked,
otherwise they would starve—this was the Great Depression. Part
of that repertoire for Williams was spoken word.

Williams’ signature tune “Lovesick Blues” (1947), had its roots
in talking blues: “Lovesick Blues” by Jack Shea (Vocalion, 1922)
is partly talking blues. The earliest recorded talking blues-only
record extant is by the white musician Chris Bouchillon from South
Carolina (“Talking Blues”, 1927), his lyrics mention slavery, and
he’s clearly quoting an older text, one he is performing, but did not
live or write. While the lyrics go back to slavery “Ain’t no use of me
working so hard /I got a woman in the white folks’ yard”, the form
likely goes all the way back to Africa. Williams would have been
exposed to the talking blues not only from records but from other
musicians, very probably including Tee-Tot. Williams’ recording of
“My Bucket’s Got a Hole in It” includes the same verse just quoted
from Bouchillon.

Talking blues were a regular part of Williams’ live repertoire,
though they were out of fashion in the recording industry by the late
1940s and early 1950s. Colin Escott in his biography of Williams
states that “I’m So Lonesome I Could Cry” was originally a talking
blues recital. Williams’ insistence on minimal accompaniment by
his Drifting Cowboys (“Keep it vanilla” he is reported as saying)
means that the focus on his recordings—whether intended as
recitals or as songs—tremains on the words and their delivery.

Williams famously feuded with his producer and music publisher,
Fred Rose, to record “Lovesick Blues” at all—Rose was against it,
because Acuff-Rose did not own the publishing rights. Rose was
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convinced to release “Lovesick Blues” due to the reaction it had
on the Grand Ole Opry, but he was dead set against the release of
spoken word recordings. ‘Hank Williams” was a household name,
and so Rose did not want to depreciate the brand by releasing
what were not catchy tunes, but rather spoken platitudes, homilies,
cornpone maxims. The biggest market at the time were jukeboxes,
and what is more, Williams spoke the ‘Luke the Drifter’ recordings
in Alabama dialect, so they did not spell national appeal. Rose was
right, sales were disappointing: instead of sales in the hundreds of
thousands, like Williams” hit records, Williams’ recordings under
the name of ‘Luke the Drifter’ sold about 20,000 maximum—in
the case of “The Funeral”, a mere 6,600 sales.

However, Williams’ shocking death at the age of 29 coincided
with MGM entering the LP era, and Rose and MGM sensed
a market, capitalizing on his death with a new release of an LP,
Hank Williams as Luke the Drifter (1953). This was new material
for the majority of his fans, and as Hank predicted, it did get national
notice, even making its way north to Minnesota, where one Jewish
kid certainly paid attention.

The Gospel According to Luke: The Prodigal Son

The album Hank Williams as Luke the Drifter collected thirteen
‘Luke’ tracks (a 14th, “No, No, Joe” was first released on LP in
1981), only seven of them written by Williams.

What first grabs you is the voice: Williams’ recorded voice is
unmistakable and has been imitated by scores of country singers,
famous and unfamous, ever since. In his ‘Luke the Drifter’
recordings, Williams, as an orator, had free reign to employ the full
range of his vocal powers—invoking sorrow, humor, compassion,
irony, mirth—in the cadences of a Southern preacher, who ‘Luke’
in a way was. Here you get the sermons, compressed into less than
3-minute 78 rpm singles. What is more, you get them in Williams’
real voice, the “down-homey” one, which makes you feel like you’re
on his home turf, as opposed to Williams being on a Nashville
stage. The recordings are more immediate than the rest of his
singles, which for Williams fans is real a treat, like a private house
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party. The ‘Luke the Drifter’ recordings are so natural, they’ve even
been used as evidence in a scholarly paper on Alabama dialects
(Wilmeth).

It is a pity they weren’t marketed as jukebox singles, because
most of them fall into the “There’s a Tear in My Beer” category: they
speak of down-and-out prostitutes, bankrupt gamblers, dead children,
marital complaints, divorce, alcoholism, the death of one’s mother.
The forms range from homespun philosophy to short sermons,
confessions, litanies of woe, all the way to humorous ditties.

One of Williams’ own favorites, “Men with Broken Hearts” is
one of the favorites of any ‘Luke’ fan, who like rap fans can recite
it from memory: “Some are porpers, some are kings, some are
masters of the arts, but in their shame, they’re all the same, these
Men with Broken Hearts”. The recitation is relentlessly maudlin,
so sad and true it brings a smile of recognition. “Ain’t that the
awfullest, morbidest song you ever heard in your life?”” Williams
told a journalist (Escott Chapter 10).

The seven written by Williams are by far the best tracks:
in addition to “Men with Broken Hearts”, there’s “Help Me
Understand”, “I’ve Been Down That Road Before”, “Please Make
Up Your Mind”, “Just Waitin’” (Williams and Bob Gazzaway),
“Everything’s Okay”, and the classic “Ramblin’ Man”.

“Help Me Understand” is a tale of divorce, told from the point
of view of the couple’s daughter, but very much sympathetic to
the father. Williams himself was going through a difficult divorce
from his wife Audrey, and a painful custody battle. His plea that the
couple work things out before the marriage ends in divorce is heartful,
but the listener can hear in his voice that the cause is already lost.

“I’ve Been Down That Road Before™ is the prodigious confession
of'a man who’s been beat up by men and by life for being too proud,
too foolish, and too drunk. It is like an Alcoholic Anonymous tract,
or the poor toothless slob they drag into middle school and tell
you he’s only 27 years-old, to show you the evils of drink. Hank
recorded it when he was 27.

“Please Make Up Your Mind” is about the fickleness of his wife,
Williams’ pure exasperation comes through like the mixture of
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honesty and slight exaggeration you hear when men are talking in
a barber shop about women, and ends with one of Williams’ best
lines, the knockout “What in the confounded cat hair do you want
me to do?”

“Just Waitin’” is a sly song about how all of Nature is waiting for
something or someone—all but a prologue for another punchline:
“Bees are waitin’ for honey, and honey, I’'m just waitin’ for you.”
I reckon Audrey made Hank wait at least long enough for him to
write this song.

“Everything’s Okay” is a hilarious (if you like black humor—
and not all Americans do) litany of woe: family sick, cows have
no milk, hens have no eggs, pigs died, bees left the hive, house
falling apart, mortgage due and no money, mother-in-law moving
in... and it gets worse, finishing with the repeated line “But we’re
still a-livin’, so everything’s okay!”

The other tracks are less interesting—both in terms of text and
accompaniment, Rose sometimes even adding a church organ to
get the point across that these are homilies. “Too Many Parties
and Too Many Pals” is a 1920s Tin Pan Alley song (by Billy Rose,
Mort Dixon, Ray Henderson) about a fallen woman. The speaker
is a Southern lawyer asking the gentlemen of the jury to pardon
a prostitute, for she was made that way by men. In the end, we
learn the woman is the lawyer’s daughter. Sentimental, to be sure,
but Williams’ argument is so passionate and compelling that he
could have easily played one of Hollywood’s stereotypical roles,
the ‘smooth-talking Southern lawyer’, as seen in the film 7o Kill
a Mockingbird (1962). (In fact, Williams had a movie contract with
MGM, but never made a film.)

“Be Careful of Stones That You Throw” is about the evils
of malicious gossip, and how it can come back to haunt you. It
is a cruel fable about a cruel woman who seriously misjudged
a neighbor, written by Bonnie Dodd. “Pictures from Life’s Other
Side” is a reminder that those who are downtrodden—a gambler,
a prostitute—were once just like us. “I Dreamed About Mama
Last Night” is Fred Rose trying his hand at a Hank Williams
composition, but lacking Williams’ poetics. Still, every time
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Williams says the word “Mama” or “Mother” you can hear both
the respect and the sorrow in his voice. “Beyond the Sunset” is
a mash-up of the poem “Should You Go First” by Albert Rowswell
and the hymn “Beyond the Sunset”—both about premature death.
It does not sound like a hit record, true enough, but it is right for
a live audience, something in the set to make them think about the
bigger issues in life.

Williams’ voice almost breaks down when reciting “The Funeral”,
about the death of a Black boy. The piece is infamous due to its
racial slurs in its physical descriptions of Blacks—unfortunately
not unusual at the time. The text was not written by Williams but
was a poem by Will Carleton>—that in no way excuses Williams for
choosing to perform the piece—but despite its racist stereotypes, the
piece is sympathetic to Black Americans. According to witnesses,
Williams actually wept in the studio after recording the piece.
(Likely due to its sentimentality, not because of the painful slurs.)

“No, No, Joe” is one anomaly here: it was released in 1950 on the
B-side of “Help Me Understand”, but not included on the original
LP release, likely because the Fred Rose-penned text which is anti-
Stalinist at face value can also be interpreted as anti-another-Joe:
Senator Joseph McCarthy, the premier American anti-Communist
of the day—and since the release of the LP had to be approved
by Hank’s cantankerous widow Audrey Williams, she probably
thought that Rose had been duping Williams to record such an
ambiguous track.

The other anomaly is “Ramblin’ Man”, a rare song in a minor
key by Williams, which is something between a recitation and
a proper song but considered too dark by Rose to be released as
a Hank Williams song. After his death, however, it was re-released
as a Hank Williams single and sold well, likely helping the album
sales.

2. Will Carleton (1845-1912)—not to be confused with Irish writer William Carleton,
(1794-1868)—was an American poet from Michigan who wrote poems on rural and
family themes. Widely anthologized in his day, his poems have not aged well—he was
mostly forgotten in Williams’ day; and is almost completely forgotten now.
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Legacy

Gram Parsons (1946-1973),> considered the originator of
“country-rock”, as part of The Flying Burrito Brothers released
a “tribute” to ‘Luke the Drifter’, the last track on their legendary
first album, The Gilded Palace of Sin (1969), titled “Hippie Boy”.
It is a direct take-off of ‘Luke the Drifter’s’ most infamous track,
“The Funeral”, but instead of a dead Black boy, another social
outcast, a dead Hippie boy, is eulogized. The track, cut during
the time of the Vietnam War, peace protests, and race riots, redeems
“The Funeral” in its own way, pointing out the sheer waste in the
death of any young person.*

There’s also David Allan Coe’s (b. 1939) song “The Ride”—
a ‘Luke the Drifter’-type recitation about picking up a hitchhiker,
who turns out to be named Hank. Coe’s tying ‘Luke the Drifter’
to Hank Williams and then tying Hank’s ghost to the famous folk
legend ‘The Vanishing Hitchhiker’ has made this a country classic.
Coe also recorded an album called The Ghost of Hank Williams
(King Records, 1997) which includes two ‘Luke the Drifter’ covers.

John Prine (1946-2020)—‘Luke the Drifter’ was a big influence
on the great singer-songwriter, who recorded a solo version of
“Just Waitin’” on his album of duets, as if invoking ‘Luke’ was like
having Hank’s ghost at the mic. Prine said, “I’ve been a fan of his
recitations since before I could play the guitar. My dad was a huge
Hank Sr. fan, and part of the reason I learned Hank’s songs when
I was 14 was so I could entertain my dad and prove to him I could
sing those songs that he loved. That’s why I became a songwriter”
(Dauphin 2016).

Bob Dylan (b. 1941)—the afore-mentioned “Jewish kid”—on
the liner notes to his compilation LP Biograph (Columbia, 1985),

3. Gram Parsons died even younger than Williams, at age 26.

4. Parsons can be seen as Hank’s spiritual son in terms of his songwriting, and in fact,
Parsons’ “Nudie suit”, embroidered with nude women, poppy flowers, hemp leaves,
and amphetamine pills, which he wore on the cover of The Gilded Palace of Sin, was
seen at the time as a “parody” of Hank Williams’ own white Nudie suits embroidered in
musical notes—but Parsons as a musician likely knew then what we know now about
Williams’ own pastimes: the suit might be more properly considered another tribute to
Williams by Parsons.
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was quoted as saying “Nothing is new. [...] Even rap records.
I love that stuff but it’s not new, you used to hear that stuff all the
time [...] I think of ‘Luke the Drifter’ as rap records and as far as
concept and intelligence and warring with words” (Crowe 1985).
Since then, Dylan has also written about Williams and Luke in
Chronicles: Volume One: “The Luke the Drifter record I just about
wore out. That’s the one where he sings and recites parables, like
the Beatitudes. I could listen to the Luke the Drifter record all day
and drift away myself, become totally convinced in the goodness
of man. When I hear Hank sing, all movement ceases. [...] In time,
I became aware that Hank’s recorded songs were the archetype
rules of poetic songwriting” (Dylan 2004: 96).

In addition to his reverence for Williams’ songwriting, one gets
the impression here that perhaps Dylan someday wanted to deliver
his own Beatitudes—Ilike the sermons before his concerts during
his ‘born again’ years?

Dylan, too, has had his share of alter egos—including Bob Dylan!
But other artists have gone the ‘Luke the Drifter’ way, recording
different albums in different styles, such as David Johansen/Buster
Poindexter, Marshall Mathers/Eminem/Slim Shady, Parliament/
Funkadelic, etc.

Worth watching is also a YouTuber who livestreams his reactions
to songs sent him by his fans—*Billy YouSoCrazy’—who was given
the track “Be Careful of Stones That You Throw”. As a young, 21st
century Black American, you can watch his initial resistance to the
track, but ‘Luke’s’ sermon wins him over in the end, and he gives
the song a positive review. It is an amazing thing to watch: a street
performer winning over a passer-by some 70 years after his death,
the two a modern world apart, united in that sacred communion
between preacher and flock, performer and audience.

In 2006, a janitor at Sony Records found a notebook by Hank
Williams in their dumpster, which turned out to be the lyrics
notebook Williams had been working in when he died. It was given
to Bob Dylan to complete. He farmed it out to other singers, and
it resulted in an album of 12 songs, The Lost Notebooks of Hank
Williams (Egyptian, 2011), faithfully done in different styles of
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Williams. Highly recommended, and the Merle Haggard track,
“The Sermon on the Mount,” although put to music, sounds very
‘Lukeish’ to me.

Gram Parsons, who had his share of trouble with record labels
and record producers over the genre of what he played, said this:
“I don’t like the label country rock. I was brought up in the South,
and I never knew the difference between Negro gospel music
and country music—it was always just music to me. I knew the
difference in the sound, and the difference in how to play it. I was
taught to play music by black people. But I was never aware that
one was called gospel and one was called rhythm and blues—or
blues and rhythm as it used to be called—and the other was called
Country and Western, and I’ve never got further into the label of
country rock—it’s just never made sense to me. I just say that it’s
music, either it’s good or it’s bad, either you like it, or you don’t”
(Parsons 2006). Parsons also preferred live shows to recording.

If you want to hear Hank the way he wanted to be heard—
speaking in his own dialect, mixing musical genres, very much in
the spirit of ‘Luke the Drifter’—listen to the live recordings, such
as The Complete Health & Happiness Recordings, which have a bit
of everything musically (even Miss Audrey—you can hear the
muse of Hank’s worries). Other live radio recordings exist, such as
the “Mother’s Best Flour Show”, which are collected on the CD set
The Complete Mother s Best Recordings... Plus! (Time-Life, 2010),
and The Garden Spot Programs (Omnivore Recordings, 2014).

Williams® ‘Luke the Drifter’ recitations are the most personal
works by Williams, performed and recorded against the wishes of
his record company and own producer. Today it is hard to imagine
Hank’s legacy without these spoken word texts, the closest thing he
came to folk music: without them, we would never have gotten to
“know” the man behind the music.

PS: Unlike Hank, Shakespeare never won a Pulitzer Prize (2010),
nor was inducted to the Country Music Hall of Fame (1961),
the Songwriters Hall of Fame (1970), the Rock and Roll Hall of
Fame (1987), nor the Native American Music Hall of Fame (1999)!
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Summary

American country superstar Hank Williams (1923-1953) also released spoken word
records under the name of ‘Luke the Drifter’. The topics ranged from homespun philosophy
(“Just Waitin’”) to maudlin cants (“Men with Broken Hearts”), sermons warning against
the dangers of drinking (“I’ve Been Down That Road Before”), even to politics (the anti-
Stalin piece “No, No, Joe”). Williams’ ‘Luke the Drifter’ recitations are the most personal
works by Williams, performed and recorded against the wishes of his record company and
own producer, hence the creation ‘Luke the Drifter’. Bob Dylan, Gram Parsons, John Prine,
and David Allan Coe are among the singer-songwriters who were influenced by the ‘Luke
the Drifter’ recordings, in which Williams’ legendary voice is given free reign to employ
the full range of his vocal powers as an orator: to persuade, condemn, preach, mock, and
eulogize. It is hard to imagine Hank’s legacy without these spoken word texts, the closest
thing he came to folk music; without them, we never would have gotten to “know” the man
behind the music.

Key words: Hank Williams; Luke the Drifter; spoken word; talking blues; Gram Parsons.
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TULAK LUKE: HANK WILLIAMS A JEHO ALTER
EGO PRO MLUVENE SLOVO

Matthew Sweney

Na pocatku bylo talking blues

Vice nez pul stoleti po smrti zlstavdA Hank Williams (vl. jm.
Hiram Williams, 1923-1953)' synonymem pro americkou country.
Jeden rozhlasovy moderator vSak v den jeho smrti ohlasil, ze odesSel
Llidovy zpévak a skladatel®, coz je popis stejn¢ dobry jako kazdy
jiny, jelikoz Williamsav repertoar byl velmi Siroky. Samoziejmé
skladal country, ale také tvofil pro Billa Monroea, takze muzete
pridat bluegrass, jeho skupina vyraznym zplsobem vyuzivala
elektrickou kytaru, n¢které z jeho skladeb by se daly nazvat
rock-and-rollem (napt. Move It On Over, 1947) a Williamsova
prvni hitova a ziejmé nejznaméjsi pisen — Lovesick Blues — byla
puvodné uréena pro divadelni hru na Broadwayi. Byl také autorem
skladby I Saw the Light, jez byla okamzité pfijata mezi gospelové
standardy. Williams nahral bluesové skladby (sebrané na LP pod
nazvem Moanin’ the Blues [MGM, 1952] and posmrtné vydané na
LP Sing Me a Blue Song [MGM, 1957]). Trochu pozapomenuté
anedocenéné zustavaji jeho nahravky mluveného slova vydané pod
pseudonymem Luke the Drifter (Tuldk Luke) — coz je pro muze,
jemuz se mu piezdivalo Shakespeare z hor, pomérn¢ zvlastni.

Williams z hor nepochazel; narodil se a vyrtstal v rovinaté
Alabamé. A ackoli se jeho skupiné vzdy prezdivalo The Drifting
Cowboys (Potulni kovbojové), nebyl Zadny kovboj. Ale jako
kocujici muzikant byl vlastné tak trochu tuldk. Luke the Drifter se
¢asto zminuje jako Hankovo alter ego — a pokud potiebujete dikaz,
pfimo pod Williamsovym jménem na jeho kolosalnim nahrobku je
jesté jedna deska, na niz je kamenny kovbojsky klobouk a jméno
Luke the Drifter.

1. Veskeré odkazy na skutecnosti tykajici se Williamsova zivota a nahravek pochazeji
z vycerpavajicitho zivotopisu Hank Williams: The Biography, ktery napsali Colin
Escott, George Merritt a William MacEwen.
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Williams se narodil s rozst€pem patefe a tato zavaznad vrozena
vada mu celozivotné zpuisobovala prudké bolesti (jeji 1é¢ba méla
casteéné podil na jeho smrti). Williamstv otec, veteran z prvni
svétové valky, se nedokazal o svou rodinu postarat, a tak matka
brala do domu podnajemniky, aby rodina vysla s penézi, a mlady
Williams, jenz nemohl vykonavat manualni praci, se naucil hrat na
kytaru. Jeho ucitelem byl afroamericky pouli¢ni muzikant Rufus
,»Tee-Tot* Payne. Williams zacal hrat na ulici v deviti letech a ve
¢trnacti z néj uz byl pouli¢ni umélec na plny tvazek.

Jak ve sv¢é knize Escaping the Delta: Robert Johnson and the
Invention of the Blues (2005) napsal Elijah Wald, nase kategorizovani
hudby je striktnéji vymezeno, nez tomu bylo v minulosti, a zejména
pouli¢ni umélci museli hrali to, co se jejich poslucha¢im libilo,
jinak by zemfeli hladem — bylo obdobi velké hospodaiské krize.
Soucasti Williamsova repertoaru bylo i mluvené slovo.

Williamsova nejcharakteristi¢téjsi pisent Lovesick Blues (1947)
ma své koteny v talking blues: skladba Lovesick Blues, kterou
nahral Jack Shea (Vocalion, 1922) je zéasti talking blues. Nejstarsi
dochovanou nahravku c¢istého talking blues natocil b&loch Chris
Bouchillon z Jizni Karoliny (7alking Blues, 1927), jeho text zmifiuje
otroctvi a je zfejmé, Ze cituje starsi text, ktery zpévak jen interpretuje,
avsak neprozil jej ani nenapsal. Zatimco text se vraci k otroctvi (Neni
nutné, abych se tak drel / Moje Zenska slouzi u bilych na statku),
forma pisné pravdépodobné saha az do Afriky. Williams zcela jisté
znal talking blues nejen z nahravek, ale také od jinych hudebniki,
véetné ,, Tee-Tota*. Williamsova verze blues My Bucket'’s Got a Hole
in It obsahuje stejny vers, jaky byl praveé citovan od Bouchillona.

Talking blues se stalo pevnou soucasti Williamsova koncertniho
repertoaru, ackoli na pielomu 40. a 50 let minulého stoleti se jiz
povazovalo za nemoderni. Colin Escott ve své Zivotopisné knize
o Williamsovi uvadi, ze piseit /'m So Lonesome I Could Cry byla
puvodné recitované talking blues. Od svych Drifting Cowboys
Williams vyzadoval minimalisticky doprovod (,,Nechci zZadny
kudrlinky,” prohlésil 0idajné€), coz znamena, ze diraz na svych
nahravkach — at’ uz byly zamysleny jako recitace ¢i pisné — kladl na
slova a jejich prednes.
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Je dobfe znamé, ze Williams vedl s producentem a vydavate-
lem Fredem Rosem spor o to, zda bude nahravat skladbu Lovesick
Blues — Rose byl proti, jelikoz spoleénost Acuff-Rose nevlastnila
prava k vydavani. Rose se nechal presvéd¢it k vydani pisné hlavné
diky reakci, které se ji dostalo v rozhlasovém potadu Grand Ole
Opry, ale naprosto odmital vydani nahravek mluveného slova.
Jméno Hank Williams znaly celé Spojené staty americké a Rose
nehodlal tuto znacku znehodnotit vydanim desky bez chytlavych
melodii, zato plné recitace otfepanych pravd, kdzani a frazi.
Nejveétsi odbyt v té dobé predstavovaly jukeboxy, a co vic, Williams
nahravky pod pseudonymem Luke the Drifter namluvil alabamskym
dialektem, takze jen stézi dokazaly zaujmout $ir$i publikum. Rose
m¢él pravdu, z obchodniho hlediska to bylo zklamani: namisto
stovek tisic, jako v ptipadé¢ Williamsovych hitl, prodeje nahravek
pod jménem Luke the Drifter neptekracovaly 20 tisic desek —
a singlu The Funeral si posluchaci koupili jen 6 600 kust.

Jenze Williamsova Sokujici smrt ve véku pouhych devétadvaceti
let se presn¢ kryla s prudkym rozkvétem trhu s LP deskami.
Rose spole¢né s vydavatelskou firmou MGM vycitili prilezitost
a Williamsovu smrt zpenézili vydanim LP Hank Williams as Luke
the Drifter (1953). Pro vétSinu jeho fanouskl se jednalo o novy
material, a jak Hank predpovédél, nahravky se rychle dostaly do
poveédomi lidi, dokonce doputovaly az na sever Minnesoty, kde jim
jeden zidovsky chlapec vénoval velkou pozornost.

Evangelium podle LukaSe: Marnotratny syn

Album Hank Williams as Luke the Drifter obsahuje tfinact
skladeb (¢trnacta, No, No, Joe, poprvé vysla na LP v roce 1981),
z nichz pouze sedm napsal sam Williams.

Od prvnich chvile vas zaujme Williamstv hlas: na nahravkach
je nezaménitelny a od té doby se ho snazily napodobit spousty
zpévaki country, znamych i téch zapadlych. Na nahravkach pod
pseudonymem Luke the Drifter mohl Williams jako fe¢nik naplno
vyuzit své hlasové schopnosti — dokaze evokovat smutek, humor,
soucit, ironii, veseli, a to v rytmu f'e¢i jizanského kazatele, jimz Luke
svym zptisobem byl. Jde o kdzani zhusténa do necelych tii minut, aby
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se vesla na 78-otackové singly. Co vic, slySite na nich Williamstv
skute¢ny uvolnény hlas, diky ¢emuz se citite, jako kdybyste sedéli
u n¢j doma. To bylo v protikladu k Williamsovi zndmému z pddia
v Nashvillu. Tyto nahravky jsou bezprostiednéjsi nez zbytek jeho
singlti, coz je pro Williamsovy fanousky opravdovy poklad, néco
jako soukromy vecirek u n¢j doma. Nahravky pod jménem Luke the
Drifter jsou tak pfirozené, Ze byly pouzity jako priklady v odborném
pojednani o alabamskych dialektech (Wilmeth).

Je velké skoda, Ze se tyto pisn¢ nenabizely jako singly pro juke-
boxy, jelikoz vétSina z nich spada do stejné kategorie jako skladba
There's a Tear in My Beer: hovoti se v nich o nuznych prostitutkach,
zkrachovalych gamblerech, mrtvych détech, manzelskych problé-
mech, rozvodu, alkoholismu ¢i smrti matky.

Pokud jde o formu, nalezneme zde domacka moudra, kratka
kazani, vyznani, lamentovani, ale také humorné popévky.

Pisent Men with Broken Hearts, jiz mél sam Williams velmi rad,
je také oblibena vSemi Lukeovymi fanousky. Ti ji bez problémut
dokazi prednést zpaméti: ,,Nekdo je chudak, jiny zase kral, nékdo
tvori velké umeni, ale ve své hanbé jsou vsichni stejni, tihle muzi
se zlomenym srdcem.” Recitace je zde nelprosné sentimentalni,
tak smutna a pravdiva, az vyvolava chapavy usmeév. ,,Neni to ta
nejdesivejsi, nejmorbidnéjsi pisen, jakou jste kdy slysel?* zeptal se
Williams jednoho novinaie (Escott, kapitola 10).

Vsech sedm skladeb slozenych ptimo Williamsem je zdaleka
nejlepsich: kromé Men with Broken Hearts jde jesté o pisné Help
Me Understand, I've Been Down That Road Before, Please Make
Up Your Mind, Just Waitin’ (tu Williams napsal spolecné s Bobem
Gazzawayem), Everythings Okay a klasicka piseit Ramblin’ Man.

Help Me Understand vypravi o rozvodu manzeld z pohledu
jejich dcery, avSak pomérné vyrazné strani otci. Williams sam
prochazel naroénym rozvodem se svou manzelkou Audrey, ktery
zahrnoval vlekly spor o opatrovnictvi syna. Jeho pfimluva, ze
par své problémy vyiesi a nerozvede se, je sice upfimnd, avSak
posluchac z hlasu pozna, zZe piipad uz je ztraceny.

1've Been Down That Road Before je marnotratna zpovéd muze
zbitého lidmi i Zivotem za to, Ze byl pfili§ domyslivy, blahovy

119



a opily. Je to jako traktat klienta Anonymnich alkoholikd, ¢i snad
ubohého bezzubého povalece, kterého pritahnou na stfedni skolu
a povi vam, ze je mu pouhych sedmadvacet, aby vam ukazali zlo
jménem alkohol. Hank piseni natocil, kdyz mu bylo dvacet sedm let.

Please Make Up Your Mind popisuje pielétavost jeho zeny.
Williamsovo popuzeni je podané jako smés upfimnosti a mirného
zveliCovani, jaké slySite od muzl, kdyz u holice mluvi o svych
zenach, a konéi jednim z Williamsovych nejudernéj$ich verst:
wZatracene, co chees, abych vlastné udeélal?*

Just Waitin’ je rafinovana skladba o tom, jak v pfirod¢ vSechno na
néco nebo nékoho ¢eka —a vSe vyusti krasnou pointou: ,,Vcelky cekaji
na kvétinky, a kvetinko, ja cekam jen na tebe.” Hadam, ze Audrey
nechala Hanka ¢ekat alespon tak dlouho, aby napsal tuto pisen.

Everythings Okay je legra¢ni lamentace (pokud mate radi ¢erny
humor — ne vSichni Ameri¢ani mu holduji): rodina je nemocna,
kravy nedoji, slepice nesnaseji, prasata zdechla, vcely opustily 1l,
dim se rozpada, musi se splatit hypotéka, ale nejsou penize, ma se
nastéhovat tchyné¢... a to neni zdaleka vse. Pisen kon¢i opakovanym
verSem: Ale porad jeste Zijeme, takzZe vsechno je v poradku!

Zbylé skladby nejsou tak zajimavé co do textu ani hudebniho
doprovodu. Rose obcas piidava kostelni varhany, aby zdtraznil, Ze
jde o kazéani. Too Many Parties and Too Many Pals je pisen z 20. let
minulého stoleti (slozili ji Billy Rose, Mort Dixon, Ray Henderson)
o padlé zené. Mluvéim je zde jizansky pravnik, jenz zada
porotu, aby omilostnila prostitutku, jelikoZ ji takto zkazili muzi.
Nakonec se dozviddme, ze Zena je dcera onoho pravnika. Pisent
je jist¢ sentimentalni, jenze Williamsovo podani je tak naléhavé
a presveédcivé, ze by mohl klidné hrat jednu ze stereotypnich
hollywoodskych roli — ,,vyfeéného jizanského pravnika®, jaky je
k vidéni napt. ve filmu Jako zabit ptacka (1962). (Ve skute¢nosti
mél Williams uzavienou smlouvu s filmovym studiem MGM, ale
k nataceni nikdy nedoslo.)

Be Careful of Stones That You Throw ptinasi téma Skodlivych
pomluv, a jak se k vam mohou vratit a suzovat vas. Je to kruta
povidacka o kruté zené, jez se velmi zmylila ve své sousedce,
a napsal ji Bonnie Doddova. Skladba Pictures from Life’s Other
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Side je pripominkou toho, Ze ti, jimiz opovrhujeme — gambler,
prostitutka —, byli kdysi stejni jako my. I Dreamed About Mama
Last Night je pokus Freda Rosea o kompozici ve stylu Hanka
Williamse, avSak postradd jeho poetiku. Piesto pokazdé, kdyz
Williams fekne slovo ,,mama® ¢i ,,matka®, jeho hlas je plny ucty
a smutku. Beyond the Sunset je spojenim basné Should You Go First
od Alberta Rowswella a chvalozpévu Beyond the Sunset — oboji
o predCasném umrti. Je sice pravda, Ze to neni namét na hit, ale
dokonale zapada do zivého vystoupeni, kdy obecenstvo mlize na
chvili pfemyslet o zavaznych vécech v zivoté.

Williamsovi téméft selhava hlas, kdyz recituje text The Funeral
o smrti ¢ernos$ského chlapce. Tato skladba je nechvalné znama
kvuli rasistickym obratim pfi fyzickém popisu ¢ernochti — coz
v t€ dobé bohuzel nebylo neobvyklé. Text nenapsal Williams, jde
o0 basent od Willa Carletona? — to ale Williamse v zadném piipadé
neomlouva —, av8ak navzdory rasovym stereotypim skladba
sympatizuje s americkymi ¢ernochy. Podle svédkt Williams po
jejim nahrani ve studiu propukl v plac. (Kvili své precitlivélosti,
nikoli trapnym obrattim.)

Skladba No, No Joe je jednou z anomalii: vySla v roce 1950
na stran€ B singlu Help Me Understand, av$ak nedostala se na
puvodni vydani LP, zfejmé proto, Ze text, ktery napsal Fred Rose,
je sice na prvni pohled protistalinisticky, ale lze jej také chapat
tak, ze mifi proti senatoru Josephu McCarthymu, hlavnimu
americkému antikomunistovi té doby — a jelikoz vydani LP musela
schvalit Hankova svarliva vdova Audrey Williamsova, nejspiSe
méla za to, ze Rose Williamse né€cim oklamal, aby natocil takto
dvojznacnou skladbu.

Dalsi anomalii je Ramblin’ Man, jedna z mala Williamsovych
skladeb v mollové stupnici. Je to néco mezi recitaci a opravdovou

2. Will Carleton (1845-1912) — nezaménovat s irskym spisovatelem Williamem
Carletonem (1794-1868) — byl americky basnik z Michiganu, jenz psal basné s venkov-
skymi a rodinnymi tématy. Ve své dobé se objevoval v mnoha sbornicich, avsak jeho
basné neustaly zkousku ¢asem — v dobé, kdy zil Williams, byl jiz pozapomenuty; a dnes
je zapomenuty zcela.
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pisni, o niz si Rose zfejmé& myslel, ze je pfili§ temna, aby mohla
byt vydana jako pisenn Hanka Williamse. Po jeho smrti v§ak vysla
znovu jako Williamstv singl a byla komer¢né Gspésna, ¢imz podle
v§eho napomohla prodeji alba.

Odkaz

Gram Parsons (1946-1973),® povazovany za vynalezce Zanru
country-rock, vydal s kapelou The Flying Burrito Brothers
jakousi ,,poctu” Tulaku Lukeovi. Jde o posledni skladbu na
jejich legendarnim prvnim albu The Gilded Palace of Sin (1969)
s nazvem Hippie Boy. Jedna se o neskryvanou narazku na
Williamsovu smutné znamou pisen The Funeral, avsak namisto
mrtvého ¢ernoSského chlapce se v ni chvalofeci dalsi vyvrzenec —
mrtvy hipik. Skladba nahrana v dobé& vrcholici valky ve Vietnamu,
mirovych protestli a rasovych nepokojlii svym vlastnim zptsobem
navazuje na The Funeral a poukazuje na naprostou zbytecnost
smrti kteréhokoli mladého ¢lovéka.*

Znama je téz piseit The Ride od Davida Allana Coea (* 1939)
— recitace ve stylu Tuldka Lukea o tom, jak tidi¢ nabere stopate,
jehoz jméno je Hank. Luke the Drifter se zde propojuje s Hankem
Williamsem a Hanktiv duch poté se zndmou povidackou o ,,mize-
jicim stopafi“ a nejen diky tomu se z této skladby stala countryova
klasika. Coe také natoCil album nazvané The Ghost of Hank
Williams (King Records, 1997), jez obsahuje dvé cover verze pisni,
jez Williams vydal jako Luke the Drifter.

John Prine (1946-2020) — Luke the Drifter mél na tohoto
vynikajiciho pisnickafe obrovsky vliv. Prine natocil na své album
duetti verzi skladby Just Waitin’, v niz sice zpiva sdm, ale nam
pfipada, jako kdyby s nim Hanktv duch stal u jednoho mikrofonu.

w

. Parsons zemfel v jest€¢ mlad$im véku nez Williams — bylo mu pouhych dvacet Sest let.
4. Jako skladatel je Parsons povazovana za Hankova duchovniho syna. Na obleku od
modniho navrhaie Nudieho Cohna, ktery ma Parsons na sobé na obalu uvedeného alba,
jsou vysité nahé Zeny, kvéty maku, konopné listy a amfetaminové pilulky, coz bylo
v té dob¢€ vnimano jako svého druhu ,,parodie* na obleky Hanka Williamse od stejného
navrhare, na nichz mél vysité noty — jenze Parsons jako hudebnik podle v§eho veédél
o Williamsovych kratochvilich to, co dnes vime i my: jeho oblek 1ze tedy pfihodnéji
povazovat za dalsi poctu Williamsovi.
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Prine pozdé&ji prohlasil: ,,Jeho recitace jsem miloval jesté driv, nez
Jsem se naucil hrat na kytaru. Muj otec byl Hankiiv velky fanousek,
a jednim z ditvodu, proc jsem se ve ctrndcti naucil hrat na kytaru,
bylo, abych mohl pobavit tatu a dokdzat mu, Ze svedu zazpivat
pisné, které miloval. A diky tomu jsem sam zacal skladat hudbu.*
(Dauphin 2016)

Bob Dylan (* 1941) — vySe uvedeny ,zidovsky chlapec
— v poznamkach ke svému kompilaénimu box setu Biograph
(Columbia, 1985) uvedl: ,,Nic neni nové. [...] Ani rapové desky.
Mam je rad, ale neni to nic nového, tohle uz jsme slyseli tolikrat.
[...] Luke the Drifter, to jsou pro mé rapové nahravky, at uz jde
o koncept, inteligenci a hru se slovy.” (Crowe 1985) Pozd¢ji se
Dylan rozepsal o Williamsovi a Lukeovi v knize Kroniky: Dil prvni:
~Jeho gramodesku Luke the Drifter jsem uplné ohrdl. Je to deska,
kde zpivd o riiznych podobenstvich, o Kristovu kazani na hore.
Mohl jsem to poslouchat od rdana do vecera, snit a absolutné pritom
verit v lidskou laskavost. Kdyz slysim Hankuv hlas, vsechno kolem
mé se zastavi. [...] Casem jsem si zac¢al uvédomovat, Ze Hankovy
nahravky jsou perfektnim prikladem vsech zasad, kterych se c¢lovek
musi drzet pri psani poetickych pisnicek.* (Dylan 2004: 96)

Kromé velebeni Williamsova skladatelského umu zde ¢lovek
ziskava dojem, ze se Dylan mozna chystal pronaset sva vlastni
Blahoslavenstvi — néco jako promluvy pied koncerty béhem let,
kdy zazil své duchovni ,,znovuzrozeni‘?

Dylan také pouzival nejedno alter ego — véetné Boba Dylana!
AvSak stejnou cestou jako Luke the Drifter se vydali dal$i umélei, jiz
nahrali rizna alba v riiznych stylech, napt. David Johansen/Buster
Poindexter; Marshall Mathers/Eminem/Slim Shady; Parliament/
Funkadelic apod.

Za zhlédnuti také stoji youtuber BillyYouSoCrazy, ktery zivé
vysild své reakce na pisné, jeZ mu zasilaji jeho fanousci. Jeden
z nich mu poslal skladbu Be Careful of Stones That You Throw.
Muizete sledovat, jako se tento mlady Cernoch z 21. stoleti nejprve
pisni brani, avSak Lukeovo kazani si jej nakonec ziskad a dostane
pozitivni hodnoceni. Je to neuvéfitelny pohled: pouliéni muzikant
si ziska kolemjdouciho téméf sedmdesat let po své smrti. Jsou si tak
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vzdaleni, a pfece je nakonec spoji posvatna jednota mezi kazatelem
a jeho stadem, mezi umélcem a publikem.

V roce 2006 nasla uklizecka budovy Sony Records mezi odpadky
zapisnik Hanka Williamse s texty, na kterych pracoval pfed svou
smrti. Obsahoval nedokoncené texty k pisnim, jez spole¢nost Sony
predala Bobu Dylanovi, aby je dokon¢il. Dylan oslovil dalsi umélce
a vysledkem je album The Lost Notebooks of Hank Williams
(Egyptian, 2011) s dvanacti skladbami, s Gictou nato¢ené v riznych
stylech, jez Williams hral. Zvukovy nosi¢ viele doporucuji — pisen
The Sermon on the Mount, kterou stvotil Merle Haggard, mi pfijde
jako od Lukea, ackoli se v ni zpiva.

Gram Parsons, jenz mél s nahravacimi spole¢nostmi a producenty
desek spory ohledné Zanru, ktery hral, jednou prohlasil: ,,Nalepku
country rock nemam rdd. Vyristal jsem na Jihu a nikdy jsem
nerozlisoval mezi cernosskou gospelovou hudbou a country — pro
mé to byla prosté hudba. Poznal jsem rozdil ve zvuku a taky rozdil
v tom, jak kterou pisen hrat. Mé naucili hrat cernosi. Ale nikdy
Jjsem si neuvédomoval, Ze tomuhle se rika gospel a tamtomu zase
rhythm and blues — nebo blues and rhythm, jak to nazyvali diiv —
a tohle Ze je zase country, a ja nikdy nepronikl do toho, co viastné
nalepka znamena country rock — prosté mi to nedavalo smysl. Ja
prosté rikam, Ze to je hudba, a ta je bud dobrd, nebo sSpatna, bud’
se vam libi, anebo ne.“ (Parsons, 2006) Parsons také daval prednost
zivému hrani pfed studiovymi nahravkami.

Pokud chcete Hanka slyset tak, jak si to on sam pial — kdyz mluvi
vlastnim dialektem a micha rtizné Zanry ptesné jako Luke the Drifter,
poslechnéte si zivé nahravky, naptiklad The Complete Health &
Happiness Recordings, které z hudebniho hlediska obsahuji od
vseho trochu (dokonce i slecnu Audrey — mizete zde slySet muzu,
ktera mu ptinesla tolik starosti). Existuji dal$i Zivé radiové nahravky,
jako je tfeba zdznam Mothers Best Flour Show, soucést sady
CD The Complete Mother's Best Recordings... Plus! (Time-Life,
2010) ¢i The Garden Spot Programs (Omnivore Recordings, 2014).

Recitace pod prezdivkou Luke the Drifter jsou Williamsova
nejosobnéjsi dila, ktera prednasel a nahraval proti vili nahravaci
spole¢nosti i vlastniho producenta. Dnes si lze Hankovo dédictvi
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jen stézi predstavit bez téchto zaznamti mluveného slova, v nichz
se nejvice priblizil lidové hudbé: bez nich bychom nikdy nebyli
schopni ,,poznat* muze, ktery stal za v§i tou hudbou.

P. S.: Na rozdil od Hanka Shakespeare nikdy neziskal Pulitzerovu
cenu (2010) ani se nestal ¢lenem Siné slavy countryové hudby
(1961), Sin¢ slavy autort pisni (1970), Rockové sing slavy (1987)
a Hudebni siné slavy americkych Indiant (1999)!

(preklad Radim Zetka)
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Luke the Drifter: Hank Williams’ Spoken Word Alter Ego

American country superstar Hank Williams (1923-1953) also released spoken word
records under the name of ‘Luke the Drifter’. The topics ranged from homespun philosophy
(“Just Waitin’”) to maudlin cants (“Men with Broken Hearts”), sermons warning against
the dangers of drinking (“I’ve Been Down That Road Before™), even to politics (the anti-
Stalin piece “No, No, Joe”). Williams’ ‘Luke the Drifter’ recitations are the most personal
works by Williams, performed and recorded against the wishes of his record company and
own producer, hence the creation ‘Luke the Drifter’. Bob Dylan, Gram Parsons, John Prine,
and David Allan Coe are among the singer-songwriters who were influenced by the ‘Luke
the Drifter’ recordings, in which Williams’ legendary voice is given free reign to employ
the full range of his vocal powers as an orator: to persuade, condemn, preach, mock, and
eulogize. It is hard to imagine Hank’s legacy without these spoken word texts, the closest
thing he came to folk music; without them, we never would have gotten to “know” the man
behind the music.

Key words: Hank Williams; Luke the Drifter; spoken word; talking blues; Gram Parsons.
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TAJEMSTVI PISNOVYCH TEXTU BILLA MONROEA
Irena Pribylova

Americky mandolinista, zpévak a skladatel William Smith
Monroe (1911-1996) zazil skoro celé 20. stoleti. V hudebnim
svété je znamy jako Bill Monroe, ,,otec bluegrassu®,' zakladatel
hudebniho stylu, ktery kombinuje prvky americké venkovské
apopularni hudby a odkazuje k lidovym hudebnim tradicim anglicky
mluviciho obyvatelstva. V bluegrassu Monroe genidln¢ spojil do
té doby samostatn¢ produkovanou instrumentalni a vokalni slozku
venkovské hudby.

Rekne-li se ,Monroeovy skladby“, mluvéi obvykle zahrnuje
veskery repertoar, ktery mél Monroe v kapele Blue Grass Boys.
Ne vzdy je vSak Monroe autorem. Nejcastéji je interpretem,
ktery ptevzaté skladbé wvtiskl typickou a jedine¢nou podobu,
Casto je autorem melodie a teprve v dalSim sledu je i autorem
textu. Identifikaci Monrea jako textafe znesnadfhuje mnozstvi
pseudonymti, které umélec pii uplatnovani autorskych prav
uplatiioval. Pfi hledani jeho textafského rukopisu jsem prosla
stovky nahravek, jak komerénich (z vlastni sbirky), tak terénnich?.
Co se tyka zpévniki, existuji ziejmé¢ jen dva kratoucké oficialni
s Monroeovym repertodrem.> Vybrané pisné lze také nalézt ve

1. Zivotu a dilu Billa Monroea jsem se vénovala na kolokviu v Naméti nad Oslavou v roce
2011. Viz Ptibylova, Irena 2011: ,,Slysi§ mé volani? Cesta za vizi, ktera zacala v osadé Rosine
v Kentucky*. In: Pfibylova, Irena — Uhlikové, Lucie (eds.): Od folkloru k world music. Cesty
za vizi. Namest' nad Oslavou: Méstské kulturni stfedisko, s. 94—104. Dostupné z: <https://
www.folkoveprazdniny.cz/kolokvium-2011>. Zakladni vyzkum k tématu byl umoznén
diky Fulbrightovu grantu ¢. 33717 v letech 1993—-1994. Bluegrassu jsem se vénovala pii
opakovanych navstévach USA i jako ¢lenka Mezinarodni bluegrassové asociace.

2. Terénni nahravky jsou fyzicky dostupné v Archivu tradi¢ni hudby, Indiana University,
Bloomington, IN, USA.

3. Pisné¢ z Monroeova repertoaru pro rozhlasovy pofad Grand Ole Opry s nazvem Bill
Monroe’s WSM Grand Ole Opry Songs vysly ve dvou témér stejnych sesitech, rozliSenych
jako Folio No. 1 (1947) a Folio No. 2 (1953) (New York: Peer International), dalsi je
Bill Monroe's Country Bluegrass Songs (1950), pficemz nové vydavatelstvi Bill Monroe
Music Inc. spolupracovalo na publikaci se zavedenym vydavatelem Hill and Range
Songs, Inc. V obou piipadech obsahuji zpévniky i n€kolik pisni od jinych autort.
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Skolach hry na mandolinu.* Dnes, v dobé rozmachu internetu,
nachazime Monroeovy neautorizované texty hlavné na webovych
strankach japonskych a némeckych fanouski.

Bill Monroe slozil vétSinu svych pisni ve 40. a 50. letech 20. stoleti,
tvotil vSak po cely zivot. Mezi dobou vzniku pisné a jeji komercni
nahravkou existuje Casto nékolikalety rozdil. Pracovala jsem
vzdy s prvni komeréné dostupnou nahravkou dané pisné.’ Ve
vysledku jsem analyze podrobila nahravky vSech jednaSedesat
textll podepsanych Monroem nebo jeho pseudonymem a dvaatficet
textll, u nichz byl Monroe drzitelem autorskych prav, nikoliv v§ak
autorem® (srov. Pfibylova 2002). Vice nez polovinu autorského
vzorku tvori pisné svétské (celkem triaCtyficet zkoumanych texti),
zbytek tvori texty duchovnich pisni.

Témata pisni

V uvodech k hudebnim pfiruckam, v komentafich k diskografii
¢i v kniznich vzpominkach na Monroetiv zivot se jejich autofi
obvykle zaméfuji na to, kdy a za jakych okolnosti pisen vznikla ¢i
byla natoc¢ena. Jednim z nemnoha badateltl, ktefi se zabyvali také
analyzou Monroeovych skladeb, byl Robert Cantwell. Jeho kniha
Bluegrass Breakdown: The Making of the Old Southern Sound se
dockala n¢kolika vydani (1984, 1992, 2002). V kapitole o procesu
tvorby a hudebni krajin¢ bluegrassu (Cantwell: 1992: 226-248) si
tento autor v§ima tvorby pisni z textového a melodického hlediska
zaroven. Vénuje se baladam a lidovym pisnim, skladbam z repertoaru
riznych interpretd. Pisné z Monroeova repertoaru charakterizuje
jako ,,Monroeovy skladby*, pfi¢emz ani v ukdzkovych analyzach
neni Monroe autorem pokazdé. Slozeni Monroeova repertoaru vidi

4. Skoly hry na mandolinu s ukizkami Monroeova repertoéru vychazeji od 70. let 20. stoleti
(napt. Jack Tottle, 1975, Bluegrass Mandolin (Music Sales America/Oak Publications).
Prirucka vysla v nékolika reedicich.

5. Odkazy na prvni data nahravek v mém textu pochazeji ze zdroju Humprey 1992;
Rosenberg 1974; Rosenberg — Wolfe 1989, 1991; Wolfe — Rosenberg 1994. Odkazy jen
na letopocet odpovidaji vydani CD.

6. Korektury textl — co se tyka pravosti slySeného — laskavé provedl Tom Ewing (*1949)
Monroetv zpévak, kytarista a pozdgjsi Zivotopisec.
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Cantwell takto: ,, Lidové pisné, pisné lasky a zrady, narky nad smrti,
roz¢arovani nebo ztratou, nostalgické nebo sentimentalni pisne,
Jjimiz by se snad dalo Fikat pisné idylickeé, gospely a lidové piivodni
instrumentalni skladby. “ (Cantwell 1992: 232).”

Sbornik The American South: Portrait of a Culture (Rubin 1991)
nabizi cely rejstiik témat, ktera patii k tzv. americkému Jihu. Zname
je ostatné z mnoha countryovych a bluegrassovych pisni. Monroe
je divérné znal, ptesto se jim jako autor textli nevénoval: jizanska
strava, jizanskd politika, Indidni (najdeme vSak takto tematizované
Monroeovy instrumentalni kusy) nebo ¢ernosi® (v repertoaru mél
ale Monroe n¢kolik plivodné afroamerickych balad a spiritudli).
Textafe Monroea nezajima velkd historie, nepopisuje, jak Jizané
s oblibou travi volny ¢as (lovem medvéda ¢i sumecil), nezminuje se
ani o bojovych kohoutech, které sam choval (ale v pisnicce I'm On
My Way to the Old Home /3. 2. 1950/ zpiva o honu na lisku). Z jeho
textll nezazniva zaddné okouzleni autem. NepiSe o dalSich lidech
z branze country music, vynechdva témata z literatury, nepise
o tabaku a alkoholu, mésté a tovarnach, o technice viibec. A nepise
ani o nasili. Balady o zlo¢inech Bill Monroe nepsal a ani v pfevzatém
repertoaru zadnou takovou baladu nezpopularizoval. Tvrda jizanska
nabozenska vychova mu nedovolovala se ke kontroverznim
tématim jako zlo€in, alkohol, sex, politika vyjadfovat. Vice nez
u jeho nasledovnikl u Monroea plati, Ze bluegrass je Cista (nevinna)
zabava pro celou rodinu.

Cecilia Tichi, n¢kdejsi feditelka programu americkych studii na
Vanderbiltové univerzité, se ve své knize High Lonesome (Tichi
1994) vénuje témattim, kterd nachazi v tvorbé amerického lidu.
Vychazi z premisy, ze zem rovnd se narod (country = nation).
Komentuje také texty pisni countryové hudby. K né¢kolika tématim

7. Historik Charles Wolfe analyzoval Monroetv repertoar z let 1950-1958 na znacce
Decca. Autobiografické pisné a gospely tvofily kazdy po ctvrtiné nahravek, celek
dopliiovaly pivodni instrumentalni, tradicni nebo tzv. old-time hudba, pievzaté skladby,
autorsky gospel a countryové pisné (Rosenberg — Wolfe 1989: 23).

8. Prvni vydani knihy vyslo v roce 1980. Afroameri¢aniim se zde fika Blacks nebo Black
folk. Tento uzus je zachovany i ve vydani z roku 1991.
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uvedenym v jeji knize ma Monroe velice blizko: domov, cesta,
putovani, osamélost. Monroe zacal psat vlastni texty az po tficitce.
Najdeme v nich odkazy na krajinu jeho détstvi — zvInénou jizanskou
vysocinu, praci na farmé, rodinu, zbozné osadniky pfi nedélnich
navstévach kostela, osifelé déti, sobotni tancovacky pod Sirym
nebem, cudné viktorianské vztahy mezi muzi a zenami a zlomena
srdce, pozdgji pribyly i odkazy na cesty po jednotlivych statech
USA. Prestoze mé¢l Monroe zkuSenosti i s jinym nez venkovskym
prostiedim a jinymi profesemi — jako mladik pracoval v naftarské
spolecnosti v primyslové oblasti — textatsky na né¢ nereagoval.

Neékdy v roce 1978 ¢i 1979, kdy byl Monroeovym banjistou
Butch Robins, se odehrala nasledujici scéna. Jednou v noci,
asi ve Ctyfi hodiny, kdyz kapela miftila na dalsi vystoupeni, byli
v autobuse vzhiru jen Monroe s Robinsem. Robins si hral tise
na banjo a Monroe se zminil o jedné své pisnic¢ce. Robins se ho
zeptal, jak ji napsal. Monroe se na Robinse podival pfes tlusta skla
svych bryli: ,,V zZivoté jsem nenapsal pisnicku.” ,Jak to myslite,
nenapsal, reagoval piekvapené Robins. ,,Vsechny pisnicky uz jsou
ve vzduchu,” tekl Monroe. ,,Proste se mi povedlo byt tim prvnim,
kdo si je pochyta.” (Smith 2001: 234)°

Jazyk a forma

Monroetv svét je idylicky a romanticky, klidny a pomaly. Mluvi
se v ném starobylym jazykem. V textech nachazime jednak obecnou
jizanskou americkou anglictinu, ale také regionalni anglictinu
z appalacské oblasti, jak ji definuje napi. Michael Montgomery
(1992: 37-39). Nejvyrazné€j$im rysem texti je archai¢nost: prefixy a-
(pozustatky jihobritské angli¢tiny). Pozoruhodny je také Monroetdv
vybér méné frekventovanych (starSich) slov a jeho inspirace jazykem
Bible a skotskych balad, tradovanych v Monroeové roding. Ke
starobylému razu textu prispiva casté pouziti aliterace. Dialektu
se Monroe viceméné zdafile vyhyba. V pisnich zachycenych
na zvukovych nosi¢ich méa jako zpévak bézné stopy jizanského
ptizvuku, v souladu s fonetickymi rysy jizanské americké anglictiny.

9. Pokud neni uvedeno jinak, vSechny pieklady z anglictiny do cestiny Irena Pribylova.
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Nesetkavame se s extrémy (polykani koncovek, prizvuk na tkor
srozumitelnosti), jaké jsou normou napfi. v nahravkach z 80. a 90. let
20. stoleti u rodilého Nashvillana banjisty Leroye Troye ¢i Rona
Thomase z Virginie z bluegrassové skupiny Dry Branch Fire Squad.
Nicméné s porozuménim Monroeova piizvuku mél problémy
i zvukar z jiného regionu USA."

Formaln¢ maji Monroeovy svétské i duchovni texty nejblize
k baladam z obdobi $palicku, tak, jak je uvadi Brunvand v knize
The Study of American Folklore (Brunvand 1986: 259-261).
Jednotlivé sloky maji nejCastéji ctyfi fadky a vyuzivaji stfidavy
rym (A, B, A, B). U Monroea najdeme také rymy pieryvané (A, B,
C, B), pripadn¢ sdruzené (AABB). (Zatimco délka jednotlivych
fadkt mize byt nepravidelna, hudba je vzdy pravidelna.) Ctyiversi
obvykle dopliuje refrén. V Monroeovych textech najdeme
1 opakovani, tak typické pro balady, dramatické posuny a praci
s dialogy.

Emoce
rysem neosobni pristup, Monroe vyuziva pravé opacné prostiedky:
pracuje s emocemi, zdUraziluje osobni zazitky a osobni pfistup.
V tom se podle mne stava vysostnym romantikem, tak jak o ném
mluvi Robert Spiller v knize The Cycle of American Literature:
wZakladem romantismu je schopnost divit se a reagovat. Pri
hledani vyznamu znamého se lidsky duch dotykd neznamého, ve
snaze porozumet soucasnosti se diva do minulosti i budoucnosti.
Vira a nadéje vedou k pozitivnimu romantismu, strach a pochyby
k romantismu negativnimu,; kdyz zklame rozum a autorita, ma
clovek moznost uniku do Sirsiho okruhu emoci, které patri vzdy jen
Jemu.“ (Spiller: 1967: 22) Jak typické pro Monroea!

Naklonnost k romantické atmosféie ziskal Monroe ziejmé
neuvédoméle z prostfedi, v némz vyrastal, z jemu dostupné

10. ,,Nerozumim mu ani slovo,” nechal se slySet zvukaf, ktery zastupoval nepfitomného
kolegu pfi nahravani v roce 1950. Hodinu a pul tocil jednu pisnicku a stale nebyl
spokojen. Produkéni mu potom poradil, at’ se zamé&fi na celkovy zvuk kapely a nefesi
ptizvuk solisty (Rosenberg — Wolfe 1989: 14).
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literatury psané i oralni (balad ¢i kostelnich zpévl). Védomé
kopirovani témat, jazyka a umeéleckych metod 19. stoleti u néj
nelze hledat. Nasledujici ukazku (z romanu Dobrodruzstvi
Hucka Finna) s nejvétsi pravdépodobnosti vitbec neznal,'! kromé
jiného vzhledem k nuznym ekonomickym a socialnim rodinnym
pomérum. Mark Twain napsal Hucktv pribéh realistickym stylem,
ale zaroven si dé¢lal legraci z predchoziho romantického obdobi,
které holdovalo strasidliim a tajemnu: ,,Potom jsem si sedl na zidli
u okna a snazil jsem se myslet na néco veselého, ale neslo mi to.
Pripadal jsem si tak opusteny, Ze jsem si pral byt mrtvy. Hvézdy
svitily a v lese Selestilo listi opravdu strasidelné; slysel jsem sovu,
ktera kdesi daleko hou-hou-houkala nad nékym umrlym, a sycka
a psa, kteri narikali pro nékoho, kdo mél umrit. A vitr mi chtél
cosi poSeptat, a ja ne a ne rozumét, co vikd, a tak mi zacal mrdz
béhat po zadech.” (Twain 1965: 11). Duch romantické literatury se
(navzdory Twainovi) udrzel v popularni lidové Cetb€ a pisnich a jak
je ziejmé, podobny vybér slov stal béznou soucasti Monroeova
textaiského slovniku. V ¢eské verzi neni ukazka tak ,,monroeovska“
jako v angli¢tiné (piekladatel napi. vynechal no¢niho ptaka lelka'?,
pro pottebny efekt mu v ¢estiné stacil sycek a pes). Presto klicova
(podtrzend) slova textu najdeme v fadé Monroeovych pisni, napf.
Blue Moon of Kentucky (16. 9. 1946), The Bluest Man in Town
(1987), The First Whipporwill (6. 7. 1951), I'm on My Way to the
Old Home (3. 2. 1950), Sitting Alone in the Moonlight (19. 1. 1954),
In the Pines (18. 7. 1952), Walls of Time (14. 11. 1968).

Smyslové vnimani

V ramci danych témat, jizanského jazyka, baladické struktury
a romantického pfistupu ma vSak Monroe naprosto osobité vnima-
ni svéta. Jeho texty bohat¢ nasyti posluchacovy smysly. Na sluch

11. Monroe pochazel z chudé horalské rodiny, nejmladsi z osmi déti, od deseti let
pracoval na poli, ve dvanacti letech vysel skolu a zivil se praci. Protoze v détstvi $ilhal
aproblémy s o¢ima mél cely zivot, daval pfednost slySenému slovu, ne tisténému textu.
Z rozhovori s jeho muzikanty vim, Ze pokud Monroe na cestach néco Cetl, tak to byly
inzeraty v novinach pro zemédélce.

12. Lelek americky, anglicky whippoorwill, noéni ptak, o jehoz kiiku se véfi, ze vesti
nestésti, zejména na Jihu (Peprnik 1982: 555).
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pusobi pfiznivé Monroeollv vybér slov se zvukomalebnymi
hlaskami. Napt. ,,r*, ,,1*, ,,n“ a spojujici ,,0° v nékolika podobach
v jediném tadku — lord, road, rocky, won t, long (Rocky Road Blues
/13. 1. 1945/). Zrak dostava v Monroeovych textech véci jasné
a zafici, hmat mékké, chut’ sladké (ptestoze nikdy nejde o jidlo).
»Sladkost a svétlo (sweetnest and light) romantismu, k nimz se napf.
basnik Matthew Arnold"?® propracoval studiem feckych filozofi,
prichazeji k Billu Monroeovi, absolventovi venkovské jednotiidky,
ziejmé ,,ze vzduchu®. Ze smysli je vynechan jediné Cich.

Monroe vyuziva také bohatou zasobu nejrtiznéjSich tvodnich
frazi vyvoléavajicich zaroven piedstavy mista a pohybu: pétadvacet
ze zkoumanych textl ma v textovém incipitu sloky nebo refrénu
prislovce typu away, down, up along, far away, down below nebo
prislovecné urCeni mista a Casu, napt. Up along the Ohio River,
Cross the plains and the dessert/down the sunset trail; The home
above so far away; Somewhere down the line; Back in the days of
my childhood. Také Monroeova zasoba sloves vyjadiujicich pohyb
je bohata — vedle obycejného go/went slySime travel, ramble, roam,
run, guide, head, return, cross, stray haunt, linger, stroll, journey,
leave, walk, waltz, drift, vanish, flow, part hang around, pull out,
roll by, get down, gather around, wind up, go back."

Monroetiv popis €asu nema piesné urceni, pfipomind spi§
machnuti Sté€tcem, Smouhu, vlnu. Dozvime se zhruba denni ¢i ro¢ni
obdobi, ¢asto z nepiimého popisu. Jako by ndm Monroe na nasi
otazku — Kdy se to stalo? — odpovidal prastarou hadankou: When
the golden leaves begin to fall. This morning along about daybreak.
On a moonlight night. Late in the evening about sundown. Pomoci
personifikace Monroe ozivuje i nehybné véci. Spojenim téchto
prosttedkt do jedné pisné navodi predstavu uzasné zivosti,
plasti¢nosti a vicerozmérnosti (napt. Uncle Pen /15. 10. 1951/
Ci Walls of Time /14. 11. 1968/). Dynamiky'> dosahuje Monroe

13. Matthew Arnold (1822-1888), anglicky basnik, esejista a kulturni kritik.

14. Textové ukazky nechavam bez prekladu do cestiny, vzhledem k tomu, Ze anglictina je
v nasem Skolstvi uz vice nez tficet let povinnym cizim jazykem.

15. Na podiu pracoval Monroe i s hlasovou dynamikou, tradi¢ni pisen ,, Wayfaring Stranger*
napf. s oblibou podaval téméf Septem.
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také pouzivanim opozit v jedné frazi (sunshine-snow, young-old,
scream-sigh, Satan-God apod.).

Monroeitv smyslové vydatny svét v pohybu se ponejvice toci
kolem léasky, at uz duchovni, ¢i svétské. Také zde se Monroe
ukazuje jako mistr vybéru slov, napadity a neopakujici se.
Naptiklad misto obycéejné girl nebo baby (tento vyraz nepouziva
starosvétsky Monroe pro osloveni dospélé Zeny nikdy) fika svym
pistovym hrdinkam darling’, darling’ girl, little darling’, little
angel, dear, sweetheart, beauty, maiden, precious one, my sweet
memory, my sweet blue-eyed darling, dear and sweet as honey, my
sweetheart of the mountains, the sweetest thing in the world, my
rose of Kentucky, my Georgia girl, my Louisiana love. Monroeovy
texty o svétské lasce jsou obvykle v romantickém duchu — hrdina
na divku mysli, slibuje ji lasku do stafi, do smrti nebo az za hrob,
zaslibi se ji v détstvi, vefi jejimu slovu. Zvrat nastava, kdyz hrdina
odjizdi a potom se vraci. Ze sladké a milé divky je nahle bud’ obét’,
nebo proradnice — a za v§e muze jiny muz.

Monroe jako textaf je mistr rozchodd. Ve zkoumaném vzorku
jsem nasla Ctyfiadvacet pisni o zlomenych srdcich a Monroe se
nikdy neopakuje. Pracuje s city, smysly, barvami, ¢asem, ro¢nimi
obdobimi, kulisami venkovského a horského zivota. Do stfedu
déni stavi sebe. Je obvykle pasivnim hrdinou, véci se mu déji, ale
on je nezpusobil. Vybirdm nékolik kratkych ukazek: You 've gone
and you’'ve found another [...] your love'’s grown cold (All about
Daybreak, 28. 10. 1947), The one that'’s gone and proved untrue
[...] gone and left me blue (Blue Moon of Kentucky, 16. 9. 1946);
I was the boy that was lucky/but it all ended too soon (Kentucky
Waltz, 13. 2. 1945); Memories of you, sweet heart, still haunt me/
every time I hear your name, I almost cry [...] we let other people
tear us apart (Memories of You, 3. 2. 1950); You don't love me
anymore, my darling / I'm just a used to be to you (Used to Be,
16. 9. 1955). Literarni védec Doug Green (jinak ¢len western-
swingové skupiny Riders in the Sky) vidi mezi konkrétnimi tématy

16. Rozhovor s autorkou 12. 9. 1995 v Nashvillu.
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a hudebnimi zanry jistou spojitost: ,,Bluegrass zpiva o zlomenych
srdcich, western-swing o rozlehlych planich Zapadu.*“'* Monroeovy
vynalézavé popisy jinak stereotypni situace by mohly inspirovat
potencionalni bluegrassové textare, pfipadné rehabilitovat posta-
veni bluegrassové milostné pisné v o¢ich vefejnosti.

Strohost

Vidime-li Monroeovy texty pied sebou na papiru ¢i obrazovce,
musime potvrdit, Ze jejich autor je mistr zkratky a hutnosti. Vse
podstatné dokaze zachytit nékolika slovy — obvykle v prvnich
dvou tadcich verze ¢i refrénu. Pfimo ukazkovou esenci romantiky
nabizi napt. fraze Sitting alone in the moonlight / Thinking
of the days gone by (19. 1. 1954). Ptibéhy plné citu, pohybu,
smyslovych vjemd, dynamické, dramatické, s zivou atmosférou,
za pouziti starobylého a vzneSeného jazyka vtéli Monroe do osmi
radka verze a ¢tyf fadku refrénu. Tato strohost ma také davod
a prakticky vyznam. Jednak se texty lépe pamatuji (kvtli o¢ni
vadé se Monroe ucil pisné zpaméti uz v mladi v kostele), zaroven
odpovidaji melodické struktuie tradi¢niho bluegrassu a umoznuji
odpovidajici instrumentalni vstupy. Zatimco mnozi ¢lenové Blue
Grass Boys vzpominaji na to, jak je ,,boss* — jak mu piezdivali
— ucil novou pisent nekoneénym obehravanim melodie ¢i fraze
(viz Rooney 1991), Tom Ewing doddva, ze Monroe si svoje texty
zapisoval.'® Sbirka vlastnich texti ho vSak asi nezajimala, stejné
jako ho udajn¢ nezajimaly konkrétni vylisky desek, které natocil.

Originalita a vlastnictvi

Monroetiv repertoar s kapelou Blue Grass Boys obsahoval
stovky skladeb, pivodnich i pfevzatych. Mizeme namitnout, ze
Monroe nebyl vzdy origindlni. Obcas koupil autorska prava nové
pisné a s pivodnimi autory fesil sporné otazky u soudu, nékteré
staré pisn¢ zapomenutych autord si upravil a pracoval s nimi jako

17. .,V mésicnim svétle sedim sam / myslim na dny, co uz jsou pryc¢.© Tato Givodni fraze je
zaroven nazvem pisné.
18. E-mailova komunikace autorky s Tomem Ewingem ze dne 30. 1. 2004.
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s vlastnimi, jiné pisn¢ jen nacrtl (dva fadky, refrén) a nechal je
dopsat ve svém stylu ¢leny své kapely — presto se da z jazykového
rozboru poznat, co psal on a co psali oni. Monroeova ,,8kola“ ¢i
»dilna® méla mezi roky 1938-1996 na dvé¢ stovky ptimych zaka,
tedy clenti jeho kapely Blue Grass Boys. Mnozi z nich sva u¢novska
l1éta u Monroea popsali — nejprve ¢asopisecky, po Monroeove smrti
i knizné.!” Bez ,,bosse*, bez ,,uCitele ¢i ,,mistra“ by zaci nebyli nic.
Byl to také Monroe, kdo urcoval, ktera ze stovek moznych pisni na
ptani posluchact zazni v zavéru kazdého koncertu.

Dodrzovani autorskych prav pii nahravani pisni a publikaci
textll je nejen dilezité, ale i slozité. Jde totiz o penize. Na dalsi
mozné vysvétleni toho, pro¢ neexistuje autorizovany zpévnik
Monroeovych pisni, mne ptivedla jedna prednaska na konferenci
countryové hudby na Mississippské statni univerzité v roce 1994.
Jedna z referujicich — Cecilia Tichi*® — mluvila o koloto¢i kolem
autorskych prav, ktery musela podstoupit pfed vydanim své knihy
High Lonesome (1994). Jednotlivé kapitoly jeji knihy ilustruji
vybrané fraze a véty z pisnovych textd country hudby, vyjimecné
jsou to celé sloky, nikdy celé pisné. Za texty uvedené v knize
autorka zaplatila [v tehdejSich cenach] zhruba 9 000 dolart.
Napft. prestizni nashvillské vydavatelstvi Acuff-Rose si uctovalo
40 dolarG za slovo, véetné the a and. Naproti tomu zpévacka
Emmylou Harris (* 1947) naopak poskytla autorska prava zdarma.
Podle Cecilie Tichi nemaji vydavatelé zadné tabulky a stanovuji
si cenu textl podle vlastniho uvazeni. Zajimavou debatu doplnil
literarni teoretik a historik Don Cusic, mj. editor sbirky textd
zpévaka a kytaristy Hanka Wiliamse (1923-1953). Cusic uved],
ze se pii vyjednavani o autorskych pravech nechava zastupovat
pravnikem. Necekaji na cenu od vydavatele, naopak sami vSem

19. Monroeovu zivotu se zasvécené vénuje jeho posledni kytarista Tom Ewing. Po napravé
novinaiskych omylt v knize The Bill Monroe Reader (2000) nasledoval vynikajici
svazek Bill Monroe. The Life and Music of the Blue Grass Man (2018).

20. Tichi, Cecilia: The High Cost of Country. Piispévek na 11. mezinarodni konferenci
countryové hudby, Mississippi State University, Meridian, Misssissippi, USA, 26. 4.
1994, plus nasledna debata.
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nabidnou pfedem jednotnou cenu 50 dolart za text. Pokud je text
uveden v zahlavi kapitoly, plati se vic.

Zavér

O bluegrassu se ve spojenych statech americkych tika, ze to
je hudba povznasejici, jez vam zlepsi naladu. V Ceskych zemich
se muzikanti z ostatnich hudebnich zanr divaji na bluegrassové
muzikanty obcas s despektem jako na ,,pidlikace” a zdtrazinuji
hlavné jejich rychlé prsty na hmatniku. Na bluegrassovych jam-
sessionech v mnoha zemich svéta, kam se bluegrass rozsifil,*!
zpivaji GCastnici automaticky ptivodni texty v anglic¢tiné. Krome
toho, ze je malokdy zajima, kdo je vlastn¢ autorem textu, ziidka
sloviim vénuji jen vice nez letmou pozornost; text byva dostatecné
rytmicky, rymovany, na prvni poslech jednoduchy, s chytlavym
refrénem... Jak jsme si ukazali v tomto pfispévku, stoji za to se
vybranym textim vénovat. Bill Monroe vtiskl svou vizi bluegrassu
nejen do hudby, ale i do slov. Jeho texty jsou — paradoxné — dosud
malo cenénym a neobjevenym tajemstvim bluegrassu.
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The Secret of Bill Monroe’s Song Lyrics

The paper focuses on a less explored area of bluegrass music: the song lyrics of Bill Monroe,
the founder of the genre. There are several reasons why a comprehensive authorized Bill
Monroe songbook has not been published. Although the main one might be copyright
money, the author suggests that Monroe as a lyrics writer has been relatively unrecognized
and less appreciated by the public than is deserved. In analysing his song lyrics, the author
deals with his topics, language, form, the use of emotions, and text austerity. She stresses
that Monroe’s song lyrics are rich in the vocabulary and of sensory imagery. In her opinion,
the high quality of Bill Monroe’s lyrics has so far been one of the best kept secrets of
bluegrass music.

Key words: Bluegrass music; Bill Monroe; textual analysis; song lyrics.

138
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Obdlka zivotopisu Billa Monroe autora Toma
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supplement to a set of albums produced
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Bill Monroe na festivalu Mezinarodni bluegrassové asociace v Owensboru, KY. Foto Irena
Pribylova 1989 / Bill Monroe at the International Bluegrass Music Association festival,
Owensboro, KY. Photo by Irena Pribylova 1989

Irena Pribylova v rozhovoru s Billem Monroem na festivalu Bean Blossom, IN (1994) /
Irena Pribylova in conversation with Bill Monroe at the Bean Blossom Festival, IN (1994)
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THE SECRET OF BILL MONROE’S SONG LYRICS
Irena Pribylova

American mandolinist, singer, and composer William Smith
Monroe (1911-1996) lived through most of the 20™ century.
He is known in the music world as Bill Monroe, the “Father of
Bluegrass”,! the founder of a musical style that combines elements
of rural American and popular music and draws on the folk music
traditions of the English-speaking population. In bluegrass music,
Monroe ingeniously combined what were then the separately
produced instrumental and vocal components of rural music.

When one says, “Monroe compositions,” the speaker usually
includes all the repertoire that Monroe had in the Blue Grass Boys.
However, Monroe was not always the author. Most often he was
a performer, who gave the adopted composition its typical and
unique form; often he was the author of the melody and only in the
next sequence was he the author of the lyrics. The identification of
Monroe as a lyricist is made difficult by the number of pseudonyms,
he used to claim copyright. In searching for his authorial style as
a writer of song lyrics, I went through hundreds of recordings,
both commercial (from my own collection) and field recordings.’
As far as songbooks are concerned, there are apparently only two
short official songbooks with Monroe’s repertoire.® Selected songs

1. I focused on the life and work of Bill Monroe at a colloquium in Namést’ nad Oslavou
in 2011. See Ptibylova, Irena. 2011. Can’t You Hear Me Callin’? or, The Vision Which
Started in Rosine, KY. In Od folkloru k world music. Cesty za vizi, edited by Irena
Piibylova and Lucie Uhlikova. Namést» nad Oslavou: Méstské kulturni stiedisko.
94-104. Available from: <https://www.folkoveprazdniny.cz/kolokvium-2011>. Basic
research on the topic was made possible by Fulbright Grant No. 33717 in 1993-1994.
I have been involved in bluegrass music research on repeated visits to the U.S. I also
was a member of the International Bluegrass Music Association then.

2. Field recordings are physically available at the Archives of Traditional Music, Indiana
University, Bloomington, IN, USA.

3. Songs from Monroe’s repertoire for the Grand Ole Opry radio show were published as
Bill Monroe’s WSM Grand Ole Opry Songs, and issued in two nearly identical
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can also be found in various mandolin instruction books.* These
days, in the age of the Internet, we find Monroe’s unauthorized texts
mostly on Japanese and German web fan sites.

Although Bill Monroe was a composer all his life, he wrote most
of his songs in the 1940s and 1950s. From the song’s creation and
its commercial release, there was often a gap of several years. In my
research, I worked with the first commercially available recording
of the song’. As a result, I analysed recordings of all sixty-one
lyrics attributed to Monroe or his pseudonym, and thirty-two other
lyrics, for which Monroe was the copyright holder but not the
author® (cf. Pribylova 2002). More than a half of Monroe’s original
compositions are secular songs (of forty-three examined texts); the
remainder of the sample is composed of religious (sacred) songs.

The themes of the songs

The authors of the music instruction books, of the comments
to the discography, or of book-length reminiscences of Monroe’s
life usually focus on when and under what circumstances the song
was written or recorded. One of the few scholars to have also
analysed Monroe’s songs is Robert Cantwell. His book Bluegrass
Breakdown: The Making of the Old Southern Sound has gone
through several editions (1984, 1992, 2002). In the chapter on
the process of creation and the musical landscape of bluegrass
(Cantwell: 1992: 226-248), the author explores song writing from

volumes, distinguished as Folio No. 1 (1947) and Folio No. 2 (1953) (New York: Peer
International), the other being Bill Monroes Country Bluegrass Songs (1950). There
the new Bill Monroe Music Inc. collaborated on the publication with the established
publisher Hill and Range Songs, Inc. In both cases, the songbooks also include several
songs by writers other than Monroe.

4. Mandolin schools with examples of Monroe’s repertoire have been published since
the 1970s, such as Jack Tottle, 1975, Bluegrass Mandolin (Music Sales America/Oak
Publications). The manual has been published in several reprints.

5. References to the original recording dates (MDY or DMY) in my text come from
Humphrey 1992; Rosenberg 1974; Rosenberg—Wolfe 1989, 1991; Wolfe—Rosenberg
1994. References to the year only correspond to a CD release.

6. Proofreading of the lyrics—as to the authenticity of what was heard—was kindly done
by Tom Ewing (* 1949), Monroe’s singer, guitar player, and later biographer. I am
greatly indebted to him.
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both textual and melodic perspectives. He focuses on ballads and
folk songs, and pieces from the repertoire of various performers,
including Monroe. He characterizes the songs from Monroe’s
repertoire as “Monroe songs,” even when Monroe is not always
the only author of the analysed piece. Cantwell sees the core of
Monroe’s repertoire as “folk songs, songs of love and betrayal,
laments over death, disillusionment or loss, nostalgic or sentimental
songs that might perhaps be called idyllic, gospel songs, and folk
original instrumental pieces” (Cantwell 1992: 232).7

The book The American South: Portrait of a Culture (Rubin
1991) offers a full scope of topics that belong to the South of the
USA. We are familiar with them from the many country music and
bluegrass songs. Although Monroe was intimately familiar with
them, he did not focus on them as a lyricist: southern food, southern
politics, blacks,® and Native Americans were generally absent.
We do, however, find Monroe’s instrumental pieces thematized
in this way, and his borrowings from African American cultural
heritage. Monroe the lyricist was not interested in the great history
of the region, nor does he describe how Southerners liked to spend
their leisure time (hunting bear or catfish); he did not mention the
fighting cocks he himself kept, although in “I’'m On My Way to
the Old Home” (3 February 1950), he does sing about foxhounds.
His lyrics betray no fascination with cars. He does not write about
other people in the country music business. He omits themes
from literature. He does not write about tobacco, alcohol, the city,
factories, or technology. He does not write about violence or crime,
never popularizing any such ballads even in his adopted repertoire.
His strict Southern religious upbringing did not allow him to
approach controversial topics like crime, alcohol, sex, or politics.

7. Historian Charles Wolfe analysed Monroe’s repertoire from 1950-1958 on the Decca
label. Autobiographical songs and traditional gospels each made up a quarter of the
recordings, with original instrumental, traditional or old-time music, covers, original
gospel and heart or country songs completing the whole (Rosenberg—Wolfe 1989: 23).

8. The first edition of the book was published in 1980. African Americans are called Blacks
or Black folk here. The 1991 edition retains this usage.
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More so than his followers, Monroe’s point is that bluegrass music
is pure (innocent) entertainment for the whole family.

Cecilia Tichi, former director of the American Studies Program
at Vanderbilt University, explores the themes she finds in the work
of the American people in her book High Lonesome (Tichi 1994).
She starts from the premise that country equals nation. In addition
to other arts, she also comments on the lyrics of country music
songs. Monroe is very close to several typically American themes
mentioned in her book: home, journey, wandering, and loneliness.

Monroe did not start writing his own lyrics until he was in his
thirties. They include references to the images of his childhood—
the rolling southern highlands, farm work, family, pious settlers
visiting church on Sunday, orphaned children, Saturday outdoor
dances, chaste Victorian relationships between men and women,
and heartbreak. Later he included references to travels across the
United States. Although Monroe experienced non-rural settings
and jobs—as a young man he worked for an oil company in an
industrial area—he did not mirror/mention this in his lyrics.

Sometime in 1978 or 1979, when banjo player Butch Robins
worked for Monroe, the following event occurred. One night about
four in the morning, the two were awake on their tour bus. Robins
was softly playing his banjo; Monroe was playing solitaire. Monroe
mentioned a song of his, and Robins asked how he had come to
write it. Monroe looked at Robins through his thick-lensed glasses.
“I never wrote a tune in my life,” he said. “What do you mean
by that?” asked Robins surprised. “Those tunes are all in the air,”
Monroe replied. “I just happened to be the first one to pick them
out.” (Smith 2001: 234)

Language and form

Monroe’s world is idyllic, romantic, quiet, and slow. It speaks an
archaic language. In Monroe’s texts, we find English expressions
common to the American South or the Appalachian region, as
defined by Michael Montgomery (1992: 37-39). The most striking
feature of the texts is archaicity: the a-prefixing (of Southern British
origin). Monroe’s choice of less frequent (older) words and his
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inspiration from the language of the Bible and Scottish ballads,
passed on in Monroe’s family, are also notable. The frequent use
of alliteration contributes to the old-style character of the text. In
his sound recordings, heavy regional dialect is avoided by Monroe.
As a singer, he retains only traces of the usual Southern accent,
in keeping with the phonetic features of American South speaking
style. We do not encounter the extremes (swallowing endings, accent
at the expense of intelligibility), which are the norm in recordings
from the 1980s and 1990s by, for example, native Nashville banjoist
Leroy Troy or Ron Thomas of the Virginia bluegrass group Dry
Branch Fire Squad. However, one exception could be mentioned
when a sound engineer from another region of the US had trouble
understanding Monroe’s accent.’

Formally, Monroe’s secular and sacred texts are closest to the
British ballads of chapbooks, as presented by Brunvand in The Study
of American Folklore (Brunvand 1986: 259-261). Individual stanzas
are most often four lines long and use alternating rhyme (A, B, A, B).
In Monroe, we also find interrupted rhymes (A, B, C, B), or grouped
rhymes (AABB). While the length of individual lines may be irregular,
the music always remains regular. A refrain usually completes the
quatrain. The repetition that is typical of ballads, as well as dramatic
shifts and dialogue work, can also be found in Monroe’s lyrics.

Emotions

For Brunvand, the most typical feature of the English ballad
is its impersonal approach. This does not apply for Monroe’s
compositions, which use the opposite means: he works with
emotions, emphasizing personal experiences and an individual
approach. In this he becomes, in my view, the pre-eminent romantic.
Compare Robert Spiller in The Cycle of American Literature:

9. “I can’t understand a word he says!” is what was heard to be said by the sound engineer
who had substituted for an absent colleague during some 1950 recording sessions. He
recorded one song for an hour and a half, and was still not satisfied. The producer then
advised him to focus on the overall sound of the band and not worry about the soloist’s
accent (Rosenberg—Wolfe 1989: 14).
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“The essence of romanticism is the ability to wonder and to reflect.
In searching the meaning of the known, the human spirit reaches for
the unknown; in trying to understand the present, it looks to the past
and to the future. Faith and hope lead to a positive romanticism, fear
and doubt to a negative; but when both reason and authority have
failed, man has a further refuge in the larger emotions which are
always his.” (Spiller 1967: 22) This is typical of Monroe.

Monroe’s affection for the romantic atmosphere was probably
unconsciously acquired from the environment in which he grew up,
from the written and oral literature available to him through popular
reading, ballads and church hymns. No conscious copying of the
themes, language or artistic methods of the 19" century is to be found
in his work. The following excerpt (from the novel The Adventures
of Huckleberry Finn) was most likely completely unknown to him!°,
mainly due to his family’s poor economic and social circumstances.
Mark Twain wrote Huck’s story in a realistic style, but at the same
time poked fun at the previous romantic period, which paid homage
to ghosts and mystery: “Then I sat down in a chair by the window
and tried to think of something cheerful, but it warn’t no use. I felt
so lonesome I most wished I was dead. The stars was shining, and
the leaves rustled in the woods ever so mournful; and I heared an
owl, away off, who-whooing about somebody who was dead, and
a whippowill"! and a dog crying about somebody that was going
to die; and the wind was trying to whisper something to me and |
couldn’t make out what it was, and so it made the cold shivers run
over me.” (Twain 1994: 13)

The spirit of Romantic literature (despite Twain) persisted in
popular folk reading and songs, and as is evident, similar word choices
later became a common part of Monroe’s lyric vocabulary. Some of
the key words of the text (underlined above) can be found in several

10. Monroe came from a poor mountain family, the youngest of eight children, and worked
in the fields from the age of ten, leaving school at twelve to work for a living. Already
squinting as a child, he had eye problems all his life, thus preferred the spoken word
to the printed word. From conversations with his musicians, I know that when Monroe
read anything on the road, it was advertising in newspapers targeted at farmers.

L1. Whippoorwill, in standard English, a nocturnal bird whose cry is believed to predict
misfortune, especially in the American South (Peprnik 1982: 555).
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Monroe songs, such as “Blue Moon of Kentucky”/16 September
1946/, “The Bluest Man in Town” /1987/, “The First Whippoorwill”
/6 July 1951/, “I’'m on My Way to the Old Home” /3 February 1950/,
“Sitting Alone in the Moonlight” /19 January 1954/, “In the Pines”
/18 July 1952/, and “Walls of Time” /14 November 1968/.

Sensory perception

Within the given themes, Southern language, balladic structure,
and romantic approach, Monroe had a very distinctive perception of
the world. His lyrics richly saturate the listener’s senses. Monroe’s
choice of words with soundscapes has a positive effect on the ear;
for example, the ‘r’, ‘I’, ‘n’ and the connecting ‘0’ in several forms
in a single line—*“lord”, “road”, “rocky”, “won’t”, “long” (“Rocky
Road Blues” /13 January 1945/). In Monroe’s lyrics, the sense
of sight makes things shiny and bright; the sense of touch makes
things soft; and taste makes things sweet (although it is never
about food). The “sweetness and light” of Romanticism, which
poet Matthew Arnold" worked his way to by studying the Greek
philosophers, eventually appeared from “out of the air” in the work
of Bill Monroe, who experienced a one-room rural schoolhouse.
Of the senses used in his lyrics, only the sense of smell is omitted.

Monroe also makes use of an abundant diversity of introductory
phrases evoking ideas of place and movement: twenty-five of the

RPN

texts examined have adverbs like “away”, “down”, “up along”, “far
away”, “down below”, or a proverbial determination of place and
time, such as “Up along the Ohio River”; “Cross the plains and
the dessert/down the sunset trail”; “The home above so far away”;
“Somewhere down the line”’; “Back in the days of my childhood”.
Monroe uses a diversity of verbs to express movement. Instead of

LR N3

the common “go/went”, we also hear “travel”, “ramble”, “roam”,

“run”, “guide”, “head”, “return”, “cross”, “stray”, “haunt”, “linger”,

“stroll”, “journey”, “leave”, “walk”, waltz”, “drift”, “vanish”,
2 (13 29 (13 29 (13

“flow”, “part”, “hang around”, “pull out”, “roll by”, “get down”,
“gather around”, “wind up”, and “go back”.

12. Matthew Arnold (1822—-1888), English poet, essayist and cultural critic.
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Monroe’s description of time has no precise definition; it is more
like a brushstroke, a smudge, a wave. We learn the time of day or
season only roughly, often through indirect descriptions. It is as if
Monroe were answering our question When did it happen? with
ancient riddle: “When the golden leaves begin to fall...”; “This
morning along about daybreak...”; “On a moonlit night...”; “Late
in the evening about sundown...” Using personification, Monroe
brings inanimate still objects to life. By combining these devices
in one song, he evokes an idea of amazing vividness, plasticity, and
multi-dimensionality (see “Uncle Pen” /15 October 1951/ or “Walls
of Time “/14 November 1968/). Monroe also achieves dynamism'
using opposites in a single phrase (sunshine—snow, young—old,
scream—sigh, Satan—God and more).

Monroe’s sensually rich world in motion revolves mostly around
love, whether spiritual or secular. Here too, Monroe shows himself
to be a master of word choice, imaginative and non-repetitive. For
example, instead of just the ordinary term “girl” or “baby” (which
Monroe never uses in his lyrics to address an adult woman), he calls
his song heroines “darlin’, darlin’ girl, little darlin’, little angel, dear,
sweetheart, beauty, maiden, precious one, my sweet memory, my
sweet blue-eyed darling, dear and sweet as honey, my sweetheart of
the mountains, the sweetest thing in the world, my rose of Kentucky,
my Georgia girl, my Louisiana love.” Monroe’s lyrics about worldly
love are usually in a romantic vein—the hero thinks of the girl,
pledges himself to her in childhood, trusts her words, and promises
to love her till old age, death or beyond the grave. The twist comes
when the hero leaves and then returns. Suddenly, the sweet and lovely
girl is either a victim or a traitor—and another man is to blame.

As a lyricist, Monroe is a master of breakups. In the sample
I examined, there were twenty-four songs about heartbreak, without
Monroe ever repeating himself. He works with emotions, the senses,
colours, time, seasons of the year, and the backdrops of rural and
mountain life. As a narrator, he puts himself at the center of the action.
Usually a passive hero, things happen to him, without him causing

13. Monroe also worked with vocal dynamics on stage; for example, he liked to deliver the
traditional song “Wayfaring Stranger” almost in whisper.
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them. Here are a few short excerpts: “You’ve gone and you’ve
found another [...] your love’s grown cold” (“All about Daybreak”,
October 28 1947); “The one that’s gone and proved untrue [...] gone
and left me blue” (“Blue Moon of Kentucky”, September 16 1946);
“I was the boy that was lucky/but it all ended too soon” (“Kentucky
Waltz”, February 13 1945); “Memories of you, sweet heart, still
haunt me/ every time I hear your name, I almost cry [...] we let
other people tear us apart” (“Memories of You”, February 3 1950);
and “You don’t love me anymore, my darling/I’m just a ‘used to be’
to you” (“Used to Be”, September 16 1955).

Literary scholar Doug Green, also a member of the western-
swing group Riders in the Sky, sees a connection between specific
themes and musical genres: “Bluegrass sings of broken hearts
and the western-swing of the vast plains of the West.”!* Monroe’s
inventive descriptions of an otherwise stereotypical situation could
inspire would-be bluegrass songwriters or revive the status of the
bluegrass love song in the public eye.

Austerity

When we see Monroe’s texts on paper or screen, we must
confirm that their author is a master of concision. He can capture
the essential in very few words—usually in the first two lines of
a verse or chorus. For example, the phrase “Sitting alone in the
moonlight / Thinking of the days gone by”"> (19 January 1954)
offers the very essence of Romanticism. His stories full of emotion,
movement, sensory sensations, dynamism, drama, and a lively
atmosphere use archaic and noble language and they are embodied
in a mere eight lines of verse and four lines of chorus. This austerity
also has a reason and practical significance. For one thing, the
lyrics are easier to remember. Due to an eye defect, Monroe would
learn the songs by heart in church as a youngster. The lyrics also
conform to the melodic structure of traditional bluegrass and allow
for appropriate instrumental breaks. While many members of the
Blue Grass Boys recall how the “boss”—as he was nicknamed—

14. Personal interview with Green on September 12, 1995, in Nashville, TN.
15. The first part of the line serves as the song’s title.
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taught them a new song by endlessly playing a melody or phrase
over and over (Rooney 1991), Tom Ewing also states that Monroe
wrote his lyrics down'¢. However, he was probably not interested in
collecting his own lyrics, just as he was reportedly not interested in
collecting the specific music albums he made.

Originality and ownership

Monroe’s repertoire with the Blue Grass Boys includes hundreds
of songs, both his originals and covers. Occasionally, he bought
the copyright of a new song and settled disputes with the original
writers in court. He adapted some old songs by forgotten writers
and worked with them as if they were his own. In the case of some
other songs, he merely sketched out two lines and a chorus, and let
his band members finish them; nevertheless, one can tell through
language analysis which were written by them and which by him.
Monroe’s “school” had about two hundred direct students between
1938 and 1996, that is, the alternating members of his band the
Blue Grass Boys. Many of them described their apprenticeship
with Monroe in magazine articles, and after Monroe’s death, in
books!”. Without a “boss,” or “teacher”, “mentor,” or “master,”
the apprentices would most probably not have evolved musically
to such an extent. It was also Monroe who determined which of
the hundreds of possible songs would be played at the end of each
concert, inspired by the request of the audience.

Compliance with copyright when recording songs and
publishing lyrics is not only important but also complex. It is
more than just about money. Another possible explanation for the
lack of an authorized songbook of Monroe’s work came to me
during a lecture at a country music conference at Mississippi State
University in 1994. One of the speakers—Cecilia Tichi'®—spoke

16. E-mail communication with Ewing on January 30, 2004.

17. Monroe’s life is given a detailed and well researched account by his last guitarist, Tom
Ewing. He corrected journalistic errors in The Bill Monroe Reader (2000). It was followed
by his excellent volume, Bill Monroe: The Life and Music of the Blue Grass Man (2018).

18. Tichi, Cecilia. The High Cost of Country. Paper presented at the 11" International
Country Music Conference, Mississippi State University, Meridian, Mississippi, USA,
April 26, 1994, plus subsequent discussion.
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about the copyright troubles she had to go through before publishing
her book High Lonesome (1994). The individual chapters of her
book are illustrated with selected phrases and sentences of country
music lyrics, but rarely entire stanzas, never entire songs. The author
paid [in then-current prices] about $9,000 for the lyrics included in
the book. For example, the prestigious Nashville publisher Acuff-
Rose charged $40 per word, including the and and. By contrast,
singer Emmylou Harris (* 1947) provided the copyright for free.
According to Tichi, publishers have no spreadsheets and set the
prices of lyrics as they see fit. Literary theorist and historian Don
Cusic, editor of a collection of lyrics by singer and guitarist Hank
Williams (1923-1953), added to the interesting debate. Cusic said
that he has a lawyer represent him in copyright negotiations. They
do not wait for a price from the publisher; instead, they themselves
offer a flat rate of $50 per lyric up front. If the text is listed in the
chapter header, they pay more.

Conclusion

In the United States, bluegrass is said to be uplifting music. In the
Czech lands, modern folk music performers sometimes look down on
bluegrass musicians, calling them pidlikdci in jargon, emphasizing
their extra fast fingers on the fingerboard. At bluegrass jam sessions
in many countries around the world where bluegrass has spread'?,
participants automatically sing the original lyrics in English. Apart
from rarely caring who wrote the lyrics, they rarely pay more than
cursory attention to the words; the lyrics are usually rhythmic
enough, rhyming, simple on first hearing, and have a catchy chorus.
As has been shown in this text, it is worth paying attention to the
lyrics. Bill Monroe imprinted his vision of bluegrass not only in the
music, but in the words as well. Ironically, his lyrics have so far been
an under-appreciated and undiscovered secret of bluegrass music.

19. Cf. Bidgood, Lee — Ptibylova, Irena. 2022. Bluegrass: Popular Folk Music Globalized
from the Bottom Up. In (ed.): The Oxford Handbook of Global Popular Music, edited
by Simone Kruger. Available at: <https://academic.oup.com/edited-volume/34725/
chapter-abstract/378225665?redirectedFrom=fulltext&login=false>.
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Summary

The paper focuses on a less explored area of bluegrass music: the song lyrics of Bill Monroe,
the founder of the genre. There are several reasons why a comprehensive authorized Bill
Monroe songbook has not been published. Although the main one might be copyright money,
the author suggests that Monroe as a lyrics writer has been relatively unrecognized and less
appreciated by the public than is deserved. In analysing his song lyrics, the author deals with
his topics, language, form, the use of emotions, and text austerity. She stresses that Monroe’s
song lyrics are rich in the vocabulary and of sensory imagery. In her opinion, the high quality
of Bill Monroe’s lyrics has so far been one of the best kept secrets of bluegrass music.

Key words: Bluegrass music; Bill Monroe; textual analysis; song lyrics.
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OD AMERICKYCH SPIRITUALU K CESKE LIDOVE
BALADE: SPIRITUAL KVINTET A ZDROJE JEHO
PISNOVYCH TEXTU V PRUBEHU SESTI DESETILETI

Ales Opekar

Spiritudl kvintet vznikl v roce 1960 jako Spiritual kvartet a zpétné
je vniman jako prvni Ceskoslovenska folkova skupina. Hlavni
motivaci jeho vzniku bylo okouzleni mladikii z Vysokoskolského
umeéleckého souboru americkymi cernosskymi spiritualy. Brzy vSak
svij zajem rozsifili o americky bélossky folk a dal$i okruhy tvorby
véetné starSich pisni evropskych a ¢eskych. Jaké zdroje poznani
méla skupina k dispozici zejména v pocatcich svého vyvoje?
Jadrem piispévku je pohled na vyvoj Spiritual kvintetu na pozadi
promén jeho pisnovych texta.

VUS jako zasobarna talenti

Zakladatelé budouci kapely se poznali ve Vysokoskolském
uméleckém souboru Univerzity Karlovy (VUS UK).! Pévecky
soubor tehdy péstoval sborové masové a vlastenecké pisné,
upravy pisni folklornich a lehkou klasiku, jak kazala dobova
kulturni politika. Na druhé strané, v dobé kulturniho temna 50. let,
poskytoval mladym lidem moznost sezndmit se s vrstevniky,
zazit legraci na zajezdech a zkouset si piipadné bokem v mensich
skupinkach zcela jiny repertoar dle vlastniho zajmu. Vedle Spiritual
kvintetu vytvotené¢ho Jifim Tichotou, Ivo Machem, Miroslavem
Kellerem a Miroslavem Kastelovicem vzeSly z matefského ltina
VUSu zcela, nebo ¢astecné i mnohé dalsi soubory, napt. Canticorum
iubilo,”? Heuréka,® Asonance* ¢i Antikvartet.’

1. Soubor vznikl v roce 1948. Sdruzoval amatérské zajemce o sborovy zpév, predevsim
z tad studentl, absolventi a zaméstnancu Univerzity Karlovy. Brzy se vSak pferodil
v soubor pisni a tanct. Vedle smiseného sboru o 60-80 ¢lenech mél tane¢ni skupinu
a cimbalovou muziku (vice viz www.vus-uk.cz).

2. Canticorum iubilo je komorni smiSeny sbor zaméfenym na vokalni hudbu z obdobi od
pocatki vicehlasu do obdobi baroka a na soucasnou tvorbu 20. a 21. stoleti. Nevyhyba
se ani Gpravam lidovych pisni nebo spirituala. Prvnim sbormistrem byl v roce 1970
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Z VUSu prichazeli do Spiritual kvintetu i dal$i kamaradi-
spolupracovnici. Zpévak a autor piekladl nékterych textl Vaclav
Marhoul, a zejména FrantiSek Novotny® (* 1943), ktery pak jako
textai provazel skupinu po celou jeji dalsi drahu (A4z vzlétnou
ptaci, Cv'ernoisk)} ghetto, Krutd valka, Piskajici cikan, To, co zbyvd,
lasko, Zlata klec). Jeho specialitou mimo jiné bylo i komponovani
rychlobasnicek, sepisovanych pfimo na podiu na tfi témata nahodné
zvolena publikem.

K hlavnim autorGm pisiovych textt Spiritual kvintetu, tedy
vétSinou prekladt a Giprav tradi¢nich pisni, patiil sam Jifi Tichota
(*1937), zasadnim textafem se posléze stal Dusan Vancura (1937—
2020) a nekolik pisni v pocate¢nich stadiich vyvoje kapely opatfil
¢eskymi slovy Ivo Fischer (1924—-1990), specialista na poc¢est'ovani
americkych tradicionalt (Jednou budem dal, Jenom par staveni,
Zelena plan), pisici tehdy ¢asto napf. pro Waldemara Matusku.

varhanik Petr Sovadina, od roku 1977 pak napi. Oliver Dohnanyi (vice viz www.
canticorumiubilo.cz/).

3. Heuréka vznikla v roce 1976 pfi¢inénim Jaroslava Hovorky a Jifiho Uherka. Soubor
se vénoval vicehlasému zpévu, zpévaci zaroven hrali na rizné, zejména historické
nastroje (flétny, krumhorn, cornamusa, trumsajt, portativ). Lidové pisné interpretovali
klasicistnim zpuisobem, obcas zafazovali i spiritudl (Stoupd ricni proud — Judgement
Day) nebo upravy pisni Jaroslava Jezka. Svou ¢innost ukonéila v roce 1995 (vice viz
napi. www.hovorkafilm.cz/cs/hudba).

4. Asonance nevznikla pfimo ve VUSu, zalozili ji v roce 1976 Jan a Pavel Lastovickovi,
Milan Stérba a Frantisek Korecky (tehdy studenti prazského Gymnazia Jana Nerudy),
k nimz se zahy pfipojila téz Denisa Vondrackova. Ve skupiné ale pusobilo také nékolik
¢lentt VUSu. Asonance se specializuje na keltskou a anglosaskou lidovou hudbu. Vice
viz <https://cs.wikipedia.org/wiki/Asonance (hudebn%C3%AD_skupina)>.

5. Vize Antikvartetu vznikla v roce 1962 z touhy Dusana Vancury mit kapelu podobného
stylu jako Spiritual kvintet. Zkouseli s Oldfichem Ortinskym nebo Vlastimilem
Marhoulem, kteti vSak stale Cast&ji t¢inkovali se Spiritual kvintetem, jakmile méli
ptilezitost zaskakovat za Macha, Kastelovice ¢i Kellera, zaneprazdnéné svymi
nehudebnimi zaméstnanimi. Kdyz se v roce 1969 stal Vancura soucasti Spiritual
kvintetu, myslenka nadlouho usnula. Vancura pozdé&ji z legrace oznacoval Antikvartet
za ,,druhou prvni ¢eskoslovenskou folkovou skupinu®, pticemz zadné doklady o jejim
vefejném vystoupeni, fotografie ¢i stopy v médiich se nedochovaly. Vancura Antikvartet
uved! ve skute¢ny zivot az s manzelkou Zuzanou v roce 2013. Skupina vystupuje i po
jeho smrti ve slozeni Zuzana Vancurova, Magdalena Jungwirthova, Tomas Vavra a Jifi
Masek (blize viz www.antikvartet.cz).

6. Frantisek Novotny pracoval v Ceskoslovenském rozhlase, skuping Spiritual kvintet
reziroval koncerty. Jako piekladatel texti folkovych pisni se podilel na knize Vic nez
Jjen hlas (Praha: Prace, 1980).
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Vysokoskolsky umélecky soubory Univerzity Karlovy, prelom 50. a 60. let.
Ctvrty zleva Dusan Vancura, sedmy Jiri Tichota. Archiv Zuzany Vancurové

Pét etap Spiritual kvintetu

Ptichazeni a odchazeni ¢lenti je vzdy procesem pribéznym
a nepravidelnym. Pfesto si mizeme dovolit obecné vydélit pét
zakladnich etap vyvoje Spiritual kvintetu:

L. etapa (1960-1968): sestava Jiti Tichota, Ivo Mach, Miroslav
Keller, Miroslav Kastelovi¢ jako Spiritual kvartet, od 1963 navic
s Riizenou Helebrantovou a od té doby jako Spiritual kvintet bez
ohledu na aktualni pocet ¢lenti. V roce 1965 nahradil Kastelovice,
vracejiciho se na Slovensko, Tichotlv spoluzak ze studia hudebni
védy Jan Thorovsky. Jan Ortinsky alteroval Macha, Ccasto
odjizd¢€jiciho na sluzebni cesty do zahraniéi, a jako host zaskocil
v piipad¢ poteby i Dusan Vancura.

Zakladem repertoaru jsou v této etapé spiritudly zpivané
v angli¢tiné. Doplituje je americky folk nejprve také v anglicting,
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postupné vznikaji prvni texty v ¢estiné. Tu a tam jsou zafazovany
prvni evropské renesanéni pisn€, prepsané Jitim Tichotou
z loutnovych tabulatur a opatiené novym Ceskym textem.

Navzdory pocatecni orientaci na spiritudly na nahravkach
zpocatku ptevlada jiny repertoar. Dle internetového serveru
Supraphonline’ vznikly prvni snimky ve Studiu Strahov 21. 11.
1962. Slo o americké lidové pisné John B. Sails (s hostujici Vérou
Nerusilovou) a Whos Gonna Shoe. Teprve 13. 5. 1963 nahrala
skupina ve stejném studiu spiritual Michael, Row the Boat ashore
a piseil afroamerického pisnickafe Huddie Ledbettera lrene, Good
Night (rovnéz s Nerusilovou). VSechny ¢tyfi nahravky vydal
Supraphom na EP desce (posledné jmenovanou pisen téZ na
zvukové pohlednici) v roce 1964. Dle fonotéky Ceskoslovenského
rozhlasu® pak vznikly dalsi nahravky v jeho studiu s ¢eskymi texty:
16. 5. 1964 Zelena plan s textem Ivo Fischera, Dobrou noc, Ireno
v piekladu Vladimira Merhauta a 22. 5. 1964 Kdepak vsechny
kvety jsou s textem Ivo Macha. Dne 26. 8. 1966 vzesly ze spole¢né
frekvence se Studijni skupinou tradi¢niho jazzu Pavla Smetacka
nahravky dvou americkych pisni z 19. stoleti There Will Be a Hot
Time in Old Town Tonight a Wayfaring Stranger, a kone¢né opét
spiritudlu — Mary Had a Little Baby. VétSina ranych rozhlasovych
snimki byla poc¢atkem 70. let smazdna, aniz by byly vydany na
gramodesce. Nékteré z pisni vSak byly pozdéji nahrany znovu.

IL. etapa (1969-1974): sestava Jiti Tichota, Jan Thorovsky, Dusan
Vancura, Oldfich Ortinsky, Karel Zich, Jarka Hadrabova. V roce
1968 je cinnost skupiny z personalnich diivodii zmrazena, vSichni
jeji clenove davaji prednost profesim, které vystudovali. O hudbu se
jedna jen u muzikologa Tichoty. Jako loutnista vystupuje s Prazskymi
madrigalisty a jako odborny asistent katedry hudebni védy Filozofické
fakulty UK prednasi a pokracuje v piepisovani starych loutnovych
tabulatur. S kapelou ale skoncit nechce. Na fakult¢ nahodné poznava
mladi¢kého studenta estetiky a sociologie Zicha s jemné vibrujicim

7. Dostupné z <https:/www.supraphonline.cz/album/2956-zpiva-spiritual-kvintet?trackld=47611>.
8. Viz panel VI vystavy Spiritual naram naramnej. Dostupné v sekci vystavy na webu
Popmusea: <https://www.popmuseum.cz/vystavy/spiritual-naram-naramnej>.
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elvisovskym tenorem. Hadrabovou s pfirozenym rovnym altem bez
prebytecnych emoci, praveé odchazejici od skupiny Rangers, doporuci
Ortinsky. Nova krev je pohromadé.

Koncem 60. let vstupuje na ceskou gramofonovou scénu
vydavatelstvi Panton a to poptdva spiSe pisn¢ ve stylu folku
a country. Na LP Pisnée amerického zapadu (1970) vybral Zbyn¢k
Macha z repertoaru Spiritual kvintetu pisné Siry proud (Sesky text
Jiti Tichota), Kovbojitv ndrek (text Stanislava MareSe pievzaty
z knizky Americkd lidova poezie z roku 1961) a Doney Gal (¢esky
text Vlastimil Marhoul). Posledni dvé pisn¢ vySly na samostatné
SP desce s Tichotovym doprovodnym textem na obalu. Nova
sestava se téz blyskla na nasledujici EP desce (1971), kde po dvou
textech napsal Frantisek Novotny (Cernossky ghetto, Virginie) a po
dvou Vancura (Spinkej, Cernd zem). Poté se pooteviely i dvefe
do Supraphonu, nicméné az po ulitbé¢ v podobé singlu s texty
tehdejsiho zaméstnance vydavatelstvi Miroslava Cerného Pojd’ se
mnou do tech mist | Holky jsou vSechny krasny (1972, se skupinou
Gros). Prvni samostatnou LP desku natocil Spiritual kvintet v roce
1973, tedy po vice nez deseti letech existence. Aby méla ucelenou
koncepci, vsadili ¢lenové kapely vyhradné na renesancni repertoar,
¢imz se zaroven vymezili vii¢i ostatni folkové a country scéné.

III. etapa (1974-1992): Jiii Tichota, Dusan Vancura, Oldfich
Ortinsky, FrantiSek Nedvéd, Jan Nedvéd (do 1988), Zdenka
Toskova (pozdéji Tichotova), Eva Lifkova (1976-1980), Irena
Budweiserova (od 1980), Lenka Slaba (1987-1989). Bratfi
Nedvédové a Z. Toskova, ¢lenové moderni trampské skupiny
Toronto, posléze pfejmenované na Brontosaury, posilili (nejen)
country-folkovy styl kapely a utvrdili profesionalni interpretacni
jistotu. Kapela zacala hodné cestovat po koncertnich Sitrach
a festivalech. O textovani se d¢lili Novotny, Tichota a Vancura,
z néhoz postupné rostl textai schopny vystihnout emotivni silu
cizojazycné piedlohy a dodat ji obdobn¢ ptisobivy ¢esky obsah. Na
postu zpévacek se vystiidaly, vedle Z. Tichotové, jez se vratila po
matei'ské pauze, Eva Lifkova (posléze se provdala do zahranici),
Irena Budweiserova a od Nezmart téz kratce Lenka Slaba, ktera po
matefské pauze pokracovala s partou Zalman a spol.
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V tomto obdobi soubor rozvijel zamétfeni na spiritudly, folk
i renesancni pisn€, sviij zabér navic rozsifil o dvé dalsi oblasti —
nejprve o pisiovy repertoar ¢eského narodniho obrozeni a posléze
album ze vSech — Spiritualy a balady (1978) — obsahuje proslavené
Ceské verze spirituala s texty Vancurovymi (Mésto s péti vezemi,
Cekam na sviij den, Stard archa, Poutnik a divka), Tichotovymi
(Dal, dal tou vodou, V jeslich dité spinkd) i Novotného (Sldvy den,
Dobrou zpravu hldasej). Dramaturgii alba doplituje jemnéj$i protipol
nékolika tradicionalt ¢i dvé pisné Victora Jary, opét v pfebasnéni
Frantiska Novotného. Okruh obrozeneckych pisni poskytl nejprve
napln programu pro divadlo Ateliér a posléze dvéma gramodeskam
— LP Sauzeni lasky (1981) a EP Ctwero pjsnj (1986). Lidové pisné
pak doplnily programovy zabér kapely ve druhé poloving 80. let.
Vydany byly na LP Sibenicky (1988). Na ptivodni spiritudlové
vychodisko souboru navazuje LP Slapej dal (1986) a LP Every
Time I Feel the Spirit (1986, celé zpivané anglicky). Po listopadu
1989 pretlak Sirokého repertoaru skupiny tsti do sledu alb obsahem
podobné signifikantnich: Za svou pravdou stat (LP 1990), Hallelu!
(CD 1991) a Rajska zahrada (LP, CD 1992).

IV. etapa (1992-2004): Jiti Tichota, Dusan Vancura, Oldfich
Ortinsky, kterého v roce 2000 nahradil Jifi Cerha, Zdenka
Tichotova, Irena Budweiserova, Karel Zich. Kapela v tomto obdobi
pokracuje v rozvoji vSech soucasti svého repertoaru a vyhledava
i vanoc¢ni pisné z celého svéta. O slovo se novée hlasi i vlastni tvorba
véetné hudebni slozky: Karel Zich (Smitla vSech smul s textem
Novotného), Jiti Cerha (K7idla holubic s textem Vancurovym).
Kapela zkousi rizné nové vydavatele: CD Hanba nam! (Monitor
1994), Na kare (Pupava 1997), Kridla holubic (Pupava 2003).

V. 2004-2021: Jifi Tichota, DuSan Vancura, Zdenka Tichotova,
Jiri Cerha, Jifi Holoubek, Irena Budweiserova, kterou v roce 2010
nahradila Veronika Souckova, Pavel Peroutka (od 2012).

I v tomto obdobi kapela voln¢ rozviji v§echny okruhy své tvorby,
Castéji uvadi také vlastni pisné s ptivodni hudbou, opét zejména
zasluhou Jitiho Cerhy (Babylonska vez s textem Tichotovym, Zlodeéj
casu s textem Vancurovym). Nova sila v podob¢ bluegrassového
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muzikanta Pavla Peroutky posiluje péveckou jistotu a ulevuje
Vancéurovi od kontrabasu. Souckova, nahrazujici Budweiserovou,
vraci kapele klid. Vedle jubilejnich vybért skupina vydava u Sony
BMG album K7izem krazem (2005) a u Universalu Zatim dobry...
(2009), Vse o Vinocich (2011) a Cerstvy vitr (2012). Od roku 2012
porada pravidelné vanoc¢ni koncerty v prazském Obecnim domé.

Americké spiritualy a folk

»Iniciaénim Sokem* pro devatenactiletého Jifiho Tichotu bylo
prazské hostovani afroamerického souboru Everyman Opera v roce
1956. Newyorsky soubor vystupoval v karlinském divadle s operou
George Gershwina Porgy a Bess. Jak uptesnuje Pavel Bar (2016:
106—107), soubor odehral dvanact piedstaveni v rozmezi 11.—19. 2.
v ramci ,.kulturni vymény* mezi zapadnim a vychodnim blokem
a zdjem publika znac¢né prevySoval kapacitu. Tichotovo svédectvi
v kolektivni vzpominkové knize Spiritudl kvintet ptipomina
spontanni Ucast zpévakt na nekterych nedé€lnich dopolednich
bohosluzbach (Tichota 2020: 11). S kamaradem, synem farafe,
ktery mél absolutni sluch, se pokouseli zapisovat melodie a texty,
k ¢emuz pomohla gramodeska, kterou zde soubor stihl nahrat.’
Z této zkusSenosti vzesly pisné Old Ark’s Moverin’ (az mnohem
pozd¢ji proslavena s Vancurovym textem o ,,kocdbce ndramné*
— Stara archa), Great Getting Up (Farewell, pozd¢ji znaméjsi
s Novotného textem Sldvy den) a Scandalize My Name. Teprve po
dvou letech, v roce 1958, se Tichota osmélil nabidnout VUSu Great
Getting Up. Spiritual s efektnim zvySovanim toniny napévu v kazdé
strofé o pal tonu vyS mél velky ohlas, nicméné dramaturgické
smétovani VUSu §lo zcela jinym smérem a Tichota navic musel na
dvouletou zakladni vojenskou sluzbu.

Po navratu z vojny, kde Tichota téZ muziciroval s amatérskou
kapelou, prisel v roce 1960 dalsi impulz v podob¢ zadosti ze strany
a organiza¢nim vedoucim Ivo Machem: Pojd’'me zpivat spiritualy
v malé parté! Tichota ve vzpominkach pfiznava, ze napad zpocatku

9. Viz zpréava v dennim tisku — Lidova demokracie 12, 2. 3. 1956, €. 55, s. 3.
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pokladal za naprosto absurdni — bylo to podle ného podobné, jako
kdyby nékdo pfemlouval Afroameri¢any, aby hrali moravsky folklor
(Tichota 2020: 13). Mach byl ale neoblomny a Tichotu nakonec
pfemluvil. Pfibrali jes$t€¢ hlavniho tenoristu Miroslava Kellera
(alias Velkého Buba) a barytonistu Miroslava Kastelovice (alias
Kagana). Mach a Kastelovi¢ vymysleli nazev Spiritual kvartet. Kde
ale hledat pisn¢, texty, nahravky, informace, pouceni? A kdo mohl
v roce 1960 tusit, jaké bude nasledujici desetileti? Domaci rokenrol
byl v plenkach, divadla malych forem teprve vystrkovala rizky
a budouci folkovi bardi s foukackou pod bradou teprve koncili
zékladni Skolu. Pokud uz pomalu ochabovala nadvlada masovych
pisni, dechovek a ponékud znasiliovaného domaciho folkloru, pak
ve prospéch rozjuchané estrady a v lepSim piipadé swingového
popu se zvuénymi barytony a alty.

Americké spiritualy kupodivu mély v ¢eskych zemich docela
vyslapanou stopu. Podrobné¢ ji sledovala Irena Ptibylova (2019):
od zminek v knizce Chaloupka strycka Toma, jejiz cesky preklad
vysel v roce 1853, rok po americkém originalu, pies inspirace
a aktivity Antonina Dvoraka, koncerty Paula Robesona (1929,
1945, 1949 a 1959),'° Edrica Connora ¢i Huberta Dilwortha
(oba 1948) az po fadu publikovanych zpévnickd s ceskymi
pieklady textd (Emila Knose, J. Urbana, Jifitho Jorana, a dalSich)
— American Songs (asi 1945-1949), Cernosské pisné (1946).
Samostatnou gramodesku s cerno$skymi spiritudly nahral pro
Supraphon orchestr bratislavského rozhlasového redaktora
Julia Bavolyara jiz v roce 1952. Slo o EP se &tyfmi pisnémi
v Ceském podani slovenského zpévaka opernich arii a lidovych
pisni FrantiSka Zvarika. Nasledovala gramodeska s pfevzatymi
americkymi nahravkami (1954) a brozura (1955), které byly
vydany k naukovému pasmu Jititho Cikharta Zpévy cerného lidu.
V poloving 50. let byl vydan také notovy sesit Cernosské spiritudly
s texty Jifiho Jordana, a to v upravé pro zpév a klavir (1955) i zpév
a kytaru (1956). V roce 1956 prob¢hlo vyse uvedené hostovani
profesionalniho souboru Everyman Opera a vysla jejich rovnéz

10. O nich a jejich politickém pozadi blize viz Schormova 2021.
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jiz zminéna kolekce Cernosské spiritudly (Supraphon 1956).
LP gramodeska s bohatym textovym a obrazovym doprovodem
(zpracovanym opét Jifim Cikhartem) pak byla vydana opét pod
nazvem Cernosské spiritudly v roce 1963. Mezi tim vznikl
»Metodicky material pro vedouci a ¢leny tanecnich a estradnich
orchestra” Hudba americkych cernochii od Lubomira Dortzky
a na trhu se objevila i poezie afroamerického basnika Langstona
Hughese Cernoch si zpiva blues (1957) v piekladu Jittho Valji.
Tematické oddily se spiritualy nebo blues obsahovala i prekladova
publikace Americka lidova poezie (1961), kterou usporadal
L. Dortizka. V ni byly, v ptekladech od desitek autorti, pfitomny
1 bélosské pisné kovbojské, namoinické, tulacké, vézenské a dalsi.
Praveé odsud k ¢eskym country a trampskym skupindm a posléze
do obecného Ceského poveédomi pronikly vééné oblibené pisné
jako John Hardy nebo Jesse James, v podani Spiritudl kvintetu
pak napt. Kovbojiiv narek.

Diky oblibenému narativu o utlacovanych byvalych otrocich
v nespravedlivé kapitalistické spole¢nosti, jehoz hlasitym Sifitelem
byl publicista Emanuel Uggé (1900—-1970)," nebyla u nas ¢ernoSska
hudba, na rozdil od jiné americké kultury, uplné¢ na indexu.
Ptistup k SirSimu vybéru zahrani¢nich desek a not ovSem chybél.
Pro Spiritudl kvartet, ale tfeba i pro Studijni skupinu tradi¢niho
jazzu Pavla Smetacka a dalsi soubory sehraly dtlezitou roli rady
a domaci diskotéka Zbynka Machy (1928-2007), publicisty,
amatérského dixielandového muzikanta a sbératele (s pristupem
i ke sbirce zminéného E. Uggého), jenz pripravoval rizné programy
o tradi¢nim jazzu a ¢ernoSském folkloru v prazském Divadle hudby
nebo v divadélku Radar (1959-1961). Diky nému si mohli zdjemci
predavat desky a magnetofonové pasky nejen s afroamerickymi
soubory, ale i s Weavers a Petem Seegerem, s Kingston Triem, se
skupinou Peter, Paul and Mary, ale také s ¢ernosskou zpévackou
Odettou a dalSimi. Vedle pomoci Zbynka Machy vzpomina
Tichota (2003: 57) téz na zapujcky gramodesek od Gene Deitche,
amerického reziséra ptsobiciho na Barrandove.

11. Podrobné viz Vidomus 2022.
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Vedle spiritualtt se tak i1 bélossky americky folk stal zcela
rovnocennou sou¢asti programi Spiritual kvintetu.'> Vyvoj timto
smérem posililo setkani s americkym originalem — Pete Seegerem
(1919-2014). To uz byl soubor kvintetem a v roce 1964 zacinal
svou ¢tvrtou sezonu. Zivouci ikona amerického folku sice neméla
image rasov¢ utiskovaného bojovnika za pravo na svobodu, ale
Ceskoslovenské Urady ziejmé pfitahovala nalepkou levicového
bojovnika s nepfizni americkych poméri. Spiritual kvintet
vétsing Seegerovych koncerti v Ceskoslovensku sekundoval jako
predkapela. Clenové souboru kone¢né mohli slyset nazivo hru na
pétistrunné banjo, které do té doby znali jen z nahravek. Tichota
sice nastroj ziskal jiz o dva roky dfive, ale napf. ladéni strun musel
hledat po svém (Tichota 2020: 26-27). Nakonec s banjem nevahal
doprovazet i pisni¢ky transkribované z rudolfinskych tabulatur. Od té
doby ¢lenové Spiritual kvintetu sahali po vice hudebnich nastrojich
na koncertnim pddiu i pfi nahravani ve studiu. Seegerovy vysvétlujici
komentaie k publiku prekladala tltumocnice, takze $lo o svého druhu
vychovné koncerty. Besedy v zakulisi pak prinasely dal§i poznani,
véetné roz¢arovani, na coz pozdé&ji vzpominal J. Tichota: ,,Spiritual
kvintet [...] zpival to, co jeho uz ddavno prestalo bavit. Zacal nam
wtykat, pro¢ nedelame domaci folklor, a my jsme se mu marné
snazili vysvetlovat, zZe u nas je tradicni folklor uz zalezitosti pasivni.*
(Burian 1979: 261) Clenové Spiritual kvintetu si tehdy stali za svym,
ale — jak dnes vime — v dal$ich desetiletich dali Seegerovi neptimo
za pravdu (nejen) programem Sibenicky.

Spiritudl kvintet zakotvil od roku 1962 v Divadle Na zabradli, kde
jednou mésicné lakal na jinde nedostupny mix americkych spiritudlt
a pisni kovbojskych, namoinickych, dfevorubeckych a dalSich.
Inspirovani Seegerem, posilili uvolnény a komunikativni raz svych
predstaveni, na jejichz prubéh mohli aktivnéji, nez bylo v té dobé
jinde b&zné, reagovat zajemci z fad publika.'

12. Ostatné i soubory jako Weavers oba zanry predkladaly poslucha¢iim vedle sebe funkéné
a s naprostou samoziejmosti.

13.V té dobé se v USA podobnym veéirkiim spojenym se spoleénym provozovanim lidové
hudby ftikalo hootenanny.
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V pribéhu casu predkladal soubor stale cCastéji pocesténé
verze spiritudlti. Kristyna Navratilova (2019: 207) ve své analyze
vyvozuje, ze jejich pramenem pro Spiritual kvintet nebyly ani
ceské preklady Jifiho Jorana, diive publikované ve vySe uvedenych
hudebninach, ani soubézné vznikajici verze evangelickych farait,
ale pfimo originaly v anglickém jazyce. Jazyk a styl ¢eskych textd
pritom odpovidaly zaméfeni na mladé lidi, v¢etné téch nevéticich.
Textafi dodavali do pisni Ceské realie, parafrazovali fikanky,
konkrétni biblické motivy posouvali do obecnégj$ich vyznamovych
poloh. Hlavnim autorem Ceskych verzi spirituala byl zpocatku
Jifi Tichota.'

Po vplynuti DuSana Vancury do zakladni sestavy souboru se
puvodné zaskakujici zpévak stal rovnéz vyznamnym autorem
¢eskych pisnovych texti. J. Tichota tento fakt zpétné hodnotil takto:
»Brzy se ukdzalo, Ze Dusan je velkym prinosem. Nabidl jsem mu,
abychom konferovali spolecné, bylo to pestrejsi a vynalézavéjsi.
Hlavné jsme ale zjistili, ze DuSan je vyborny textar, navic s citem
pro zajimavé pisnicky. Celou radu nasich nejznaméjsich dodal on.*
(Tichota 2003: 54) Chytlavé texty, jejichz soucasti jsou slogany
o0 potiebé volnosti, svobody a spravedlnosti (jako ,,ja mam kocabku
naram, ndramnou...“, ,,az se k ndm pravo vrati“, ,,pét ma meésto
vezi“, ,,ja mam Zizen*) pochézeji pravé od Vancury.'s

Pro pietextované spiritudly v repertoaru Spiritudl kvintetu
jsou priznacné vyznamové posuny, jez kladou biblickd témata do
obecngéjsi roviny, nékdy vyplyvaji z potfeby upiednostnit hudebni

14. Tichota je autorem textil napt. k témto pisnim: Ddl, dal tou vodou (Wade in the Water),
Vjeslich dité spinka (Mary Had a Baby), Slapej dal (Hold On), Co prej bude s moji dusi
(True Religion), Déti jdou, kam je poslou (Children, Go Where I Send Thee), Dve baby
(I Can't Feel at Home in This World), Kdo svalil kamen nahrobni (De Angel Rolled the
Stone), Lod’ déti (Git On Board, Little Chillen), Stary pribéh (King Jesus), Uz se nam
cas krati (Where Are the Hebrew Children).

15. Vancura je autorem textd napt. k témto pisnim: Stard archa (Old Ark’s Moverin’, znama
jako ,,Kocabka®), Mesto s peti vézemi (Twelve Gates to the City), Az se k nam prdvo
vrdti (A Little More Faith in Jesus, pivodn& v &esting Chei sluncem byt), Cekam na sviij
den (Witness), Poutnik a divka (Jesus Met a Woman), Mlyny (A Little Light of Mine),
Zizet (Give Me Jesus), Autobusy prijizdéji (Buses Are A-Comin’), Hlinu na néj hodime
(Lets Go to the Buryin’), Farao (Didn't Old Pharaoh Get Los’?), Bim bam (Virgin
Mary Had a Baby Born), Oh Freedom.
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rytmus slov nad kopirovanim pivodniho vyznamu. Typickym
prikladem je pisen Twelve Gates to the City — v Ceské verzi Mésto
s péti vezemi: v originalu opévuje Jeruzalém jakozto zaslibené
mésto s dvanacti branami, po tfech z kazdé sv€tové strany, ve verzi
Vancurové se pak zpiva o obecné vstiicném meésté s péti vézemi,
které je obtizné nalézt. Zdenc¢k R. NeSpor (2006: 132) kritizuje, Ze
nepiesny pieklad ptipravil nabozenskou pisen o duchovni obsah,
ale Kristyna Navratilova (2019: 209) posun omlouva a ocenuje,
ze hlavni mySlenka origindlu zachovéana zlstala diky motivu viry
(v refrénu se zpiva ,.kdo chee uvétit, veri*). Dalsi konkrétni piiklady
obsahovych posunti vybérove obsahuji jednak komentate samotnych
textaii Tichoty a Vanéury ve tfech publikovanych zpévnicich
(Tichota — Vancura 1997, 1998; Tichota 2010), jednak dalsi analyzy
K. Navratilové: vyuzivani jak naboZenskych motivli nevyzadujicich
hlubokou znalost Bible, tak slovnich hficek, kde spiritualni vyznam
vznikd az v ur€itém kontextu, pfesahy nabozenskych motivl do
obecné lidskych hodnot (2019: 207) a ve prospéch socialnékritického
rozméru, vyuzivani tazacich vét (2019: 208), a konecné ztotoznéni
se s pribé¢hem, kdy se subjektem stava 1. osoba singularu nebo
kolektiv, ¢imzZ se pak ucastnikem stava i poslucha¢ (napt. ,,Mdvd,
mava, nam vsem svobodnd zem “ — srov. Navratilova 2019: 210).

Usmévné posuny vyznamu, motivované potiebou zachovat
poctem slabik ptivodni rytmus, ale jist¢ i malou znalosti anglictiny,
zaznamenavame i v poceStovani pisni osadnikd, kteti prisli do
Ameriky z Evropy. Autor textu Doney Gal Vlastimil Marhoul
napsal ,,ja a miij Doney Gal*, a zpévaci tak pokracuji ,,proc to hiibé
tak v lasce mam®. Ptvodni text pfitom pojednaval o kovbojové
spolehlivé, a proto oblibené klisni¢ce ,,Doney“, jejiz jméno je
odvozeno z puvodniho italského donna, a ,,gal“ znamena prosté
divka nebo Zena.

Gospel We Shall Overcome, zn&hoz se stal protestsong proslaveny
Pete Seegerem, zpival Spiritudl kvintet nejprve anglicky. Po srpnu
1968 pozadali ¢lenové souboru textatre Ivo Fischera o Cesky text,
a tak vznikla slavna verze Jednou budem dal. S velkym o¢ekavanim
chtéli takto Cesky triumfalné zahajit 3. rocniku Folk & Country
festivalu v Lucerné v roce 1971. Po litém sporu s Greenhorns
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o to, kdo festival zahaji,'® si Spiritual kvintet privilegium vyhadal,
nicmén¢ u publika laéného popularniho country stylu pisen zapadla.
Pozdgéji se ovsem stala obecné znamou. Mozna az moc. Dozadovaly
se ji 1 rizné podniky a ufady, tfeba na oslavy Mezinarodniho
dne Zen, na komunistické protivalecné akce — az kapela zacala
pisent nenavidét. V nové situaci se ale se nechali premluvit k jeji
interpretaci dne 17. 11. 1990 na prazském Vaclavském namésti za
spoluti¢asti prezidentti Havla a Bushe.

Renesanéni pisné

Jiz béhem 1. etapy svého vyvoje zacal Spiritudl kvintetu
obohacovat sviij repertoar o staré evropské pisné. J. Tichota se coby
student a posléze zaméstnanec katedry hudebni védy Filozofické
fakulty UK zabyval transkribovanim starych loutnovych tabulatur!’
do moderni notace. Prvni testovani na posluchacich v ¢ervnu 1966
v Divadle Na zabradli, provazené projekei diapozitivi se zpévakem
Thorovskym, ktery nese rtzi¢ku zpévacce Helebrantové, dopadlo
dobie. K popularité pisné Rizicka zaroven piispélo i jeji zatazeni
do rozhlasového poradu Houpacka (Cerny 1972).

Renesanéni obdobi zahrnuje 14.-16. stoleti, pisn¢ prazské
rudolfinské éry pak druhou polovinu 16. stoleti a obdobi nasledujici.
Pisn¢ t¢ doby nakonec naplnily prvni samostatnou LP gramodesku
souboru (Pisnicky z roku raz dva, 1972). Autor doprovodného textu
k albu, Jiti Cerny, uvadi jako jeden z hlavnich zdroji sborni¢ek
Smala z Lebendorfu, pisafe mistodrziciho Jaroslava z Martinic,
dal$im pramenem byl tisk Orchésografie (vydal Thoinot Arbeau
1588) nebo Specidlnik Kralovéhradecky (1550) dle kritického
prepisu muzikologa Jaromira Cerného, Tichotova kolegy z fakulty.
V pozd¢jsi studii k faksimiliim Codexu Jacobides J. Tichota
uptesnuje, ze Slo celkem o pét loutnovych tabulatur némeckého
typu, dochovanych na ¢eském tizemi (Tichota — Cizmai 2019: 5, 11).
Codex Jacobides, popsany jako ,.chybami devalvovana pamatka®

16. K tomu viz Tichota 2020: 85 nebo v trochu jiné vzpomince Kone¢ny 2018: 36.

17. Slo o nahradu notopisu, ktera namisto ténti zachycovala konkrétni hmaty na loutnu.
Laické vysvétleni problematiky viz Tichota 2020: 39, odborné viz Tichota — Cizméi 2019:
7-17.
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a zlomek obsahlejsi sbirky, je dulezity tim, ze doklada priniky
z dvorské kultury do kultury ulice. Vedle honosnych, artistnich
skladeb zahrnuje i popévky, které ve své dobé fungovaly jako
dnesni popularni hudba. Amatérsky raz zapist je dokladem velkého
zapalu odborn¢ neskoleného zapisovace Ci piepisovace, kterym byl
nepochybné Cech. Svédéi ,,o hudbé podhradi — studentii, prostych
meéstanii, neskolenych amateérii; o fungujicim, pohotovém potkavani
a prolinani se inspiraci z nejruznejsSich zemi Evropy, o dolozZitelné
touze neurozenych zmocrnovat se v ramci svych moznosti a dovednosti
i ,wssi® hudebni produkce, wurcené primarne posluchaciim
a interpretiim poucenym a urozenym® (Tichota — Cizmai 2019: 3).
Pocate¢ni dojem neslucitelnosti téchto pisni s okruhem americkych
spirituald a folkovych popévk lze takto snadno vyvratit. Sborni¢ky
tabulatur byly ve své dobé obdobou dnesnich svépomocnych zapist
textl a akordickych znacek zdjemct o spolecné zpivani oblibenych
pisni¢ek jakéhokoli zanru. Tichota (2019: 7) zaroven doklada
popularitu loutny jako — zejména v 16. a 17. stoleti — hlavniho
doprovodného nastroje ke zpévu i jako nastroje sélového. I v tom Ize
vidét paralelu k masové oblibé kytary ve druhé poloving 20. stoleti.
Pozoruhodné je mezindrodni propojeni repertodru rudolfinské éry,
kdy cisafské sidlo pfitahovalo do Prahy umélce ze vSech kouth
Evropy. Pestrd Skala dobovych tancli a uprav pisni odkazuje na
kulturni impulzy némecké, italské, francouzske, Span€lské, anglické
i na souvislosti polské a mad’arské (Tichota — Cizmai 2019: 11).

V kolekci zminéné LP desky Pisnicky z roku raz dva tak némecka
zertovna pijacka pisnicka stiida italské villanely, Spanélské villancie
¢i zakovskou zebravou koledu z Jistebnickeho kancionalu (Carmina
amorosa). Ta je nejstarsi skladbickou alba (1420). Ceskym textem ji
opattil F. Novotny, podobné jako pisné Svatebni kosile a Pavana za
deset svestkovych knedlikii. 7 pera J. Tichoty pochazeji Dindirindin,
Vandrovani, Ave tu pura puella, Podzimni, Tii bratri a Rizicka.
J. Cerny (1972) v doprovodném textu k albu u zminéné RiiZicky
upozoriiuje na zameénu nazvu, zpusobenou jiz omylem piepisovace,
z puvodni ,,rosy na ,,ruzi“. Kdyz autor textu J. Tichota narazil na
pravdépodobnou predlohu ¢eské tabulatury z jiného zdroje a omyl
rozpoznal, ¢eské znéni s rizickou jiz bylo zazité.
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Dusan Vancura pro album Pisnicky z roku raz dva objevil pisné ze
zcela jinych zdroji. Na festivalu sborové tvorby Europa cantat “70
v rakouském Grazu, kterého se néktefi €lenové Spiritual kvintetu
ucastnili v rdmci VUSu, se naucil od francouzskych kolegl pisent
zhruba z roku 1520 v rytmu tance tourdillon. Melodii zaranzoval,
opattil Ceskym textem a Batalion brzy vstoupil mezi pisn€ oblibené
v ramci Sirokého spolecenského zpévu. Staro¢eskou U Karlova
Tyna, prvng otisténou ve sborniku Dobienského koncem 16. stoleti,
Vancurovi dohledal Tichota v publikaci Jaroslava Pohanky (1958:
62), kde je uvedena pod ¢. 90 jako Pisnicka prikladnd. Skotskou
lidovou Scarborough Fair — Trh ve Scarborough otextoval podle
nahravky folkrockového dua Simon & Garfunkel. Aranz upravil
J. Tichota s pfihlédnutim k ptivodnimu napévu ze 17. stoleti. Pisni¢ku
Ovcak, opét z Codexu Jacobides, otextoval Vlastimil Marhoul.

Pisné ¢eského narodniho obrozeni

Dalsi okruh pisni do repertoaru Spiritual kvintetu ptinesla polovina
70. let. Karel Zich zacal zkouset sélové Stésti v pop music, Jan
Thorovsky byl stale vytizenéjsi korepetitorskymi zakazkami, Jarce
Hadrabové nedélaly dobie dlouhé Siitiry a zjezdy kvili bolavym
zadiim, nakonec se navic odhodlala k emigraci. Jiti Tichota coby
porotce Porty 1974 ve Svitavach poznal dva roky fungujici kapelu
moderni trampské hudby Toronto, nucené pravé k prejmenovani
na Brontosaury. Slovo dalo slovo a nové posily Jan a FrantiSek
Nedvédovi a Zdenka Toskova, pozdéji Tichotova, obnovily Spiritual
kvintet, aniz by omezily pokra¢ovani Brontosaurt.

Domovskym stankem souboru se na n¢kolik let stalo divadlo
Ateliér. Porad Spiritual a Brouri = Nic moc (1974) obsahoval
samostatné bloky obou formaci i spole¢né hrani. Dalsi potad, Knize
Hanka (1979) vrezii Vladimira Merty, uzbyl jednolitym programem.
Melodie Frantiska Maxe Knizete, a hlavné verSe Vaclava Hanky
a texty Karla Havlicka Borovského, vybrané Mertou, zavdavaly
prilezitosti k politickym narazkdm a dvojsmyslim. Publikum
rozumélo s nadSenim. Cenzura bohuzel taky. Potad byl nakonec
zakazan, ale obrozenecky repertoar z Ateliéru se podafilo nahrat
na LP Sauzeni lasky (1981) a EP Ctwero pjsnj (1986). J. Tichota
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v rozhovoru s J. Burianem (1979: 263) k upravam uvadi: ,,.Snazime
se je zase délat jinak, ne rekonstruovat, ale najit zcela neznamé
materidly, nechat zaznit melodiim z dobovych tiski, jez se zpivaly
v méstanskych salonech minulého stoleti, a hlavné — zpivat je zase
po svém.“ A dodava: . Zit jen ze spiritudlii nepovazujeme za fér.* Na
otazku, zda si nekonkuruji s Traxlery, upfesiiuje, ze rozdil je praveé
v pristupu k textim: ,,...byly to jejich viastni melodie na dobové
texty [...], kdezto my vychdzime naopak z dobové hudby, kterou
vesmeés priodivame novymi texty...*

Jako hlavni inspirace poslouzily Spiritudl kvintetu pisiiové
edice Celakovského, Rittersberkova a Erbenova. Ty ve své dobé
vyvolavaly posedlost tvorbou novych ohlasovych pisni. S tou pfisel
o néco drive naptiklad i Vaclav Hanka (pozdé&jsi docent slovanskych
jazykd, knihovnik Narodniho muzea a poslanec), pravdépodobny
spoluautor dvou znamych «rukopisti» vydavanych za staré pamatky.
Sepsal dva svazky Dvandctero pisni (1815, 1816), které roku 1820
zhudebnil kytarista, violista a fagotista FrantiSek Max Knize (viz
pisn¢€ Obchod, Sauzeni lasky, Modré oci, Chaloupka).

V letech 1835-1839 bylo vydavano velkorysé periodikum Venec
ze zpévil viasteneckych, uvity a obétovany divkam viasteneckym,
které nabidlo na padesat novych pisni ro¢né. Nekteré texty mély
vicero zhudebnéni, verSe vSak casto nebyly pfilis literarné kvalitni.
Tichota v rozhovoru s Josefem VICkem uptesnuje: ,,7am jsme
zapolili s prehrsli milostnych versii, takového toho ,laska-pdska’
jsme si hodné uzili. Zrovna tieba Vaclav Hanka s tim opravdu
nesetiil. A navic to u tech romantikit musela byt laska nestastnd!*
(Vicek 2020: 4/5)

Cilené vybrané pisn¢ do poradu divadla Ateliér a na LP Sauzeni
lasky shodou okolnosti zapadly do obecného obdobi pocitu zmaru
v textech Ceské pop music druhé poloviny 70. let.'”® Deziluze,
formulované do milostného smutku a jakési utéchy, korespondovaly

18. Viz napt. Neckarovy konejsivé pisné Ja ti zabrnkam (1974), Planetarium (1977), Podej
mi ruku a projdem Vaclavak, varovné Az (1979) od Katapultu, bolestinské songy Petra
Spalen¢ho jako Dité steésteny (1979), bezvychodné Okno mé lasky, Osmy den (1980)
nebo Jasna zprava (1981) Olympiku a dalsi.
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s obecnou spolecenskou skepsi souvisejici s policejnim tazenim
proti folkovym pisni¢karim, Jazzové sekci a undergroudnu, se
soudnimi procesy, Chartou 77 a anti-chartou, zkratka s celkovym
postupnym poznanim, Ze sovétské okupaéni jednotky a jimi
nastolend ,,normalizace* zlstavaji v Ceskoslovensku asi natrvalo.

Pozdgjsi dodatek k LP Sauzeni ldsky v podobé EP Ctwero pjsnj
(1986) prinesl pisn¢ satirické. Naptiklad Ukolibavka (Spi ma zlata
boubelata) (J.J. Ryba/ V. Nejedly) ve skute¢nosti neni uspavankou,
ale pranyfem lichvait a zradcet, kterym Spatné skutky nedopfeji
klidného spanku. Ptedlohu upravil J. Tichota s védomim, Ze Jakub
Jan Ryba zhudebnil v roce 1800 Ceské texty jako jeden z prvnich.
Byt slo dle dobovych zvyklosti o némecky pojmenovanou sbirku
Zwolf béhmische Lieder. Alegorie obsahuji i ostatni pisné EP
gramodesky.

Lidové balady

Své repertoarové rozkroceni rozsifil Spiritudl kvintet
v 80. letech také o okruh domacich lidovych pisni, kterymi naplnil
LP Sibenicky (1988). Pro &ast posluchadstva §lo o piekvapivy
krok, ale n€kolik rozhlasovych nahravek s folklornimi pisnémi
vzniklo uz zacatkem 70. let, takze o velké stylové vyboceni se
nejednalo. Zptsob zpracovani navic navazoval na aranze pisni
renesancnich a obrozeneckych. Album shrnulo vybér z riznych
bézné dostupnych pisiovych edic (FrantiSek Susil, FrantiSek
Bartos, Karel Weiss a dalsi), ktery byl ovSem specialné zacilen na
balady o lidech hiiSnych, jejich krutych trestech a podobné. Jiti
Cerny (1988) uvadi v doprovodném textu ke gramodesce: ,,Sestava
pro Sibenicky odpovida jak hlasové barevnosti Spiritudl kvintetu
a usili o vyjadreni dramatismu i lyrismu v osudovosti lasky, zrady,
vernosti, nasili a odplaty, tak tradicni pestrosti jeho inspiraci:
Jjsou tu napevné vzory duchovnich pisni 15.—16. stoleti (Co se
stalo za horama), renesancnich tancu (Trudova Zena), viivy polské
i uherske, typické rytmy hudeckych kapel (Mezi dvéma vinohrady,
A co to tam piska) a jiné. [...] Mnohdy by bylo tézké udavat
zemské, natoz krajové oznaceni pisni, [dale Cerny cituje Susila]
Jez moravskymi nazyvame, ponévadz jsme je po Moravé sebrali,
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Z koncertu ke 45 letiim cinnosti ve Smetanové sini v Praze (2005). Zleva Frantisek Novotny,
pripravujici rychlobasen na zadana slova, Jiri Tichota, Irena Budweiserova, Jiri Holoubek,
Jiri Cerha, Zdenka Tichotovd, Dusan Vancura. Archiv Jiriho Tichoty

kterych ale mnohé s nepatrnou proménou snad i jinde se zpivaji,
Jjako pisné pod jménem ceskych vydané i v Moravé slyseti jest*.*
Cerny dodava, Ze ,,Nékdy jsou zde promisena i ndieci, navzdjem
i se spisovnou cestinou.

Jiti Tichota v pozdéj$im rozhovoru s Josefem VIckem vysvétluje,
ze vznik balady byval v minulosti i zvla§tnim druhem trestu za
spachany zlocin: ,,Nékdy, kdyz to bylo blizko kramarskych pisni,
vyskytovalo se tam i jméno zlosyna. VIcek (2020: 2/5). V baladé
Sestra travicka, dodava Tichota, vyjadiuje divka vétsi strach
z ostudy byt ztvarnéna v pisni nez uvéznéna ve zdi: ,,Zazdite mia do
kameni, nech o mné pésnicky neni.* (Susil 1860: 167—168)

Patnact pisni vybranych pro album upravil pro kapelu Jifi
Tichota, pét Dusan Vandura. Folklorni pisné z LP Sibenicky se
zafadily mezi ostatni zanrové okruhy repertoaru Spiritual kvintetu
zcela ptirozeng.
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Zavér

Spiritual kvintet zacal pasobit v dobé pied vznikem cCeské
folkové scény, byl proto nejprve zafazovan — napfi. na festivalové
prehlidky — k jazzu a poté ke country. Casem si soubor nasel svij
vlastni styl kombinujici americké spiritudly s americkym folkem,
ale také s pisnémi renesancnimi, obrozeneckymi a lidovymi.
Hlavnimi autory textii byli dva souputnici Jifi Tichota a Dusan
Vancura. Tichota v rozhovoru s Josefem VIckem popiel, ze by se
citil textafem — psal vyhradné pro potieby Spiritual kvintetu, kdyz
nebyl rychlejsi autor textu po ruce.'” Naproti tomu Vancura psal
texty i pro jiné interprety, i kdyz zpravidla velmi spfiznéné — pro
Karla Zicha, FrantiSka Nedvéda, pro skupinu Irish Dew, ale tieba
i pro Marii Rottrovou (Brabec 2010). Z ostatnich autorti textd
souboru znovu piipomeiime FrantiSka Novotného, Vlastimila
Marhoula nebo Ivo Fischera.

V prevodech pievzatych pisni do ceské verze davali autofi
vétSinou prednost formalni, rytmické strance textu dané ptvodni
hudebni slozkou pied ptivodnim obsahem. Nabozenské motivy byly
zobecnovany, akcentovany byly obecné hodnoty svobody, volnosti,
rovnosti a prava. Nezvykle Siroky okruh inspira¢nich zdroji byl
sjednocovan aranzi zalozenou na dobfe sezpivaném vicehlasu
a svizném akustickém doprovodu. Nad jednotlivostmi tak vynika
celek. Do obecného povédomi i do zpévniho repertodru Sirokych
spoleCenskych vrstev hladce vplouvaly nejen americké folkové
pisn¢ a spiritudly, ale i mnohé staré pisn¢ tuzemského ptivodu —
typickym piikladem jsou Ruzicka nebo Batalion. Napomahal tomu
1 ,,veCirkovy* raz koncertd, dodavajici publiku pocit ptatelského
setkani v klubu, kde si i navstévnik muize zazpivat, zahulakat,
pfipadné i na podiu néco sam piedvést.

19. ,,Jsem nejspokojenéjsi, kdyz nemusim nic psat,” tika Jiti Tichota (viz VI¢ek 2020: 3/4).
Josef Vicek odhaduje, ze Tichota za Sedesat let existence Spiritual kvintetu otextoval
zhruba 250 pisni (VIcek 2020: 2/4).
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From American Spirituals to Czech Folk Ballads: Spiritual Kvintet
and the Sources of their Lyrics over Six Decades

The paper deals with the lyrical aspect of Spiritual Kvintet’s repertoire and the sources
from which the Czech group has drawn over their 60-year-long career. Initially, they were
interested in African American spirituals, which gave the group its name. Soon after they
added the folk songs of European immigrants to the USA. Czech sources of Spiritual
Kvintet’s repertoire include European Renaissance songs, transcribed from lute tablatures
of the Rudolphine era, songs of the Czech national revival, traditional Czech folk ballads,
and finally some original compositions by Czech authors. The wide range of genres was
matched by the unifying character of the lyrics. Both the foreign and archaic songs required
translation into Czech, so the local audience would understand. The new lyrics were supplied
by the members and friends of the group (Jifi Tichota, FrantiSek Novotny, Dusan Vancura,
and Vlastimil Marhoul), and some were provided by the renowned lyricist Ivo Fischer.
The authors often shifted the specific nuances of the original meaning in favour of keeping
the rhythm and sonority of the Czech verses. Nevertheless, they managed to formulate the
songs’ original social message in a way that evoked associations with the domestic social
situation. The diversity of the texts was unified by the musical arrangements, based on
multi-voiced singing accompanied by guitar, double bass, and other acoustic instruments.

Key words: Spiritual Kvintet; traditional and modern folk songs; song lyrics; lyric sources;
music arrangement.
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Priloha

ZPIVALI, HRALI A ZILI VE SPIRITUAL KVINTETU:

JIRI TICHOTA 1960-2021 (zp&v, kytara, loutna nebo banjo)

IVO MACH 1960-1968 (zp&v)

MIROSLAV KELLER 1960-1968 (zpév)

MIROSLAV KASTELOVIC 1960-1965 (zpév, kytara)

RUZENA HELEBRANTOVA 1963-1968 (zp&v)

JAN THOROVSKY 1965-1974 (zpév, kytara)

DUSAN VANCURA 1969-2020 (zp&v, kontrabas)

OLDRICH ORTINSKY 1969-2000 (zp&v, flétna a perkuse)

KAREL ZICH 1969-1974 + 1992-2004 (zp&yv, kytara)

JARKA HADRABOVA 1969-1976 (zpév)

ZDENKA TICHOTOVA 1974-2021 (zp&v, perkuse)

FRANTISEK NEDVED 1974-1992 (zpév, kytara)

JAN NEDVED 1974-1988 (zpév, kytara)

EVA LIFKOVA 1976-1980 (zp&v, perkuse)

IRENA BUDWEISEROVA 1980-1987 + 1989-2010 (zp&v)

LENKA SLABA 1987-1989 (zp&v, perkuse)

JIRI CERHA 2000-2021 (zpav, perkuse)

JIRI HOLOUBEK 2004-2021 (zp&v, kytara)

VERONIKA SOUEKOVA 2010-2021 (zp&v)

PAVEL PEROUTKA 2012-2021 (zp&v, kontrabas)
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REFLECTING ON RETEXTING OF SONGS:
HISTORY, CASE STUDY, AND ENGAGEMENT

Lee Bidgood

What happens when we change the lyrics of a song? Retexting—
my term for the creation of a new text for an existing song—is
a common transformation, but our understanding of the value of
these changes needs refinement. I will first examine practices of
retexting within the context of bluegrass music in the Czech Republic,
proposing that Czech bluegrass retexting is not merely derivative,
but creates new meanings and meaningful works. My observations
have led me to reflect on how practices of retexting can be useful
tools for pedagogy and other sorts of community engagement.

Literature review / terms

My awareness of retexting started early, learning the song
“Twinkle, twinkle, little star” and then realizing that “Baa, baa,
black sheep” and many more songs simply recycled the same tune.
In elementary school, I heard parodies of Christmas songs (“Jingle
bells, Batman smells, Robin laid an egg...”) that used retexting to
make fun.

Studying American musical history as an undergraduate,
I learned of Christian congregational singing in which a handful
of tunes can be used to sing all of the psalms—song and tune are
interchangeable parts in a technology that supported the musical life
of a community in a situation of scarce resources. The continued
traditions of interchanging text and tune by Primitive Baptists in the
Appalachian South has led to the distinctive practice and sound of
American religious folksong singing (Patterson 2001).

As a graduate student doing fieldwork, I observed the ways that
Czech bluegrassers retext songs. Some retexted songs preserve the
meaning— “covering” the song through translation. Other Czech
bluegrass texts use the melody of an existing song but carry a differing
meaning. Pop music scholarship on covers provides a model
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for thinking of this range of approaches. David Horn discusses
how “covering” a song is different from freer “interpretation” of
a song (Horn 2000: 30). Deena Weinstein distinguishes “covers”
which use a certain performance or recording as a reference from
“versions,” where differing versions of the song exist equitably
as varying possibilities for performance (Weinstein 1988: 138).
Some retextings show an intent to connect Czech bluegrass to
American bluegrass, while others seem less self-conscious about
the connection to another version, and seek to establish something
new (and perhaps equal).

Musicologist Robert Falck provides historical context with
his etymology of the terms “parody” and “contrafactum.” For
16th century writers, parody meant “songs sung in imitation of
others,” “a song sung to another melody,” or “...to introduce in
place of a serious thing another ridiculous one” (Falck 1979: 3).
In the 1700s, Jean-Jacques Rousseau contrasted “well-made music”
where the melody is composed to the words with “parody,” in
which “...the words are composed to the melody” (Falck 1979:
9). In the 19th century, parody became primarily a literary term,
and contrafactum was more popular for discussing music. Falck
concludes by discussing Ursula Aarburg’s mid-1900s definition
of contrafactum that—unlike Rousseau’s—is rhetorically neutral:
“the invention of new texts to given forms and melodies.” Falck
comments that Aarburg’s “...notion of contrafactum becomes
virtually indistinguishable from the process of song composition
itself” (Falck 1979: 20).

As I explore this topic, I am inclined to follow Aarburg’s
example in seeking neutral language. For example, I resist using
the word “original” to describe the English language text of an
American song that has been re-created through retexting in Czech.
I hold, with Alexander Dent (2005), that while retexting creates
a work that is in some way derivative, it also creates a new work
that is fully enmeshed and effective in its own context. Per Richard
Peterson’s discussion of the fabrication of authenticity in country
music, retextings might be seen as less “authentic” using the “real,
not imitative” definition, but could be considered as authentic using
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the definition “credible in current context” (Peterson 1997: 207-208).
Accordingly, my ethnomusicological consideration of Czech
bluegrass retexting pays attention to the local contexts of people
who create and use these words and tunes.

Czech bluegrass retexting

Bluegrass musician and community leader Petr Brandejs has
considered Czech translations of bluegrass lyrics, analyzing
rhythm, vowels, and how translators modify “natural language.”
More relevant here, he provides an insider’s views on bluegrass
retexting, including an outline of the different approaches a Czech
lyricist can take and the challenges and opportunities they face.
As Brandejs puts it, “a lyricist, who tries to translate a song from
English to Czech, should obviously consider not only the phonetical
and rhythmical side of the text, but also the meaning and overall
message” (Brandejs 2011: 13).

Brandejs addresses how retextings focus on sound and phonetics.
“Rovnou, tady rovnou,” Jan Vy¢ital’s Czech version (1969/1970) of
bluegrass standard “Roll On, Buddy, Roll On” (Charlie Bowman
and His Brothers, 1928; Monroe Brothers 1936/7) indicates how
Czechs have recreated the sounds of sung English (Brandejs 2011:
7-8). In these three lines from the repeated chorus of the song, the
English text is at the top, followed by two phonetic transcriptions by
Brandejs: English in the middle, and Czech below. This comparison
reveals strategic use of the “O” vowel in the Czech text to match the
English one, and the near-rhyme of “tadi” and “buddy”:

Roll on, buddy, roll on
/rol 9:n badi ro:1 9:n/
/rovnou, jo:, tadi rovnou/

You wouldn’t roll so slow if you knew what I know
/ju wudn ro:l so slo:v of ju nju: wot ai nouv /
/proste t'e pic a nehledej mie vi:c/

So roll on, buddy, roll on
/s2u 10l 0:n badi ro:l o:n/
/to t1 fi:ka:m rovnou/
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I’ll add another example here I have heard of a Czech bluegrass
piece that takes its melody from a US song (“You Don’t Know
My Mind,” written by Jimmie Skinner and a trademark song of
Tennessee-born artist Jimmy Martin) paired with a Czech text with
different meaning but phonetic resemblance. In an informal jam at
his house in spring 2019, mandolinist Tomas Alexa explained that
the repeated final line of the verses is where the resemblance is
strongest. Here “Baby, you don’t know my mind today” is echoed
by the corresponding line “nejmin na romdn ma to dej.”

Brandejs identifies texts that diverge in meaning from
corresponding English lyrics (Brandejs 2011: 13). Geoff Mack’s
“I’ve Been Everywhere” (1959) originally listed places where the
singer has been; Vy¢ital’s version, performed with the Greenhorns,
“...changed the meaning into the list of his own favorite painters
(being himself a painter), singers (being himself a singer) and
tongue twisters (having himself a huge problem with correct Czech
pronunciation)” (Brandejs 2011: 13). Singer and literary translator
Robert Krestan has used his artistic sensibilities in transforming
songs. He retexted the Anglo-American folk ballad “Fair and
Tender Ladies / Little Sparrow “(Roud #451) as “Pé&t prazdnejch
slunci” (Five Empty Suns), conveying a similar bleak emotional
resonance, but with male, first-person regret instead of the female
narrator of the American version.

I have often heard from Czech bluegrassers that Czech-language
lyrics by Prague-based mandolinist, singer, and bandleader Petr
Kus “feel” or “sound” more American, and that they are more
idiomatically “bluegrass” than those by other Czech lyricists.
Brandejs offers a rationale, proposing that that especially in “songs
written to his own music [...] Petr Kis’s writing style might be
based on favoring some long vowels that make the text easier to
sing, but not necessarily easier to understand” (Brandejs 25). As
a singer who has worked to perform Czech bluegrass texts, I present
below the four lines that make up the first verse of “Zlata rybka” as
an example of Kis’s original text and music that are intuitive, for
me as a native speaker of American English, to sing. Here is the text
with phonetic transcription by Petr Brandejs; I have underlined the
words where I place emphasis (Brandejs 2011: 37-39):
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Lod’ku mas, vesla na ni jsou, tak pluj tam,
/lotku ma:§ vesla na fi: sou tak pluj tam/

kde stibrné zrcadli se proud.
/gde stfi:brile zrcadli: se prout/

Rozhod’ sit’ a pak celou noc tam ziistan,
/rozhot’ si:t’ a pak celou noc tam zu:stan/
s rannim dsvitem smis ji vytdhnout.

/s rani:m u:svitem smi:$ ji vita:hnout/

The beginnings of each line don’t display the initial emphases
characteristic of spoken Czech. Further, the phrases “Lod’ku mas,”
“Rozhod’ sit’,” and “s rannim usvitem” position two short syllables
before one with an accent indicating extended length. When I sing
this song, these syllables are further highlighted because the melody
extends them, and also positions them at the top of a repeated figure
that ascends the first three notes of the scale of D major, the tonic
area of the song. I feel this as an avoidance of the initial accent,
and something more like the iambic weak-strong pattern that is so
familiar to me as an English speaker (and singer).

Returning to the discussion of texts that imitate the sound of other
texts, I note that “Pod stfechou viky mam” was written by Petr K,
indicating again his ability to create Czech lyrics that emulate the
rhythmic “feel” of English. I also note that in addition to the sonic
similarities, there are commonalities in the meaning of the texts.
While the texts of both songs speak to loneliness and alienation, there
are differences in how these emotions are manifested. The narrator
in “Pod stiechou vikyf mam” is isolated by a static position peering
down on the action of the world from their “dormer under the roof”,
in contrast to the mobility of the other song (in which the narrator
self-identifies as a drifter, rambler, hobo, and tramp who has “Heard
the music of a rail / slept in every old dirty jail”). Retexting bluegrass
can also involve reconfiguring it as a way to address the emotional,
social, and aesthetic needs of a performer or a community.
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Reflection: Contrafact as a teaching tool across cultural
boundaries

These days, there is a particular meaning to some of the terms
I have used thus far. For example, for jazz players and scholars,
“contrafact” is a specific kind of borrowing: using a previously
composed chord progression as the chassis for a new melody (with
no particular idea that any sort of text is involved). The sorts of
retexting that I have documented through my work with Czech
bluegrassers has its own community-specific relevance. My analysis
of Czech bluegrass retexting processes has opened my eyes to the
different and specific utilities of these tools of transformation,
particularly with regard to the intent involved. I have used these
tools in my own artistic and pedagogical work. I list here some
examples and explanations of the intent that they accomplish.

First, an example that addresses the most intimate of cultural
boundaries, those across which a person reaches out to others
through creative work. My wife Emily and I have liked singing the
song “Old Homeplace” originated by the group The Dillards (with
composition credited to bandmembers Mitch Jayne and Dean
Webb) because it is set near the town of Charlottesville, Virginia,
where she is from and where we were married. We have, over years
of singing it, come to notice a disconnect between the tone of the
lyrics, which include the narrator’s loss of the titular homeplace,
their livelihood, family, and their beloved, to which they respond
“Now I wish that I were dead,” and the melody. The melody of the
song is in the major mode with a use of the major-III chord that is
atypical for the bluegrass genre, and which highlights the upwards
thrust of the major third even more! Searching for an alternative
melody for the text of the song, one that was more plaintive and
which worked at a slower tempo, we tried many tunes until we
settled on “How can I keep from singing,” by American hymnodist
Robert Lowry, first published in an 1869 collection entitled Bright
Jewels for the Sunday School, and since in wide use in English-
language hymnody (Bradbury et al. 16).

The next example arose first from necessity, and then turned into
an opportunity for exploration and reflection. Teaching the “Global
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String Band” ensemble and course at the Faculty of Humanities in
Prague, Czech Republic in the spring/summer semester of 2019,
I was working on how to include a song in the Indonesian kroncong
tradition. This style includes “kroncong” lutes which are plucked
chordophones that reveal the extent of Portuguese colonial,
trading, and cultural influence in the globalizing early modern
world. Thinking—during a train trip on Czech Railways—of how
to include a sung element of the song “Sapu Lidi,” the text of the
Czech national anthem (“Kde Domov Miij”), and with the help of
fellow passengers, by journey’s end I learned the text of the song
by Josef Kajetan Tyl, and had made the slight alterations that would
fit it to the Indonesian melody. My reasons were partly practical, as
I wasn’t able to recruit singers able to sing the Sapu Lidi text. This
retexting also references the experience of Indonesian-born people
in the Czech Republic. I had recently heard of the 2016 film Letters
to Prague which dramatizes the experience of an Indonesian man
living in Prague. In subsequent iterations of the Global String
Band course, this new text/tune combination that asks in Czech
about the location of “home” to an Indonesian melody provokes
questions about origin and belonging that are central to bluegrass
music (https://www.youtube.com/watch?v=1E90jM-9c8M).

The final example was an intentional example of cultural bridge-
crossing thatalso grew out of the Global String Band course in2019.
Singing the text of the Anglo-American ballad “Handsome Molly”
in combination with the Mexican Son Jarocho song “El Balaju”
was a matter of practicality when our group couldn’t find singers of
Spanish in Prague. In making this particular combination, though,
I ' was thinking ahead to using this contrafact at my home institution
in Tennessee, where there is a rich community of Spanish-speaking
people. Emigrants and the generations of their children who have
settled here are not often welcomed, so joining elements of Anglo
and Mexican musical traditions in the Global String band is an
attempt to open new avenues for understanding and connection
(https://www.youtube.com/watch?v=3-miOR70yqs).
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Retexting and the future

Machine identification of musical material is used to enforce
intellectual property rules and to facilitate the flow of economic
capital to copyright holders. Understanding musical materials as
subject to re-creation through retexting sometimes can subvert
this process, as not all interpretations of a copyrighted song will
be detected by the monitoring systems. While of course artists
should be paid for their labor, it also seems important that we keep
adapting musical works to our own local communities. My work
with Czech bluegrassers has shown that this sort of transformation
can lead to artistic, social, and economic flourishing. So I say, keep
on retexting!
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Summary

Retexting is a common way to change song, but our understanding of the significance of
this kind of change needs refinement. The retexting within the context of bluegrass music
in the Czech Republic uses Dent’s (2005) idea of conjuncture to argue that Czech bluegrass
retextings create new meanings. Czechs have engaged in all sorts of transformations:
translating American bluegrass and country songs into the Czech language in (more or less)
direct ways, seeking to preserve meaning, providing new Czech texts that don’t correspond
with the meaning of the original lyrics, and other approaches. This diversity of retextings
and the importance they have for Czech bluegrassers leads the author to reflect on how
practices of retexting can be a useful tool for pedagogy and other sorts of community
engagement.

Key words: Retexting; parody; contrafact; bluegrass; meaning; Czech bluegrass.
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HUDBA JAKO RYCHLOVLAK
PRES JAZYKOVE BARIERY

Petr Doriizka

Zatimco ptibeéhy vytisténé na papife je nutné do cizich jazyka
piekladat, texty propojené s hudbou si s jazykovou bariérou poradi
bez piekladu. Tedy ne pokazd¢, ale vmnoha vyjimeénych piipadech,
které vstoupily do historie, se to stalo. Pfikladem byla hudba 60. let,
predevsim nahravky amerického zpévaka Boba Dylana. Podobny
mechanismus, jak zpisob zpévu i hudebni slozka dokaze znasobit
silu slova, najdeme i v dalSich Zanrech — od archaickych balad
z Irska ptes portugalské fado az po pakistanské ritudlni zpévy
qawwall.

P#ibéh 1: Bob Dylan

Zacnéme u Boba Dylana, jehoz hudba zasahla nékolik generaci.
Z frazovani, dikce, tonu i hudebniho doprovodu vycitil i posluchac
neznaly anglictiny, ze poselstvi skladby rezonuje také s jeho vlastnim
postojem. Tento pocit soundlezitosti byl v 60. letech zcela bézny,
mlad$im generacim doporucuji ovéfit si to u pamétnikd. Fungovalo
to 1 na dalku, pfes tzv. zeleznou oponu, navzdory tomu, zZe Dylan
ani dalsi sptiznéni umélci u nas v té dob¢ nikdy nevystoupili. Ve hie
bylo nékolik faktorti: generacni protest i hudebni spfiznénost s blues,
které samo o sob¢ predstavovalo siln¢ individualistickou vypoved'.

Generacéni polarizace modelovala periodické promény hudeb-
niho vyvoje od jazzové éry pies rock-and-roll a punk rock az
k trendim poslednich dekad — ale 60. 1éta z této rutiny vycénivala,
coz je tématem pro samostatnou studii. Jedna z nich je snadno
dostupna na internetu, autorem je Ted Gioia, u nds znamy diky
do cCestiny prelozené knize Hudba: Podvratné déjiny. V Casopise
The Atlantic a soub&ézné na svém blogu The Honest Broker
uvefejnil Gioia ¢lanek ,Is Old Music Killing New Music?“,
v némz dochazi ke zjisténi: ,,Nejzddanéjsi jsou nahravky umélci
z vekové kategorie sedmdesatnikii a osmdesdtnikit (Bob Dylan,
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HUDBA

podvratné déjiny

Paul Simon, Bruce Springsteen) — eventuadlné téch, co jsou uz po
smrti (David Bowie, James Brown).” (Gioia 2022)

Dylanova tvorba byla uprosted 60. let kronikou spolecenskych
zmén, aniz by to autor zamyslel. Tak napiiklad jeho piseit The
Times They Are A-Changin’ (Casy, ty se méni), neméla v dobé
svého vzniku roku 1963 ani tak raz suchého konstatovani, spise
byla vizi toho, co pfijde — coz dodate¢n¢ potvrdila historie. DalSim
meznikem byl singl Like a Rollin’ Stone, jehoz zéklad se rodil na
predchazejicim britském turné, které dokumentuje film Don t Look
Back.! Jedna ze scén zachycuje Dylana, jak zpiva Lost Highway od
Hanka Williamse, zacinajici slovy I'm a rolling stone, I'm alone
and lost... Vysledna Dylanova nahravka méla stopaz 6 minut,
naléhavy zpév a text donutily ¢lovéka premyslet. Oboji bylo ve
svéte zebrickovych hitd ponékud netypickym tkazem. V hitparadé
tehdy dominoval dvouapllminutovy format, kvuli zna¢né delsi

1. ,,Dont Look Back (1967). IMDb [online] [cit. 1. 10. 2022]. Dostupné z: <https://www.
imdb.com/title/tt0061589/>.
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stopazi proto nakladatelstvi Columbia vahalo s vydanim, nahravka
ale nakonec dosluhujici systém zvyklosti i estetickych méftitek
zcela rozbourala. Kdyz Bruce Springsteen roku 1988 uvadél Boba
Dylana do Rock-and-rollové siné slavy v americkém Clevelandu,
vzpominal na pielomovy moment, kdy jako patndctilety slysel
pisenn poprvé: ,,Ten uder na virbl rozkopl dokoran dvere do
mého mozku. Podobné jako Elvis osvobodil vase télo, tak Dylan
osvobodil vasi mysl, ukdazal nam, ze i kdyz hudba pusobi fyzicky,
neni namirena proti intelektu. Vynalezl novou cestu, jak Ize zpivat
pop, prolomil limity, ceho lze dosahnout nahravkou, a navzdy
zmenil tvar rock-and-rollu.” (Heylin 2003: 422)

V historickém odstupu je ziejmé, ze nahravka Like a Rollin’ Stone
bylauzlovym bodem propojujicim dal$i udalosti. Jejim producentem
byl Tom Wilson, Afroameri¢an s vysokoskolskym vzdélanim
z Harvardu, jehoz vizionafsky talent se ve stejné dobé promitl
do nahravek Simona a Garfunkela ¢i Franka Zappy a Mothers of
Invention. Nataceni probéhlo v New Yorku béhem dvou frekvenci
15.-16. Cervna 1965. Pro srovnani: nahravka pisn¢ Yesterday
s Beatles a smy¢covym kvartetem vznikala v londynskych studiich
Abbey Road v téze dobé, 14. a 17. Cervna.

Piibéh 2: Bretanisky gwerz a irsky sean-nos

Ma Dylanova dikce a frazovani paralely v jinych obdobich
a zanrech? U zhudebnéné poezie, kam patii portugalské fado,
francouzsky Sanson ¢i indicky ghazal, ma melodie casto roli
vabni¢ky a zesiluje plisobeni textu. Vyvoj probihal v mnoha
kulturach podle podobného scénaie. Bretansky zpévak Erik
Marchand mi v rozhovoru v roce 2012 vysvétloval, jak se lisi
soucasna bretanska hudba od té tradi¢ni: ,,V minulosti existovaly
dvé formy, zpivana a instrumentalni, balady a tanec, dohromady
se to nemichalo. To se zménilo az s folkovym hnutim. Gwerz je
oznaceni pro bretaniské tradicni balady, které vypraveji pribéh.
U nas v Bretani musi kazdy zpévik zaujmout posluchace i bez
doprovodu. Casté jsou také dva hlasy, které nezpivaji v polyfonii,
ale v dialogu, podobné jako v cernosské hudbé se strida zvolani
a odpovéd, ten styl se jmenuje kan ha diskan. Koncem sedesatych
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Erik Marchand ET LE TARAF DE CARANSEBE§

Erik Marchand a Taraf de
Caransebes, album Dor,
natoceno 1998

let lidé zménil zpiisob zivota a zmizelo prostiedi, kde by se balady
gwerz mohly zpivat.*“ (Dortizka 2012: 24)

Zménil se i vkus publika. Diky hudebnikiim, ktefi s lidovymi
nastroji vytvareli prekvapivé zvukové kombinace, objevila tradicni
hudbu mlada generace. K prikopnikiim tohoto hnuti patfil Alan
Stivell v Bretani, skupina Chieftains v Irsku, Virttind a dalsi
skupiny ve Skandinavii. Dlouh¢ balady bez doprovodu ale nemély
ani u vnimavého publika Sanci na uspéch. Jak tedy zpracovat krasné
star¢ texty a nabidnout je nové generaci posluchacti? Tento esteticky
posun fesily desitky umélct. Jiz zminény bretansky zpévak Erik
Marchand natacel kouzelna alba s rumunskou dechovkou Taraf de
Caransebes, vynikajici zpévacka Svédskych balad Lena Willemark
vydavala alba s jazzovymi hrac¢i u znacky ECM, zminku zaslouzi
i slovenskéd folkova pisnickaika a zpévacka Zuzana Homolova
a jeji album Slovenské balady, které natocila spolecné s ¢eskym
multiinstrumentalistou Vlastou Redlem.

Paralelou k bretaiiskym baladam gwerz je irsky zanr sean-nds
(v ptekladu ,,stary styl™), mistrovské epické ptibéhy zpivané rovnéz
bez doprovodu nastroji. Erik Marchand k rozdiltim obou stylti uvedl:
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~My klademe diiraz na rytmus, slabiky, kdezto Irové uzivaji
melodické ozdoby. V Bretani odpovida kazdd slabika tedy tonu,
v irskéem melismatickém zpévu jedna slabika pokryje treba sled
péti propojenych tonu.” (Dortizka 2012: 25) Objevuji se dokonce
zajimavé teorie o sptiznénosti sean-nos se styly ze Sttedozemi ¢i
Blizkého vychodu, konkrétné s flamencem a hudbou Beduint.

Specialista na sean-nés, zpévak Iarla O Liondird u nas vystoupil
nékolikrat. Po jeho koncertu v Praze jsem se ho v roce 2000 na
festivalu WOMAD zeptal, zda se lze do nalady pisné vcitit ,,na
objednavku* a do jaké miry jsou balady sean-nds autentickym
projevem a do jaké hereckou rutinou. O Lionaird mi odpovédgl:
»V momente, kdyz clovék zacne zpivat, se do citového rozpolozeni
té pisné zkratka musi prenést. To je test, v nemz by mel dobry zpévak
obstat. Vic nez rutinni priprava, tedy naucit se slova nazpamét, je
dulezité do té pisne vniknout. Kdyz zpivam kdekoli ve svété, lidé se
chyti emoci, které z té pisné vyzaruji, nic jiného jim také nezbyva.
Melodické ornamenty funguji v indickych melodiich podobné jako
v irskych.” (Dortzka 2000)

Piibéh 3 — Sufijské gawwali

Zajimavym ptikladem, jakou silu dokézou indické hudbé dodat
zminéné ornamenty, jsou ritudlni zpévy dnes znamé jako gawwali.
Ty vznikly pfed téméf sedmi stoletimi cestou, kterou bychom
dnes oznacili za fuzi. Na rozdil od soucasnych fuzi nebyl motivaci
producentsky zamér, ale snaha muslimskych misionait, ktefi do
Indie pfichazeli ze zapadu, prevést mistni obyvatelstvo na islam.
Zpévy gawwali vznikly propojenim dvou zdroji: indickych melodii
a duchovnich textii sufijské poezie. Za zakladatele této hudebni
Skoly je oznacovan basnik Amir Khusrau (1253-1325) (Saeed
2008). Sdm byl smisené¢ho ptivodu: jeho matka pochazela z Indie,
otec z turkickych zemi ve Stfedni Asii.?

2. ,.Sean-nés singing.“ Wikipedia. [online] [cit. 1. 10. 2022]. Dostupné z: <https://en.wikipedia.
org/wiki/Sean-n%C3%B3s_singing#Ornamentation_of melody>.

3. Mimochodem, Khusrau byl asi o dvé generace mladsi nez nejslavngjsi sufijsky basnik
Rumi (1207-1273), ktery je na Zapadé mnohem znaméjsi nez Khusrau. Stfijové jsou
soucasti muslimské kultury, nikoli vSak oficialnim hlasem nabozenstvi. Historicky
i dnes to jsou volnomyslenkafi stavéjici se proti mocenskym strukturam islamu.
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Pakistansky zpévak Nusrat Fateh Ali Kahn (1948—1997). Zdroj: Real World Records

Hlavni zpévak gawwali je oznacovan jako gawwal, doprovazi jej
skupinazvanaparty. Na zpév gawwalanavazuji doprovodni zpévaci,
pri vzajemném stiidani se neustale zvySuje napéti a pridavaji nové
ornamenty. Repetitivni struktura je navrzena tak, aby vedla k transu
a ke kontaktu s Bohem. Nejvétsim a dosud nepfekonanym umélcem
zanru byl Nusrat Fateh Ali Kahn z Pakistanu.

Zapad tuto hudbu objevil relativn¢ pozdé, roku 1985, kdy Nusrat
vystoupil na festivalu WOMAD ve Velké Britanii a také v Pafizi.
Qawwali posluchace skute¢né vede k posunu vnimani reality. Sam
si vzpominam na koncert v Berling, kde vystupovala sestava Sabri
Brothers. Kdyz hudebni produkce skoncila, ¢lovék musel vyvinout
usili, aby se vratil zpét do reality a zorientoval se v Case.

Nusrat Fateh Ali Kahn zemfel roku 1997 ve véku pouhych
48 let, aniz by ho kdokoli dokazal nahradit (Kalia 2020). Velké
oblib¢ se t¢si pakistanska zpévacka Abida Parveen, s repertoarem
zhudebnénych sufijskych textd. Ten sice hudebni formou nespada
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masjid — masjid dha de mandar dha de
mosque - demolish the mosque, demolish the temple

Pakistanska zpévacka Abida Parveen (* 1954). Zdroj: Coke Studio, You Tube

do formy gawwali, ale oteviraji dveie do podobného myslenkového
svéta. Poselstvi originalniho textu si vSak musite najit sami, jedna
se o kulturu tak odli$nou, Ze ani trans neprorazi jazykovou bariéru.
Je to dobrodruzna cesta, jadrem zpravy ale je — podobné jako
u Dylana — zpochybnovani vnucenych pravidel i jejich nadhrada
smysluplnou myslenkou, k niz posluchac¢-individualista snadno
najde cestu. Abida Parveen piekracuje hned nékolik pravidel:
spiritudlni zpévy v islamské zemi v tomto piipadé zpiva Zena, navic
jsou to texty z pohledu fundamentalistti doslova kaciiské. V jejim
repertoaru prevazuji basné indického filozofa a humanisty Bulleh
Shaha (1680-1757), ktery se v dobé¢ stfetli mezi sikhy a muslimy
zasazoval o nabozenskou toleranci.* Takto zni hlavni myslenka
basné¢ Nigah-e-Darwaishaan (Upteny pohled dervist): ,,Strinéte
mesity, strhnéte hindské chramy, strhnéte vse, co se da zborit, ale
nezlomte srdce Zadnému clovéku, protoZe v ném prebyvd Biih.*
(srov. Hyatt 2010)

4. ,Bulleh Shah.” Wikipedia [online] [cit. 1. 10. 2022]. Dostupné z: <https://en.wikipedia.
org/wiki/Bulleh Shah>.
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THE BOOK OF BULLEH SHAH The Book Of Bulleh Shah
T by Bulleh Shah, Paul Smith (Translator)

YAk d k400 - [ Rating details - 18 ratings - 1 review

THE BOOK OF BULLEH SHAH

Translation & Introduction Paul Smith

Bulleh Shah (1680-1758) was a Sufi poet who composed in
Punjabi and settled in Kasur, now in Pakistan. His Spiritual
Master .was Shah Inaya-t. r[_‘he poetic form Bulleh Shah is ca}led
the Kafi, a style of Punjabi poetry used not only by the Sufis of
Sindh and Punjab, but also by Sikh gurus. His poetry and
philosophy strongly criticizes the Islamic religious orthodoxy of
his day. His time was marked with communal strife between
Muslims and Sikhs. But in that age Bulleh Shah was a beacon of
hope and peace for the citizens of the Punjab. Several of his
songs or Kkafis are still regarded as an integral part of the
traditional repertoire of gawwali, the musical genre that

Rate this book

Bulleh Shah. Zdroj: na serveru Goodreads.comoj: Goodreads.com

Zavér

V ptekracovani jazykovych bariér disponuje tedy hudba nékolika
nastroji. Nékdy to je intuice posluchace, ktery s umélcem sdili
spolecensky kontext, coz dokumentuje tvorba Boba Dylana, jindy
pfispéje vypjatd expresivita interpreta, jako v piipadé irskych ¢i
bretaiiskych balad. U mimoevropskych spiritudlnich tradic, dnes
oznacovanych jako trance music, vstupuje do hry repetitivnost,
uderny rytmus i dynamika zvysujici napéti. V praxi se ale nejcastéji
jedna o individualni kombinaci vSech tfi moznosti. Co maji
jednotlivé piiklady spolecného je, ze vzajemnou komunikaci mezi
umeélcem a posluchacem obohati dalsi prvek dobrodruzstvi.
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Music as a Fast Train across Language Barriers

While stories printed on paper must be translated into foreign languages, texts linked to
music can cope with the language barrier without needing much translation. This is not
always the case, but it has happened in many exceptional cases in history. On several
examples, the author illustrates how the power of words was enhanced by way of singing
and musical accompaniment. First, he focuses on the Anglo-American music of the 1960s,
and on the recordings of the U.S. singer-songwriter and musician Bob Dylan. Some other
examples include the archaic Irish sean-nds ballads and the Breton gwerz ballads. The last
example is the gawwali, Sufi ritual chanting, and its contemporary performers.

Key words: Text enhancement via music; Bob Dylan; sean-nos; gwerz; qawwali.
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HISTORIE A ZACHRANA HISTORICKYCH
RUKOPISU Z BAJNEHO MESTA TIMBUKTU

Jirt Moravcik

Kdyz v lednu 2013 islamsti teroristé z organizace Al-Kaida
v malijském mésté Timbuktu zapalili Institut Ahmeda Baby', mélo se
za to, ze v plamenech nenavratn¢ shoiely vzacné rukopisy nedozirné
historické ceny. Kusé zpravy pienaSené vlivnymi zapadnimi médii
informovaly o znicujici rané svétovému kulturnimu dédictvi a zdalo
se, ze po rukopisech zdstal jen prach — stejné jako po mistnich
barbarsky zbotenych sufijskych svatynich, hrobkach a mesitach. Jen
n¢kolik lidi na svété vSak znalo pravdu, ale protoze tajna operace
na zachranu rukopist stale pokracovala, museli mlcet, a to véetné
zastupci UNESCO. Teprve pozd¢ji bylo oficidlné oznameno, Ze
v Institutu sice shoielo okolo ¢yt tisic svazki, nicméné zbyvajicich
Ctyfi sta tisic je bezpecné uskladnéno v hlavnim malijském mésté
Bamako a mezinarodni operace na jejich zdchranu vedena malijskym
knihovnikem Abdelem Kaderem Haidarem a americkou pravnickou
a knihovnici Stephanii Diakité skonéila uspéchem, ackoliv vétsing
odvazlivel, ktefi se ji zucastnili, hrozila ze strany islamskych
fanatikd smrt, muceni nebo ztrata koncetin.

Na v8em tom strachu svétové vetejnosti o rukopisy je tak trochu
paradoxni, ze az do konce 90. let minulého stoleti o nich neméla ani
ponéti. Mésto Timbuktu si historicky pouze spojovala s vyrobou knih
anedlouho ptedtim vlastné ani viibec nepiedpokladala, ze by mohly
existovat. Stupenl civilizovanosti riznych etnik, jak dobfe vime,
totiz kdysi urcovali osvicensti filosofové ruku v ruce s antropology
a dalSimi védci i podle existence, ¢i naopak absence psaného slova.
A protoze ¢erni Zapadoafricané podle nich nedisponovali vlastnim
pisemnictvim, neméli tudiz zadnou ,.historii* a nepatfili do lidské
civilizace, coz je béhem otrokaiské éry degradovalo na podlidi
a promeénilo v pracovni nastroj na urovni domaciho zvitete.

1. Ahmed Baba Institute of Higher Learning and Islamic Research —knihovna a vyzkumné
centrum v Timbuktu.
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Mesita Djinguereber v Timbuktu, kterou navrhl andalusky basnik a architekt
Abii Haq es Saheli (1290—1346). Mesita byla postavend v roce 1327

Kdyz v roce 1996 pricestoval do mésta literat a historik Henry
Louis Gates Jr., profesor Harvardovy univerzity, a poprvé jedno
z nejlépe stiezenych tajemstvi Afriky spatfil, rozplakal se dojetim:
existenci zde uloZenych rukopist totiz povazoval za soucast legend
spojenych s Timbuktu a najednou drzel v rukach nevyvratitelny diikaz
o tom, jak hluboce se zapadni arbitfi civilizovanosti mylili (Hammer
2014). Na obranu evropskych badateld dodejme, Ze i pro africké
historiky se odtajnéni a zvefejnéni rukopisit stalo ekvivalentem
objevu svitkti od Mrtvého mote v 50. letech minulého stoleti. Mytus
o negramotné ¢asti Afriky se tedy na konci 20. stoleti rozplynul.

Dédictvi  africké renesance, jak spisy mnazval jihoafricky
historik Shamil Jeppie, bylo ru¢né arabsky psano pozoruhodnou
kaligrafickou metodou na Inéném papiie. Rukopisy byly vazany do
kozi a velbloudi kiize a zdobené Casto zlatem. Zahrnovaly pojednani
o historii, medicing, astronomii, islamské jurisdikci a matematice,
preklady koranu, ale také milostnou poezii, nabozenské eposy ¢i
obchodni G¢etnictvi a zdznamy o karavanach se soli (Hammer 2006).
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Ackoliv bylo Timbuktu historicky spojovano s vyrobou knih
a ve mésté se nachazelo nekolik vefejnych knihoven, nikdo poradné
neveédel, kolik rukopist existuje, protoze prevazna ¢ast se nachazela
v soukromych sbirkdch rozesetych po celém regionu: dédily se
z generace na generaci a vyjma rodinnych piislusnikl je spatfil
malokdo. Pro¢ tedy o né v 90. letech propukl najednou takovy
zajem? A jak je mozné, Ze se o nich zni¢ehonic vefejnost dozvédéla
a povazovala je za jeden z nejvétSich historickych nalezi 20. stoleti?
V dal8im textu ukézeme, ze to rozhodné nebylo ze dne na den a Ze
za v§im je nutné hledat Abdela Kadera Haidara. Nejprve si ale
pripomenme historii Timbuktu, mésta, jehoZ jméno se ve svété zacalo
sklofiovat docela nedavno, a to vyhradné ve spojitosti s hudbou.?

Legendami optfedené malijské mésto lezi na jiznim okraji
Sahary a svého ¢asu predstavovalo synonymum pro nejvzdalené;si
misto na svéteé, jaké si ve stfedovéku hlavné Evropané dokazali
predstavit. Proto se nadlouho ujalo réeni ,,odsud az do Timbuktu*.
Mezi nejzahadnéjsi mista na svétovych mapach se mésto dostalo
pro naprosty nedostatek informaci o ném. Prvni Evropané, kteti
o své cesté do bajného, nemuslimiim ptisné zapovézeného mesta
zaroven podali zpravy, sem dorazili az v 18. stoleti. Pohled na
domy a meSity postavené z nevypalenych cihel, na prasné ulicky
a vSudypfitomnou chudobu nijak nenasvédcoval tomu, ze se
nachazeji v jednom z nejdilezitéjSich kulturnich center lidstva
a zéroven na misté jest¢ doneddvna vyznamné svétové obchodni
ktizovatky. Kvili strategické poloze v blizkosti feky Niger se
Timbuktu ptezdivalo poustni piistav, ale neSlo jen o lodé. Na
dlouhou cestu do severni Afriky, Egypta a Stfedomofi se odsud
vydavaly predevsim velbloudi karavany ptfevazejici transsaharskou
trasou stl, zlato, slonovinu a otroky; na hibetech velbloudi sedavali
také diplomaté (Dreazen 2013).

2. Nedaleko od Timbuktu se v letech 2001-2012 konal legendarni Festival v pousti
(Festival au Désert), nejvyznamnéjsi festival tuarezské a severomalijské hudby, kam
v poslednich ro¢nicich zajizdély na navstévu svétové rockové hvézdy, a dokonce i esti
fanousci. Jesté piedtim ale veslo Timbuktu do hudebniho slovniku prostfednictvim
fenomenalniho kytaristy jménem Ali Farka Touré (1939-2006), jinak dlouha léta
starosty nepfili§ vzdaleného méstecka Niafunké, kde vétsinu zivota farmatil a ve
stodole natocil nékolik alb udavajicich smér hudbg, které se zacalo fikat poustni blues.
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Musa Keita 1., vladce Malijské rise,.uidajné nejbohatsi ¢lovék v déjinach

Timbuktu zalozili okolo 11. stoleti Tuaregové®. Jeho vrcholné
obdobi je spojeno s Malijskou fisi,* a predev§im se jménem
Musa Keita 1. (cca 1280 — cca 1337). Tento vladce (titul mansa,
ktery nesl, se do CeStiny pieklada jako kral kralti) nejenze mésto
zvelebil, ale hlavné ho v tehdejsim svété proslavil béhem své pouti
do Mekky, kam ho v roce 1324 doprovazela nebyvalad vyprava
¢itajici nekolik desitek tisic osob a prevazejici obfi mnozstvi
zlata. To Musa doslova rozdaval, coz béhem jeho pobytu v Egypté
prudce devalvovalo jeho cenu. Do Timbuktu sebou nazpét privezl
rozsahlou sbirku knih, ale také nabozenské uc¢ence, umélce, literaty,

Jeho pfislusnici ziji rozptylené na tizemi statti Mali, Burkina Faso, Niger a Alzirsko.

4. Malijska fiSe dosahla nejvétsiho rozkvétu ve 13. a 14. stoleti, zhroutila se v 60. letech
14. stoleti v dusledku obcanskych valek, otevieni obchodnich cest v jinych ¢astech
Afriky a také v dusledku vzestupu sousedni Songhajské fiSe, jesté v 17. stoleti vSak
ovladala malou ¢ast svého ptivodniho zdpadniho izemi (Cartwright 2019).
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basniky, védce a architekty, ktefi zde vybudovali univerzity,
knihovny a meSity. Slava a dulezitost Timbuktu tim nesmirné
vzrostly a z mésta se postupné stalo mezinarodné proslulé kulturni
a duchovni centrum, odkud se zacal po celé¢ Africe Sifit islam
(Savier 2020; Vacera 2021).

V 15. a 16. stoleti, kdy se Timbuktu stalo jednim z center
Songhajské fise, zilo v tomto kosmopolitnim poustnim mésté
okolo sta tisic obyvatel, existovalo tu bezmala dv¢ sté §kol koranu
a mnoho univerzit, kam se sjizdé¢li studenti z celého kontinentu.
Nejvehlasnéjsi arabsti u€enci a vynalezci té doby je vedle teologie
vzdélavali v pravu, astronomii, rétorice, jazycich, technice
a historii. Bylo tu sepsdno mnoho pro lidstvo zasadnich praci
vcetné kronik a védeckych pojednani. Vznikly tu arabské pieklady
Aristotela, Platona, Pythagora a dalSich antickych velikant, ale
také zcela prvni zdznam dosud oralné pfedavanych informaci
o udalostech z rané historie zapadni Afriky. V Timbuktu knihy
nejen psali a uchovavali, ve velkém sem byly také dovazeny
a meésto proslulo i vyrobou umné kaligraficky vyzdobenych
kniznich kopii, prodavanych do celého svéta (Mora 2022). Kdyz
mésto v 16. stoleti navstivil cestovatel Leo Africanus’, po navratu
do Evropy k velkému piekvapeni uvedl, Ze nejvic prosperuje
z obchodu s knihami. Zadné zlato, slonovina nebo otroci, ale knihy
pfinasely mistnim obchodniklim nejvétsi zisky. V roce 1795 to
potvrdil také skotsky prizkumnik Mungo Park®, ohromeny tim, ze
po ném lidé chtéli hlavné papir.

Kdyz v roce 1787 Timbuktu ovladli Tuaregové, zacala poustni
oaza moudrosti ztracet na vyznamu a postupné se Uplné vytratila
ze sveétového déni a kulturni paméti. S tim zmizelo i povédomi
o kniznim pokladu historicky nevy¢islitelné hodnoty, ukrytém
v mistnich knihovnach a soukromych sbirkach. Rukopisy z Timbuktu
— jak se jim dnes oficialné tika — dokladaji, ze zapadni Afrika ma

5. Leo Africanus (1494-1554) — berbersky cestovatel a geograf ze sttedoveke fise Al-Andaluz
rozkladajici se na izemi dnesniho Spanélska. Proslul spisem Descrizione dell’ Africa (1526),
jenz se stal pro Evropany nadlouho zékladnim zdrojem informaci o severni Africe.

6. Mungo Park (1771-1806) — skotsky cestovatel, 1ékaf, botanik a spisovatel prosluly
svymi vypravami do Afriky.
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bohaté kulturni dédictvi ve formé pisemnictvi. Vyvraceji tak dlouho
udrzovanou obecnou piedstavu, Ze tamni historie se zachovala pouze
v oralni podob¢. Nutno vsak dodat, ze rukopisy jsou psany téméf
vyhradné v arabsting, jejich vliv se omezoval pouze na vzdélanou
elitu a dopad na malijskou populaci mluvici v rodnych dialektech
byl minimalni. Historii a kulturu narodt Bambarti, Mandinkt, Peulti
nebo Songhajl nosili dal v hlavach ptevazné grioti — profesionalni
hudebnici a kronikéafi.

V bieznu 2012, po dobyti Timbuktu islamskymi teroristy, se
tato oblast Mali propadla do désivé tmarského pekla oramovaného
vyhlaSenim préava Sarija. Neskute¢na zvérstva stavéjici proti sobé
jednotliva etnika a rozhodnuti islamistd piesouvat se postupné od
severu do stfedu zemé s cilem kompletné ji ovladnout nakonec po
dlouhych jednanich pfimély Francii (se souhlasem OSN a Evropské
unie) k vyslani vojenskych jednotek. Zatadila se do nich také Ceska
republika a spolecné s malijskou armadou islamistické teroristy
z Timbuktu, Gao a Kidalu vytlacily (Symmes 2014).

Kdyz francouzsti vojaci vstoupili do Timbuktu, zabranili tim
katastrof¢ nedozirnych dusledk, protoZe teroristé s védomim, ze se
budou muset stahnout, hrozili zni¢enim veskerych kulturnich statkt
(English 2017). Zaklady knihovny s doporuc¢enim UNESCO zacala
malijska vldda budovat v 60. letech za pomoci financi z Kuvajtu
a ze Saudské Arabie — paradoxn¢ center nejradikalnéjsiho vykladu
islamského uceni. Moderni podobu dostala knihovna v roce 2009
za spoluprace s Jihoafrickou republikou. Nova budova vybavena
klimatizaci poskytovala nejen bezpecné ulozisté pro rukopisy, ale
také zdzemi pro badatele. Institut zaméstnaval padesat specidlné
vyskolenych odborniki a UNESCO se pak podilelo na postupné
zachran¢ a digitalizaci rukopisi, jejichz sbirku nebyvale rozsitil
Abdel Kader Haidara (Dreazen 2013).

Tento vyznamny malijsky knihovnik pochdzi z rodiny, ktera
sbird a uchovava rukopisy od 16. stoleti. Jeho otec — islamsky
ucenec, védec a soudce Mohammed Haidara prezdivany Mamma —
shromazdil velmi cennou sbirku a vyznamné se podilel na budovani
Institutu Ahmeda Baby. Kdyz v roce 1981 zemfel, pozadalo vedeni
jeho teprve sedmnactiletého syna Abdela Kadera, aby otce zastoupil.
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Abdel Kader Haidara

Ten zprvu o takovou praci nemél zajem, chtél podnikat, nakonec
ji ale propadl a vyskolil se v oboru konzervovani vzacnych knih.
S ohledem na rodinnou tradici dokazal dobfe odhadnout cenu starych
rukopist, hlavné ale brzy pochopil, Ze bez pomoci statni instituce fadu
nevhodné uchovavanych rukopisti v soukromych rukach znici zub
Casu. Zachrana knih v§ak méla jeden hacéek: rodiny vlastnici rukopisy
svilj majetek stiezily jako velké tajemstvi. Nikdy o nich nemluvily
a po staletich francouzského kulturniho drancovéani je odmitaly
Haidarovi byt jen ukazat, natoz svétit ke konzervovani. S védomim
toho, Ze v poustnich oazach, v jeskynich nebo zakopano v zemi
existuje na tisice rukopist chranénych lidmi, ktefi ani nedokazou ¢ist,
ale védi, jakou maji tyto pamatky cenu, cestoval Haidara po Sahare
za Tuaregy, navstévoval vzdalené vesnice a piemlouval majitele
inacelniky k divéte v Institut. Protoze byly jeho prvni pokusy marné,
vozil s sebou nakonec kufr plny penéz a s§tédie majitele preplacel.
Financoval stavbu mesit a Skol, kupoval stada dobytka a velbloudt.
Béhem deseti let tak ziskal bezmala dvacet tisic vzacnych dokument,
Casto svazanych s lokalni historii, ¢imz sbirky z Timbuktu doplnil
o nesmirn¢ vzacna dila (Hammer 2014).
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Knihovna a vyzkumné centrum Ahmed Baba Institute

V roce 1993 Haidara z Institutu odesel a na pocest svého otce
zalozil v Timbuktu prvni soukromou knihovnu svého druhu
— Mamma Haidara Commemorative Library. Ziskal znaéné
prostiedky z Velké Britanie, takze mohl svou sbirku rukopist
nejen roz§ifovat, ale i fadné zkatalogizovat a digitalizovat. Zacal
spolupracovat s dal§imi soukromymi knihovnami v Timbuktu
(n¢které¢ pomahal i zakladat) a postupn¢ preSel k mezinarodni
spolupraci. Prilom nastal po jiz zminéné navstévé H. L. Gatese
Jr., ktery Haidarovi pomohl sehnat finan¢ni prostfedky, aby mohl
rukopisy zrestaurovat a predstavit vefejnosti. V t€¢ dobé mél
Haidara uz tadu let po svém boku americkou pravni¢ku propadlou
restaurovani rukopist Stephanii Diakité. Zatimco Haidara skupoval
rukopisy a zakladal nové knihovny, ona shanéla finance na zachranu
rozpadajiciho se kulturniho dédictvi.

Ohrozeni rukopist stafim a Spatnym skladovanim vsSak bylo
zanedbatelné proti situaci, kterd nastala, kdyz sever Mali ovladli
islamsti teroristé a do mésta Timbuktu vstoupili nabozensti fanatici.
Zprvu rabovali domy obyvatel a vladnich budov, kradli televize,
auta, nabytek a Sperky. Bylo ale jen otazkou casu, kdy — jako
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Moderné vybavené citarny s rukopisy z Mali, Senegalu, Mauretdanie a Burkiny Faso

jinde — prejdou ke kradezim historickych artefaktii, které poté za
velké penize prodaji na ¢erném trhu. O rukopisech zprvu netusili
a Haidara toho okamzité vyuzil. Od kvétna do ¢ervna 2012 s pomoci
rodinnych pfislusnikti, archivaiti a desitek pomocnikii ptresunul
z vefejnych knihoven dzihadistim pod nosem vétSinu rukopist
a schovali je na tajnych mistech po celém Timbuktu. Stihli to na
posledni chvili. Islamisté zacali ni¢it nabozenské budovy i pamatky
a Institut proménili ve svou zakladnu. Haidara byl nucen uprchnout
do hlavniho mésta Bamako, kam za nim zacaly chodit Spatné
zpravy — islamisté se dozvédeli o rukopisech. Zatimco on na dalku
verboval odvazné kuryry, Stephanie Diakité shanéla penize (Slo
o statisice dolari) na nakup kovovych skiin¢k a tplatky islamistim
i venkovskym bandam olupujicim lidi na cestach. I diky jejimu tsili
a nebyvalé podpote nizozemského ministerstva zahranici vyrazila
v fijnu 2012 z Timbuktu armada kuryri. Mésice cestovali auty,
autobusy, v kamionech ¢i na lodich po fece a s nasazenim zivota se
jim podafilo do Bamaka propasovat vétSinu rukopisii. Na nadvori
Institutu tak shofela jen nepatrna ¢ast, o ¢emz islamisté neveédéli
a jesté dlouho po nuceném uUstupu z mésta méli za to, Ze znicili
vSechny — a svét s nimi (English 2017).
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Boj za zachranu tim ale nekoncil. Mnoho rukopisii nebylo
v dobrém stavu, nékteré byly poskozeny béhem zachranné mise,
navic trpély zménou teploty, nebot’ byly pfemistény z parného
se Stephanie Diakité nebyli ani v Bamaku vlibec jisti bezpecim
rukopist a jesté dlouhé mésice o své tajné misi viibec nepromluvili.
V obavach, ze by se islamisté mohli vratit, nechtéli totiz nikoho
z téch, ktefi se na paSovani podileli, prozradit. Do rukopist se vSak
pustila pliseni, a tak oba museli pfehodnotit situaci. Vazal je i slib
rodinam, které jim svétily vzadcny majetek. Bylo proto nutné najit
klimatizované prostory a pustit se do digitalizace.

Oba aktéfi v roce 2014 oslovili spolecnost Google, konkrétné
platformu Google Arts & Culture (Kitongo 2022). Ta byla spusténa
v roce 2011 a Ize si na ni mimo jiné zdarma prohlédnout artefakty
a dalsi pamatky, které byly vyfocen\ partnerskymi muzei a galeriemi.
Jsou zde shromazdény informace z vice nez dvou tisic kulturnich
instituci z bezmala stovky zemi svéta. V bfeznu 2022 nabidla tato
platforma interaktivni webovy portal Magic Mali prezentujici nejen
historii mésta a malijskou hudbu, ale predev§im digitalizované
rukopisy z Timbuktu. Spole¢nost zajistila technické zafizeni
pro skenovani a najmula desitky odbornikt, ktefi zdigitalizovali
Ctyficet tisic stran rukopisti z knihoven v Timbuktu a v piekladech
do moderni arabstiny, angli¢tiny a francouzstiny je dali dispozici
védctm z celého svéta. Naskenovani a indexovani desitek tisic stran
trvalo Haidarové tymu osm let. ,,Je to vitbec poprvé, co Google
Arts and Culture udelal néco takového rozsahu s ohledem na staré
rukopisy a verejné je pouzil na platformé Google, tekl americké
televizni spole¢nosti CNN Amit Sood, feditel Google Arts and
Culture (Kitongo 2022).

Portal také nabizi online interaktivni prohlidky nejvyznamnéjsich
historickych mist Mali, véetné mesit a hrobek svatych. Soucasti
uchvatné nabidky pro bézné uzivatele i védce z celého svéta je
i malijské soucasné moderni uméni, mizejici hudebni tradice
a starobylé nastroje. Ve je v nejvyssi technické kvalité promyslené
a atraktivné usporadano s cilem ocenit a pochopit jedinecnou historii
Mali — a tim nebezpe¢né suzovanou zapadoafrickou zemi podpofit.
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History and the Rescue of Historical Manuscripts
from the Mythical City of Timbuktu

The author informs the Czech public of the secret mission of librarians from the northern
Malian city of Timbuktu. In 2012, under the leadership of Abdel Kader Haidara, they saved
precious historical manuscripts, which the world had long thought had been destroyed
by Islamic terrorists. The author describes the history of Timbuktu and its importance as
a cultural and spiritual centre during the heyday of the Mali and Songhai empires, as well
as its later decline. He also reflects on the Eurocentric assessment of the civilizational level
of Mali and other African countries by Enlightenment scholars, whose negative views had
far-reaching consequences. He details the activities of the Malian librarian Abdel Kader
Haidara to acquire tens of thousands of historical manuscripts, secretly kept in private
hands for centuries, and then to save them from destruction by members of the terrorist
organisation Al-Qaeda. The paper concludes with a comment on the Google Arts and
Culture online platform, which has digitised tens of thousands of Malian manuscripts.

Key words: Timbuktu Mali; presentation of cultural heritage; Abdel Kader Haidara;
Google Arts and Culture
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Medailony autori:

Lee Bidgood, PhD., je docentem na katedfe appalacskych studii na East
Tennessee State University v Johnson City, kde vyucuje kurzy etnomuzikologie
a studia bluegrassu, americké old-time a ,,roots” hudby. Je také vedoucim
hudebniho seskupeni Global String Band a mandolinového orchestr ETSU.
Na zakladé jeho vyzkumu bluegrassové hudby v Ceské republice vznikl
celoveéerni dokumentarni film Banjo Romantika (2015) a kniha Czech
Bluegrass: Notes From the Heart of Europe (2017).

Kontakt: BIDGOOD@mail.etsu.edu

Petr Doruizka je specialista na world music publikujici v ¢eském i mezi-
narodnim tisku. Pro stanici Vltava piipravuje od roku 1988 pofad Hudba
na pomezi, od 1992 je ¢lenem rozhlasového panelu World Music Charts
Europe, jako zahrani¢ni reportér piispival pro kanadsky rozhlas CBC. V letech
2002-2012 ptednasel na Fakulté humanitnich studii UK v Praze, 2007 byl
jmenovan jednim ze 7 Samuraju veletrhu WOMEX. Podili se na organizaci
konference Czech Music Crossroads v Ostrave.

Kontakt: pdoruzka@gmail.com

David Livingstone, Ph.D., u¢i na Katedfe angloamerickych studii Filozo-
fické fakulty Univerzity Palackého. Ve své akademické praci se zabyva
tématy jako Shakespeare, britsky modernismus, détska literatura a americka
lidova hudba.

Kontakt: Livingstone@seznam.cz

JiFi Morav¢ik je hudebni publicista na volné noze vénujici se world music
a tradi¢ni hudbé. Vedle spoluprace s hudebnimi periodiky (UNI, Harmonie,
Folk, Crossroads) publikoval také v ¢asopisech Reflex, Respekt a v dennim
tisku. Pfipravuje a sdm uvadi pofady na stanici Cesky rozhlas Vltava
a v Ceském rozhlase Hradec Kralové.

Kontakt: jiri.moravcik@world-music.cz

PhDr. Ale§ Opekar, CSc., pracoval do roku 1998 v Ustavu pro hudebni védu
AV CR jako muzikolog zaméfeny na teorii a historii populérni hudby. V letech
19992018 piisobil v Ceském rozhlase Vitava v Praze jako vedouci Redakce
jazzové a popularni hudby a poté jako hudebni dramaturg. Od roku 2019
pracuje v Oddéleni muzikologie Ustavu d&jin uméni AV CR, v. v. i. Pfednasi
o popularni hudbé a world music na Filozofickeé fakulté Masarykovy univerzity
v B¢ a na Hudebni fakult¢ AMU v Praze a fidi projekt Popmuseum.
Kontakt: opekar@udu.cas.cz
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Prof. PhDr. Martina Pavlicova, CSc., vystudovala etnologii na brnénské
filozofické fakulté. Po absolvovani interni védecké aspirantury zde od roku
1992 puisobi v Ustavu evropské etnologie. Kromé historiografie a teorie
etnologie se zaméruje predevsim na studium folkloru a folklorismu.
Kontakt: pavlicov@phil.muni.cz

PhDr. Irena Pribylova, Ph.D., se zabyva literaturou a hudbou anglicky
mluvicich zemi. Absolventka Masarykovy univerzity v Bré a Univerzity
Palackého v Olomouci (Ph.D.), se studijnimi pobyty mj. na Indiana University
(Bloomington, USA) a Toronto University (Kanada), se dlouhodobé vénuje
popularizaci lidové, etnické a folkové hudby anglicky mluvicich zemi.
Kontakt: irenap@volny.cz

PhDr. Jan Sobotka absolvoval obor knihovnictvi a védecké informace
na Filozofické fakult¢ UK v Praze, plsobi v Narodni knihovné. Od roku
1990 publikuje v hudebnich periodikach a denicich; spolupracoval s nékolika
rozhlasovymi stanicemi. Vénuje se predevsim historii revivalu lidové hudby.
Aktivné provozuje tradi¢ni blues a blizké zanry.

Kontakt: brokenharp@centrum.cz

PhDr. Matthew Sweney, Ph.D., pfednasi na Anglo-American University
v Praze a v Americkém centru Univerzity Palackého v Olomouci, je editorem
a prekladatelem. Publikuje odborné ¢lanky o americké a anglo-irské literatuie
¢i filmovych studiich, pteklada ceskou poezii do anglictiny.

Kontakt: matthew.sweney@gmail.com

Mgr. Barbora Turcanova ziskala bakalafsky titul na Katedie etnologie
a folkloristiky Univerzity Konstantina Filozofa v Nitfe, poté absolvovala
magisterské studium v Ustavu evropské etnologie Filozofické fakulty
Masarykovy univerzity v Brné, kde pokracuje v doktorském studiu. Ve svém
vyzkumu se zaméfuje na promény venkovské hudebni kultury. Ustiednim
tématem jejiho vyzkumu je dechova hudba.

Kontakt: bobaturcanova@gmail.com

PhDr. Lucie Uhlikova, Ph.D., piisobi od roku 1994 na brnénském pracovisti
Etnologického tstavu AV CR, v. v. i, od roku 1997 je také redaktorkou a od
roku 2018 $éfredaktorkou etnologického casopisu Narodopisnd revue.
Zabyva se zejména vyzkumem paméti souvisejici s hudebnim folklorem
a folklorismem, dale etnokulturnimi tradicemi v soucasné spolec¢nosti
a zpiistupnovanim folklornich pramenti.

Kontakt: uhlikova@eu.cas.cz
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PhDr. Marta Ulrychova, Ph.D., pisobila do roku 2019 na katedfe
antropologie ZapadocCeské univerzity. Zabyvad se hudebnim Zzivotem
zapadoceského regionu, publikuje v regionalnim tisku, pfispiva do ¢asopisu
PLZ (Plzeiisky literarni Zivot) a Hudebni rozhledy. Je predsedkyni spolku
Genius loci ¢eského jihozapadu, zaméteného na kulturni dédictvi regionu.
Kontakt: marta.ulrichova@gmail.com

PhDr. livi Zajedova, Ph.D., vystudovala Fakultu socidlnich véd
Univerzity Karlovy v Praze. V letech 2000-2016 putsobila na Tallinnské
univerzité, od roku 2000 pfednasi také na Fakult¢ socialnich véd UK
o pobaltské regionalni spolupraci. Poslednich deset let se zabyva také
vyzkumem folklorniho hnuti v Estonsku i v estonskych diasporach. Je
zakladatelkou (1991) a predsedkyni Cesko-estonského klubu a od roku
2019 viceprezidentkou Estonské svétové rady (EWC).

Kontakt: iivi.zajedova@gmail.com
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Notes on Contributors

Lee Bidgood, PhD. is associate professor in the Department of Appalachian
Studies at East Tennessee State University in Johnson City, TN, USA, where
he teaches courses in ethnomusicology and in Bluegrass, Old-Time, and
Roots Music Studies; he also leads the Global String Band and the ETSU
Mandolin Orchestra. His research on bluegrass music in the Czech Republic
led to the feature-length documentary film Banjo Romantika (2015) and the
book Czech Bluegrass: Notes from the Heart of Europe (2017).

Contact: BIDGOOD@mail.etsu.edu

Petr Dorizka is involved in world music locally and internationally.
Since 1988, he has been editing Music for the Frontier programme for
Czech Radio Vltava. He has been a board member of World Music Charts
Europe broadcasting since 1992; and he worked with CBC (Canada) as an
international radio contributor. Between 2002-2012 he was a lecturer at the
Faculty of Humanities, Charles University, Prague (CZ), and in 2007 he was
named one of the 7 Samurai of WOMEX. He is a co-organizer of the Czech
Music Crossroads conference in Ostrava, CZ.

Contact: pdoruzka@gmail.com

David Livingstone, Ph.D. teaches at the Department of English and American
Studies, Faculty of Arts, Palacky University (CZ). His academic interests include
Shakespeare, British Modernism, Children’s Literature and American Folk Music.

Contact: Livingstone(@seznam.cz

JiF'i Moravcik is a free-lance music publicist specializing in world music and
traditional music. He cooperates with musical magazines (UNI, Harmonie,
Folk, Crossroads) and in addition, his articles are published in the daily press.
He prepares programs on music and comments on them for Czech Radio
Vltava and Czech Radio Hradec Kralové.

Contact: jiri.moravcik@world-music.cz

PhDr. Ale§ Opekar, CSc., worked as a musicologist specializing in the theory and
history of popular music at the Institute of Musicology of the Czech Academy of
Sciences (CAS) in Prague until 1998. Between 1999-2018 he worked for Czech
Radio Vltava, first as editor-in-chief of the Jazz and Pop Music section, then as
music manager. Since 2019, he has worked at the Department of Musicology of
the Institute of Art History of CAS, has taught popular music and world music
at the Faculty of Arts, Masaryk University, Brno (CZ), and has been managing
the Popmuseum project.

Contact: opekar@udu.cas.cz
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Prof. PhDr. Martina Pavlicova, CSc. graduated in ethnology from the
Faculty of Arts, Masaryk University, Brno (CZ). She started her academic path
as a research fellow there, and since 1992 has been working at the Institute
of European Ethnology, Masaryk University. Her research interests include
historiography, the theory of ethnology, and the study of folklore and folklorism.

Contact: pavlicov@phil.muni.cz

PhDr. Irena Piibylova, Ph.D. graduated from Masaryk University, Brno (CZ)
and Palacky University, Olomouc (CZ), with study stays at Indiana University
(Bloomington, IN, USA), University of Toronto (CAN), and elsewhere. With
her lifelong interest in the media and ethnic, folk, and bluegrass music of
English-speaking countries, she has helped promote the popularity of these
genres in the Czech lands.

Contact: irenap@volny.cz

PhDr. Jan Sobotka graduated from the Faculty of Arts, Charles University,
Prague (CZ) in library science and information science. He works at the
National Library, Prague. Since 1990, he has published materials on the folk
song revival in a variety of media, including radio. He is an active performer
of blues music and related genres.

Contact: brokenharp@centrum.cz

PhDr. Matthew Sweney, Ph.D., is a university lecturer (Anglo-American
University in Prague and the American Center of Palacky University in
Olomouc), editor, and translator based in Olomouc, Czech Republic. He has
published scholarly articles on American and Anglo-Irish literature, and film
studies, but is proudest of publishing translations of Czech poets into English.

Contact: matthew.sweney@gmail.com

Mgr. Barbora Turc¢anova did her Bachelor’s degree at the Department of
Ethnology and Folklore Studies at the Constantine the Philosopher University
in Nitra (Slovakia), then received her Master’s degree at the Department of
European Ethnology at the Faculty of Arts of Masaryk University in Brno
(CZ), where she continues her doctoral studies. In her research, she focuses
on the transformations of rural musical culture, especially brass band music.
Contact: bobaturcanova@gmail.com

PhDr. Lucie Uhlikova, Ph.D. works at the Institute of Ethnology of
the Czech Academy of Sciences, Brno branch. Her research interests include
music folklore, folklorism, ethnocultural traditions in current society, ethnic
sterreotypes, and the popularization of folklore sources. She was an editor of
the ethnologial peer-reviewed journal Ndrodopisna revue from 1997 and has
been its editor-in-chief since 2018.

Contact: uhlikova@eu.cas.cz
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PhDr. Marta Ulrychova, Ph.D. was a lecturer at the Department of Anthropo-
logy, University of West Bohemia, Pilsen (CZ) until 2019. She focuses on the
musical life of the region. For more than two decades, she has contributed to
the “Culture” section of Plzensky denik (Pilsen Daily News), and currently
cooperates with Plzenisky literarni Zivot (Pilsen Literary Life). She is the president
of the Génius loci ¢eského jihozapadu (Genius Loci of the Czech South-West)
association, which focuses on the cultural heritage of the region.

Contact: marta.ulrichova@gmail.com

PhDr. Iivi Zajedova, Ph.D. graduated from the Faculty of Social Sciences,
Charles University, Prague (CZ), where she has been a lecturer in Baltic Area
Regional Cooperation since 2000. In 2000-2016, she also worked at Tallinn
University (Estonia). In the past decade, her research has included the folklore
movement in Estonia and its diasporas. She is the founder (1991) and chair of
the Czech-Estonian Club and since 2019 vice president of the Estonian World
Council (EWC).

Contact: iivi.zajedova@gmail.com
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Dychova hudba ako
predmet slovesnych
prejavov

- slovesné prejavy ako spdsob vymedzenia sa

- vysledok konkrétnych narativov
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Barbora Turcanova pri prezentaci svého referdatu o moravské dechové hudbé /
Barbora Turcanova presenting her paper on Moravian brass band music

Lee Bidgood pri online prezentaci svého referdtu o pretextovavani pisni /
Lee Bidgood on-line, presenting his paper on retexting of songs

211



Diskuse s hudebnicemi uicinkujicimi na festivalu: The Rheingans Sisters (Velka Britdnie)
a Nora Brown (USA) / Discussion with musicians performing at the festival: The Rheingans
Sisters (UK) and Nora Brown (USA)
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Jan Sobotka a Matthew Sweney pri diskusi / Jan Sobotka and Matthew Sweney in discussion

Ucastici kolokvia / Participants of the colloquy. Namést nad Oslavou 2022
Vsechna foto / All photos by Kamila Berndorffova 2022
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Z. mezinarodniho kolokvia konaného od roku 2003 v Namésti nad
Oslavou v ramci hudebniho festivalu Folkové prazdniny dosud vysly
tyto sborniky:

1. Od folkloru k world music / From Folklore to World Music (2003)

2. Od vychodu na zapad a od zdapadu na vychod / From the East
to the West and From the West to the East (2005)

3. Kouzla ve world music / The Magic of World Music (2006)

4. Mé srdce je na Vysocine / My Heart’s in the Highlands (2007)

5. Hledani korenii: NepreruSena cesta / Searching for Roots:
A Journey Uninterrupted (2008)

6. Smich a plac / Lough and Cry (2009)

7. Od folkloru k world music: Hudba a ritual (2010)

8. Od folkloru k world music: Cesty za vizi (2011)

9. Od folkloru k world music: Hudba a bariéry (2012)

10. Od folkloru k world music: Co patri do encyklopedie (2013)

11. Od folkloru k world music: Svét v nas, my ve svété (2014)

12. Od folkloru k world music: Na scéné a mimo scénu (2015)

13. Od folkloru k world music: Na pocatku bylo... (2016)
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14. Od folkloru k world music: Zrcadleni (2017)

15. Od folkloru k world music: O paméti (2018)

16. Od folkloru k world music: Hudba a spiritualita (2019)

17. Od folkloru k world music: Hudba a prostor (2020)

18. Od folkloru k world music: Hudba a kapital (2021)

Vsechny sborniky jsou dostupné online na webu Folkovych prazdnin

(https://www.folkoveprazdniny.cz/kolokvium-uvod)

All proceedings are available online on the Folk Holidays website

(https://www.folkoveprazdniny.cz/kolokvium-uvod)
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