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Od folkloru k world music: Cesty hudby v generacich
Uvodem

V roce 2024 se v Namésti nad Oslavou uskutecnil jiz 21. ro€nik
mezinarodniho kolokvia Od folkloru k world music. Stejné jako
v uplynulych letech se zde sesli zastupci akademické a publicistické
obce zabyvajici se zejména hudbou lidovou, popularni, folkovou,
etnickou a world music, aby vzajemné sdileli vysledky své prace
¢i diskutovali o aktualnich problémech spojenych s tématem
kolokvia, které bylo tentokrat vénovano generacnimu piedavani
hudby. Zivotnost jakéhokoliv projevu podmifiuje jeho neustalé
opakovani, které se ukotvuje v tradici. O tradici samotné mizeme
premyslet riznym zptisobem. Neni to jen pomyslna linie, ktera jde
stale dopiedu, ale roste ¢i slabne v ¢ase. Zaroven je materii, ktera
slouzi k inspiraci i mimo sviij vlastni vyvoj. Naskyta se samoziejmé
otazka, zda a jak mohou hudebni inspirace tradici obohatit, ¢i které
z nich budou stat u zrodu jiné tradice. A kdo jsou vlastn¢ nositelé
téchto inspiraci, s jakymi motivacemi ke svému usili pristupuji
a co svou inspirovanou tvorbou sdéluji? Mnozi z nich byli ¢i jsou
soucasti genera¢niho pfedavani, jini se k inspiraci tradici dostali
zvenci. Je mezi témito nositeli rozdil a ptipadné v ¢em spociva?
Neni jednoduché pietvaret zazité véci po svém, Cas vSak ukazuje,
ze tradice je zivy organismus, ktery ptijme, co je potfebné, a naopak
odhodi vSe nepotiebné.

Letos$ni kolokvium bylo vénovano v§em hudebnim inspiracim,
které z hudebni tradice vychazeji ¢i do ni vstoupily, a také tém,
ktefi ji pfedavaji. Prvni ¢ast ptispévka byla jako vzdy zamétena
na tradi¢ni evropskou hudbu. Diskutovalo se o transmisi lidové
hudby, jejich typech i proménach od minulosti do soucasnosti,
a to zejména na piikladu slovenské lidové instrumentalni hudby,
kterd je svymi interprety vnimana jako vyznamné nehmotné
kulturni dédictvi. Hovoftilo se také o inovaci v oblasti tradi¢ni
irské hudby a o roli zpévnosti v rodiné a komunité na ptikladu
amatérské hudebnice z Ceské republiky. Velky zajem vzbudil
prispévek o moznostech vyuziti umélé inteligence pti generovani



hudby riznych zanra, tedy napf. i folkloru. Kromé shrnuti historie
téchto pokusti v Ceské republice byly naznageny problematické
momenty generovani hudby, zejména nekontrolovatelna zdrojova
data a etické problémy spojené s autorstvim hudebnich dél.

V dal$im programu kolokvia pfiSly na fadu ptispévky, které se
tykaly americké a africké tradi¢ni hudby, ¢eského bluegrassu, world
music a ¢eské trampské hudby. Pripomenut byl odkaz Mikea a Peggy
Seegerovych (dvou sourozencti legendarniho Peta Seegera) i zasadni
role egyptského muzikologa a manaZera Zakarii Ibrahima pfi
propagaci hudby spojené s magickym xylofonem rango. Zkoumany
byly facebookové fotopiispévky sdilené¢ okruhem ceskych blue-
grassovych muzikantt, ale také namotnické pisné napii¢ nékolika
generacemi jejich nositell. Prezentovan byl piispévek sledujici
vliv otcti na tvorbu a kariéru soucasnych interpreti world music
i pojednani o rostoucim zajmu o reedice archivnich nahravek,
a to zejména world music. Analyzovana byla tvorba ¢eské hudebni
skupiny Hoboes interpretujici tzv. moderni Ceskou trampskou
pisen. Inspirativni a zaroven poetickou teckou za kolokviem byl
fejeton vénovany ¢eskému hudebnimu dramaturgovi, rezisérovi,
scenaristovi, textafi, publicistovi a dlouholet¢mu c¢lenu ceské
rockové vokalni skupiny C&K Vocal Ladislavu Kantorovi (1945—
2015). Tento text uzavira také nas sbornik.

V ramci kolokvia se konala také beseda s americkou zpévackou
a skladatelkou Kelly Huntovou, ktera byla pozvana, aby pied
ucastniky kolokvia promluvila o lidové tradici a vlastni tvorbé.
Piivedla s sebou Andrewa Morrise a Julii Batesovou, manzelské
duo z bluegrassové skupiny The Matchsellers. Hovofili mimo jiné
0 svém pusobisti — americkém Kansas City — jako o fascinujici
ktizovatce riznych tradic lidové hudby s zivou scénou hudebniki,
ktefi se pii spoleéném hrani uc¢i jeden od druhého. A podobny
charakter mé kazdoro¢né i ndmést'ské kolokvium. Sbornik odradzi
nejen aktudlni vyzkumnéa témata badatell, ale také rozmanité
reakce na dané téma. Siii svého zabéru i zplsoby zpracovéni
prispévkl proto dokaze uspokojit nejen odborniky, ale i Sirokou
komunitu milovnikti hudby nejriiznéjsich zanra.



From Folklore to World Music:
Paths of Music in Generations

Introduction

This year the international colloquium From Folklore to World Music
took place in Namést' nad Oslavou for the twenty-first time. Just as in
years past, members of the academic and music publicist community
involved with folk, popular, ethnic, and world music met to mutually
exchange the results of their research and discuss current topics
connected to the theme of the colloquium, which this time was dedicated
to the topic of music passed on to the next generation(s). The lifetime
of any expression is conditioned by constant repetition, anchored in
tradition. We can think about tradition itself in different ways. It is not
just an imaginary line going ever forward, but one which rather grows
or weakens over time. What is more, it is material that serves to inspire,
even beyond the area of its own development. A question arises as to
whether and how musical inspiration can enrich the tradition, and which
inspiration will be at birth of another tradition? And who are the holders
of this musical inspiration, with what motivations do they approach their
efforts, and what do they communicate through their works so inspired?
Many of them have been, or currently are, a part of the generational
inheritance; others have been inspired by tradition from the outside. Is
there a difference between them, and, if so, what is the difference? It
is not a trivial thing to reinterpret the familiar in your own way, but time
shows that tradition is a living organism that adopts what is necessary
and, on the other hand, rejects what is not.

This year’s colloquium was dedicated to all musical inspiration that
comes from or has entered the musical tradition, and also to those who
pass it on. The first section of contributions, as always, focused on
traditional European music. Participants discussed the transmission
of folk music, its types, and its transformations from the past to the
present, particularly the example of Slovak folk instrumental music,
which is perceived by its interpreters as important intangible cultural
heritage. They also spoke on innovations in the area of traditional Irish
music, and the role of singing in the family and community, using the
example of amateur musicians in the Czech Republic. A contribution
on the possibilities of using artificial intelligence for generating music



of various genres — including traditional folk music —evoked strong
reactions. In addition to a summary of the history of attempts to do this
in the Czech Republic (dating back to the 1960s), problematic instances
of generating music were also pointed out, especially uncontrolled
source data and the ethical problems connected to copyright and
royalties.

In another part of the colloquium program, there were a number
of contributions dealing with American and African traditional music,
Czech bluegrass, world music, and Czech tramping music. The legacies
of Mike and Peggy Seeger (siblings of the legendary Pete Seeger), and
the important role of the Egyptian musicologist and music manager
Zakarie Ibrahim in promoting music connected with the magical rango
xylophone were fondly described. Also explored were the Facebook
meme contributions shared in the Czech bluegrass musicians’ circle,
and how sea shanties have sailed across the generations. There was
a contribution focusing on the influence of musician-fathers on the
careers of contemporary interpreters of world music, and one on the
growing interest in re-editions of archival recordings, especially as
regards world music. There was an analysis of influences on the Czech
group Hoboes and how they created “modern” Czech tramping music.
An inspiring and poetic close to the colloquium was an essay devoted to
the Czech music dramaturge, director, screenwriter, lyricist, publicist,
and long-term member of the Czech vocal rock group C&K Vocal,
Ladislav Kantor (1945-2015). This text also closes our publication.

The colloquium included a discussion with American singer-
songwriter Kelly Hunt, who was invited to speak to the colloquium
participants on the folk tradition and making new music. She brought
with her Andrew Morris and Julie Bates, the husband-and-wife duo
from the bluegrass group The Matchsellers. They spoke, among
other things, about their current residence — Kansas City, USA — as
a fascinating crossroads of different folk music traditions with a vibrant
scene of musicians learning from each other when playing together.
The annual Namést' colloquium has a similar nature. This publication
reflects not only the current research area of its participants, but also
diverse reactions to the theme in question. The breadth and scope of
the ways in which the contributions are elaborated should thus satisfy
not only experts in the field, but also the broader community of music
lovers of multiple genres.



DETERMINANTY UDRZIAVANIA A ROZVIiJANIA
HUDOBNEJ TRADICIE NA SLOVENSKU
V MINULOSTI AV SUCASNOSTI

Bernard Garaj

Cielom mojho prispevku je poukazat' na tie procesy, vdaka
ktorym je hudobnd tradicia na Slovensku — aplikovana na
inStrumentdlnu tradicnt hudbu — dodnes Zivotaschopnym feno-
ménom. Pri odkryvani fungovania tohto mechanizmu sa budem
venovat problematike odovzdavania poznatkov a zru¢nosti
v prirodzenom genera¢nom prostredi rodiny, ktoré bolo zakladom
hudobného tradovania najmi v minulosti, ale ktoré v poslednych
desatrociach postupne nahradza inStitucionalizovany spdsob
vytvarania a pestovania vztahu k tradi¢nej hudbe. Réznorodost’
ciest k objavovaniu hudobnej tradicie sa tu vSak nekonci, pretoze
doba internetu a medialneho zdielania informacii vSetkého druhu
sa stava nemenej plodnym a inSpirativnym prostredim. Podstatné
pritom je, Ze tato diverzita pristupov si principialne neprotiredi a Ze
sa na jej pdde rodia nielen nové generacie aktivnych hudobnikov,
ale spolu s nimi aj nové pristupy k interpretacii tradi¢nej hudby a jej
SirSiemu vnimaniu ako suboru kultirnych hodnét.

Zaroven poznamenavam, ze v tomto prispevku sa budem
venovat’ len vybranym l'udovym hudobnym nastrojom, akymi st
gajdy, fujara, heligonka, Sestdierkova pistala, koncovka, pripadne
dvojacka. Je pre ne totiz priznac¢né, ze ich vyucba az na par
vynimiek nie je na Slovensku institucionalizovana, ale zaroven sa
tesia vel'kej obl'ube, ¢o dokazuju pocetné a aktivne komunity ich
priaznivcov, ako napokon aj fakt, ze fujara' a gajdy” su zapisané

1. ,.Fujara — hudobny nastroj a jeho hudba.” Centrum pre tradicnii ludovii kultiiru [online]
[cit. 26. 10. 2024]. Dostupné z: <https://www.ludovakultura.sk/zoznam-nkd/fujara-hudobny-
nastroj-jeho-hudba/>.

2. ,,Gajdy a gajdosska kultara na Slovensku.“ Centrum pre tradicnii ludovii kultiru
[online] [cit. 26. 10. 2024]. Dostupné z: <https://www.ludovakultura.sk/zoznam-nkd/gajdy-
gajdosska-kultura-na-slovensku/>.



na Reprezentativnom zozname nehmotného kultirneho dedicstva
I'udstva UNESCO a rifova pistala® patriaca do nastrojovej rodiny
koncoviek je zapisana do Reprezentativneho zoznamu nehmotného
kultirneho dedi¢stva Slovenska. Aké st teda Specifikd, prostredie
a okolnosti, za akych sa ich hudobné tradovanie deje?

1. Enkulturacia

Nepochybne najefektivnejSim a najplodnejSim prostredim
z aspektu hudobného tradovania je prirodzené prostredie rodiny,
v ktorom sa inStrumentalna prax odovzdéva z generacie na generaciu.
V procese enkulturacie®, teda v procese, pri ktorom si jednotlivec
osvojuje svoju kultaru v jej celistvosti, ma nezastupitel'nt tlohu. Aj
preto sa mu v hudobnoantropologicky orientovanych pracach najma
v mimoeurdpskych relaciach venuje znacna pozornost’. Problémom
je, ze pohlad eurdpskej laickej verejnosti je v otazkach vychovy
hudbou alebo k hudbe spojeny vzdy so Skolskou predstavou. Preto
podnes vieme prekvapujiico malo o tych praktikach a technikach,
ktoré na Skolskil ststavu nenadvdzovali alebo nenadvizuju.
V mimoeurdpskom prostredi je pritom takyto proces tradovania
povazovany nezriedka za nadprirodzeny, magicky akt, prejav
vy$§ich sil a mé& Casto utajeny charakter. Na uzavretom mieste
sa napr. chlapci pripravuji na iniciacné obrady a dovtedy musia
zvladnut' vsetky kultové praktiky, kultirne a umelecké prejavy,
naucit’ sa tance, piesne a nastrojové prejavy. Takyto spdsob
odovzdavania poznatkov, vedomosti a zruénosti, ktorého europskym
pendantom je spominané tradovanie nastrojovej praxe v rodinach,
ma vSak aj zjavné univerzalne spolocné ¢rty. Realizuje sa Gstnou
tradiciou, v medzigeneracnom kontakte a v prirodzenom kontexte

3. ,,Rifova pistala. Centrum pre tradicnii ludovii kultiru [online] [cit. 26. 10. 2024].
Dostupné z: <https://www.ludovakultura.sk/zoznam-nkd/rifova-pistala/>.

4. V duchu zauzivanych interpretacnych vykladov pojem ,enkulturacia“ vychadza
z charakteristiky, ze ide o proces, v ktorom si ¢lovek, ¢len urcitého naroda, etnika alebo
nejakého spolocenstva osvojuje uz od svojho detstva, ba aj v priebehu celého svojho zivota
jeho kultaru. Akulturacia, naproti tomu, reprezentuje kontakt jednotlivcov z réznych
kultar a z neho prameniace osvojovanie si kultiirnych vzorcov jednej alebo druhej kultury
(Pruzinec 2005: 61). Pojem ,enkulturacia® preferuje aj A. P. Merriam ako paralelu
s procesmi, ktoré sa v socioldgii oznacuju ako ,,socializacia™ (Merriam 1964: 146).
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hernej praxe, pricom sposobom vyucby je ziva demonstracia, t.j.
predspievanie, predhranie a jeho imitacia, opakovanie a postupné
asimilovanie $tylovych vyrazovych kvalit hudby. Odovzdavatel'mi
ani prijimate'mi tradicie nie st Specializované osoby (aj preto
v suvislosti s enkulturdciou nepouzivam oznacenia ,,uéitel*, ,,ziak*,
,»Vyucba®) a proces osvojovania si poznatkov sa nevzt'ahuje len na
deti, ale na kazdu vekovu kategoriu v podobe akéhosi dnes vel'mi
preferovaného ,,celozivotného vzdelavania“.

Pozitiva rodinného prostredia st nespochybnitelné, pricom
za zmienku napriklad stoji, Ze stupne alebo §tadia osvojovania si
hudobnych navykov a zruénosti prebichaji po zjavnej linii — najprv
s chybami, po ¢ase bez chyb, a nakoniec s vlastnym tvorivym
vkladom. Vyrazne sa podoba procesu, akym si dieta osvojuje
materinsku re¢.’ Takyto sposob je jedine¢ny nielen v stvislosti so
zakladmi inStrumentélnej praxe, ale aj v osvojovani si techniky
zdobenia, spdsobu variacnej prace a repertoaru, ¢o su de facto
atributy hudobnointerpretacnych $tylov vo vSeobecnosti. Treba
tiez poznamenat’, ze spolu s hernymi zru¢nostami si prijimatel
tradicie osvojuje aj zaobchadzanie s hudobnym nastrojom, napr.
ladenie, jeho tdrzbu, pripadne aj opravu, ¢i dokonca jeho vyrobu.
Nepopieratelnou vyhodou rodinného prostredia je skuto¢nost’, ze
vsetko sarealizuje ruka v ruke s poznavanim ¢i s priamym kontaktom
s tradicnymi hernymi prilezitostami a uvedomovanim si miesta
hudby v nich. Takto spontanne spozndvana funkcionalita hudby
smerujica k uvedomovaniu si postavenia hudobnika v rodine, v jeho
okoli ¢i v $irSom spoloCenstve zadsadnym spésobom determinuje
taky dolezity fenomén, akym je stimuldcia. Rozhodne viac vyhod
ako nevyhod ponuka dlhodobo sa kreujiica rodinna nastrojova
tradicia ovplyviujiica konkrétny vyber nastroja, pretoze dieta je
ovplyvnené tym, ¢o vidi doma. Na Slovensku je najlepsim dokazom
toho existencia muzikantskych rodov v prostredi slacikovych ¢i
cimbalovych hudieb, ako napr. Dudikovci z Myjavy, Paprckovei
a Hroncekovci z Hrinovej, JanStovci z Brezovej pod Bradlom,
fujaristi Kubincovci z Utekaca, gajdosské rody Michelikovcov

5. Pozri tiez Elschek 1993: 10.
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z Podpol'ania a Garajovcov z oblasti Pohronského Inovca, gajdiciari
Gernéatovci zo severného Sarisa a mnohi d’aldi. Celkom osobitnym
fenoménom st rodiny romskych hudobnikov, kde je efektivita
tradovania eSte vacsia. Ako pars pro toto mozno uviest Palaovcov
z Hrochoti, Bartosovcov z Cierneho Balogu, Radi¢ovcov z Kokavy nad
Rimavicou a Klenovca, Zoltakovcov z Raslavic & bohato rozvetvenych
Berkyovcov z Podpol’ania. V pripade romskych hudobnickych rodin,
ktoré sposob hudobnej edukacie doviedli do dokonalosti a zasluzili
by si osobitnii pozornost,® tu vSak svoju rolu zohravaju aj také
nezanedbatelné motivacie, akymi st financné benefity vyplyvajice
z hudobnej produkcie ¢i socialny status v komunite, resp. mimo nej.

Negativa osvojovania si hudobnej tradicie v rodinnom prostredi
su minimalne. Napriek tomu sa Coraz CastejSie stava, ze rodinna
muzikantska tradicia nema pokracovatel'ov. Pri¢iny tohto javu
mozu suvisiet’ s priliSnym tlakom rodiny na dieta rezultujicim
do jeho odmictavej reakcie ako formy osobného protestu, alebo
moézu spocivat v nedostatocnych vrodenych pedagogickych
adidaktickych schopnostiach odovzdavatel’a tradicie. Mam na mysli
nedostato¢ntl sposobilost’ vysvetlit’ veci, ktoré sit nim vnimané ako
Standardné, ,,normalne® a zautomatizované, priCom sa moézu tykat’
napr. techniky zdobenia alebo varia¢ného procesu. Osobitny okruh
problémov vyplyva tiez z ibytku viacgenera¢nych rodin, z do¢asnej
¢i trvalej straty stimulacie zapricinenej napr. negativnym vplyvom
spoluziakov, kamaratov, médii, hl'adanim a nachadzanim novych
vzorov a sebarealizacie v podobe zaujmu o mimohudobné aktivity
¢1 v lepSom pripade v podobe zaujmu o hudobné néstroje, ktoré
v rodine nie su tradované.’

6. Problematike hudobného tradovania v prostredi romskych hudobnickych rodin na
Slovensku (Klenovec a Kokava nad Rimavicou) sa dlhodobo venuje P. Nuska. Pozri
napr. ,,Transgenerational Transmission of Romani Musical Knowledge and Skills in
Klenovec and Kokava.“ ResearchGate [online] [cit. 27. 10. 2024]. Dostupné z: <https://
www.researchgate.net/publication/328478329 Transgenerational Transmission_of
Romani_Musical Knowledge and_Skills in Klenovec and Kokava>.

7. Nazornym prikladom mo6zu byt moji dvaja starsi synovia, ktori sice ako piata generacia
gajdosov v rodine Garajovcov vedia hrat’ na gajdach, ale po absolutériu klavira,
zvladnuti d’al$ich hudobnych nastrojov a poznani inych hudobnych zanrov (swing, dzez)
sa hre na gajdach nevenuju, ked’ze im tento nastroj podl'a ich slov ani zd’aleka neprinasa
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2. Vychova

Na rozdiel od minulosti je dne$ny spOsob osvojovania si hry
na ludovych hudobnych nastrojoch vylu¢ne v rodinnom prostredi
na Slovensku ojedinely a spravidla sa kombinuje s vyucbou
v Skolskom prostredi, prevazne na zdkladnych umeleckych skolach.
Este predtym sa vsSak chcem pristavit' pri inej forme osvojovania
si hudobnonastrojovych tradicii, ktora predstavuje akysi prostrednik
medzi rodinou a skolou a pre ktort je charakteristické, ze prijimatel
tradicie je vedeny najimanym Specialistom, hudobnikom mimo
okruhu rodiny. Hoci v eurépskych pomeroch vo vSeobecnosti nemé
vel’ku tradiciu, v mimoeurdpskom kontexte predstavuje dolezity stu-
pen enkulturacného procesu oznaovany v spominanych hudobno-
antropologickych pracach ako,,vychova“.®Na SlovenskunajéastejSie
funguje tak, ze sa na 'udovych inStrumentalistov obracaju rodi¢ia
deti, vedomi si najmé toho, ze na zakladnych umeleckych skolach
sa napriklad ten-ktory nastroj nevyucuje. Ked'ze v tomto pripade
ide o proces prekracujuci ramec rodinného prostredia — nezavisle
od toho, ¢i sa deje v domacom prostredi prijimatela, alebo
odovzdavatel'a tradicie, objavuji sa tu kvalitativne nové problémy,
resp. determinanty.

V suvislosti s osobnost’ou prijimatel’a hudobnej tradicie je rozho-
dujucim jeho vek, mentélna, resp. fyzicka vyspelost’ a motivacia ako
aj skutocnost’, ¢i ide o jedinca preferujiceho viac sluchové a vizualne
vnimanie, alebo naopak o ziaka viac fixovaného na notovy zapis, ak
uz s nim ma skusenosti. Relevantné st teda aj jeho predchadzajtica

tol’ko hudobného vyzitia, resp. uvedomuju si jeho interpretaéné limity. Navyse, v ich
mentalnom svete ovplyvnenom ich nehudobnymi profesiami a zivotom v zahraniéi je
uvedomenie si hoci unikatnej rodinnej tradicie v tejto chvili nedostato¢nou motivaciou.

8. Je tomu tak napr. v africkych kmenovych spolo¢enstvach, kde sa dosahovanie vysokej
technickej a umeleckej trovne deje vdaka dlhoro¢nej intenzivnej individualnej
priprave, denno-dennym kontaktom s profesionalnym hudobnikom alebo v orientalnych
kultarach, kde popredny majster roky pripravuje niekol’kych vybranych ziakov, ktori sa
stavaji individualnymi nositel'mi jeho vlastnej verzie tradovaného fenoménu. V pracach
A. P. Merriama (1964) v kapitole ,,Learning™ (s. 145 — 163), B. Nettla (2005) v kapitole
27 ,,Teaching and Learning™ alebo na viacerych miestach v publikacii W. Suppana
(1984) mozno najst’ desiatky konkrétnych fascinujucich prikladov z prostredia
mimoeurdpskych hudobnych kultur dokumentujticich rézne pristupy k osvojovaniu si
tradi¢nej hudby svojho kmena ¢i spolocenstva.
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hudobna vybava, rodinné¢ zazemie, hudobné dispozicie vo
vSeobecnosti ¢i pripadnd geneticka predispozicia pre niektory
konkrétny Tudovy hudobny nastroj. Osobnost odovzdavatela
tradicie na druhej strane dotvara nielen jeho interpreta¢nd hracska
kvalita, ale aj vrodené pedagogické a didaktické schopnosti, ked’ze
nim moéze byt’ aj hudobnik bez pedagogického vzdelania.

Vol'ba 'udového hudobného nastroja moze byt spontanna alebo
determinovana predchadzajicou inStrumentalnou skuisenost'ou. Ak
sa diet’a stretlo v rodinnom prostredi alebo v §kole napr. so zobcovou
flautou, méze to ulahdit’ jeho prvé kroky pri hre na Sestdierkove;j
pistalke, dvojacke, koncovke, fujare, gajdach a podobne.’ Podobne
je to so vztahom medzi akordeonom a heligonkou, klavirom
a cimbalom atd’. Nemalu tlohu pri vybere spravidla zohrava aj
$pecifikum T'udového hudobného nastroja (jeho vaha, velkost,
spdsob tvorenia tonu, akustické vlastnosti) a v neposlednom rade aj
jeho kvalita a dostupnost’.'

K vyhodam takéhoto sposobu osvojovania si tradicie patri, ze
nevyzaduje znalost’ notového pisma ani zvladnutie elementarnych
zékladov hudobnej tedrie. Vsetko sa deje podobne ako v rodinnom
prostredi bezprostrednou, priamou formou, t.j. imitaciou hry
svojho majstra, pozorovanim, napodobiiovanim, opakovanim.
Osobitny vyznam to ma pri rozvijani hernej techniky, ozdobnej
a variacnej hry, kedy si prijimatel’ tradicie zaroven osvojuje cely
rad technickych a interpretacnych grifov vratane zaobchadzania
s nastrojom, na ktoré by inak musel dospiet’ sim spravidla az po
dlhsom hladani. Zaroven je takto sprostredkovanych mnozstvo
d’al8i informacii o funkcii a postaveni néstroja vo vzt'ahu k lokalnej

9. Vyznamnou a prirodzenou sucast'ou hudobného tradovania v minulosti bol detsky
inStrumentar reprezentovany detskymi zvukovymi hrackami alebo zmenSenymi
replikami nastrojového sveta dospelych v ratane pocetnych a morfologicky
pozoruhodnych variantov detskych slac¢ikovych nastrojov. Pozri tiez Garaj 1993.

10. Potesitelné je, ze v obdobi poslednych 15 — 20 rokov sa cenovo pristupnymi stali
fujary, pistalky, koncovky, ale aj heligonky. Z tohto pohl'adu treba osobitne upozornit,
ze zasadne vzrastla kvalita gajd a ich intonac¢na stabilita a ze vd’aka Jurajovi Dufekovi,
najre$pektovanejSiemu vyrobcovi gajd na Slovensku v stcasnosti, su dostupné ich
detské verzie v roznych ladeniach a reSpektujiice typologické osobitosti tohto nastroja.
Pozri Garaj 2017.
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¢i regionalnej hudobnej tradicii, o znamych a respektovanych
interpretoch a charakteristickom piesnovom repertoari. Na druhej
strane takyto proces odovzdavania a osvojovania si poznatkov
azru€nosti vyzaduje dlhodoby a pravidelny kontakt medzi majstrom
a jeho nasledovnikom, ¢o méze byt nadrocné nielen z ¢asového, ale
niekedy aj z finan¢ného hl'adiska a odovzdavatel tradicie musi sdm
zvolit’ postup i vyber od elementarneho uéiva cez komplikovanejsie,
¢o v nijakom pripade nie je jednoduché.

Na Slovensku sice nie je takyto spdsob oboznamovania sa s hrou
na l'udovych hudobnych néstrojov vel'mi rozSireny, ale nie je ani
ojedinely. Uspesne sa uplatiiuje napr. medzi zaginajicimi gajdo$mi so
statusom uénov alebo tovarisov organizovanych v Cechu slovenskych
gajdosov, v ktorom v duchu historickych cechovych vzorov existuje
vnutorné ¢lenenie na majstrov, tovariSov a ucnov a ktory vyzaduje,
aby kazdy ucei ¢i tovari§ mal svojho majstra ako svojho mentora.
Ten ich v ich idealnom pripade vedie az do momentu, pokial’ sa oni
sami jedného dia nestant majstrami Cechu (obr. 1)."

Dolezitou sucastou vychovy bolo v minulosti aj samotné
prostredie, v ktorom mladi hudobnici vyrastali a v ktorom mohol
korigovat’ ich hudobny vyvoj ktorykol'vek ¢len napr. dedinského
spoloCenstva. Mozno pritom vychddzat z konStatovania, Ze deti
vo vSetkych svojich aktivitach nielen imitovali dospelych, ale sa aj
zucastiiovali mnohych hudobnych a tane¢nych aktivit dospelych.
V tomto kontexte mohli ulohu akéhosi radcu zacinajicim
hudobnikom hrat" aj susedia, star$i hudobnici, ale napokon aj
vrstovnici, ktori sa spravidla porovnavali medzi sebou.

3. Skola

Treti model v procese osvojovania si hudobnej tradicie v sucas-
nosti reprezentuje najmi Skola, t.j. vychova instrumentalistov
v skolskom prostredi. I ked’ sa zdanlivo viac spaja s eurdpskou
podou, skolské systémy mimoeurdpskych tradiénych hudobnych
kultar svojou kvalitou nijakou nezaostavaju. Za vsetky priklady
mozno uviest koncept vyucby hry na hudobnych nastrojoch

11. Pozri Garaj 2007 a 2011.
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gamelanu na ostrove Bali v Indonézii. Tu sa sucasne uci celé
hudobné zdruzenie Ziakov, pri¢om skladbu opakuju frazu po fraze
a ucitel’ ich neustale kontroluje bez slov, len prostym predhravanim
melddie.'? Ale aj v inych, pre nas exotickych krajinach sveta existuje
vyspely systém Skolskej vyucby hry na tradi¢nych néstrojoch, ako
je tomu vyucba hry na tzv. steel drums v Trinidade.'* Rozdiely mimo
Eurdpy a v Eurodpe, pravda, predsa len existujii. V mimoeur6pskych
kultairach nie je vychova S$pecializovana ako v Eurdpe
a diferencovana na interpretov a skladatelov, ale je zalozena
na celostnejSej vychove k hudobnosti. Okrem toho v Eurdpe sa
kladie vacsi doraz na teoretické aspekty v hudobnej vychove na
ukor hudobnopraktickych aktivit, ktoré vyuzivaju vlastné detské
hudobné prejavy a repertoar detskych piesni, hier a tancov.

Uspech a efektivita $kolskej vyulby zavisi od toho, akym
sposobom sa da vyrieSit' zdsadny konflikt zaclefiovania vyucby
I'udovej hudby do programu skolského vyucovania, t. j. ako zlucit
volnost” a rozmanitost’ prejavov I'udovej hudby s predpisanymi
a uniformnymi Skolskymi uc¢ebnymi planmi. Je pravda, ze vzhla-
dom na rodinné tradicie, silné folklérne hnutie s celou sietou
folklornych kolektivov a relativne zivou interpretacnou praxou na
Slovensku nie je takato forma vyucby vel'mi rozvinuta, ale skisenosti
zo susednych krajin — napr. z Raktska — ukazuju, ze v budtcnosti
moze aj unas najst’ svoje uplatnenie. VAcsina uspesne realizovanych
projektov vSak zatial naznacuje, Ze ide najmd o regionalne
a lokalne iniciativy zamerané len na niekol'’ko vybranych I'udovych
hudobnych nastrojov (pistalky, fujary, heligonky, cimbaly), za
ktorymi vzdy stoji entuziazmus konkrétnych [I'udi, spravidla
vynikajucich in$trumentalistov s ambiciou vychovat’ nové generacie
svojich pokracovatel'ov. Aj preto sa vSade inde inak mozno stretntit’
najmd s argumentami, ze nie je dostatok kvalifikovanych ucitel’'ov,
Ze nie je prepracovany systém vyucby, ze niet inStruktivnej literatury

12. Pozri napr. ,,Gamelan. UNESCO.“ YouTube [online] [cit. 26. 10. 2024]. Dostupné z:
<https://www.youtube.com/watch?v=x VHhCIQO57w>.

13. Pozri napr. ,,Steel drums in Trinidad and Tobago.* YouTube [online] [cit. 26. 10. 2024].
Dostupné z: <https://www.youtube.com/watch?v=ReNbZFKKX7c>.
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a ze nie je zaujem o I'udové hudobné nastroje. Aj napriek tomu tu
moznosti a rezervy realizacie, resp. skvalitnenia vyucby existuji.
Mozno ich vidiet vo vyucbe hry na koncovke, Sestdierkovej
pistale, fujare, gajdach, ¢i v lepSom prepojeni medzi Orffovym
inStrumentarom, detskymi zvukovymi hrackami a Tludovymi
hudobnymi nastrojmi ako aj v rozSireni zaberu vyucby hry na
klasickych hudobnych nastrojoch s moznost'ou ich vyuzitia v ludove;j
hudbe. Podl'a spominaného rakiuskeho modelu mam na mysli napr.
zavedenie takych obligatnych predmetov, ako napr. husle v I'udove;j
hudbe, resp. analogicky viola, kontrabas alebo klarinet.'*
Osobitnym problémom vyucby hry na zédkladnych umeleckych
Skolach je, Ze jej neodmyslitel'nou sticast'ou je hra z not. VSeobecne
plati, ze zakladnym rozdielom medzi l'udovou a klasickou hudbou
je skutocnost, ze kym l'udova sa odovzdava ustnou tradiciou,
klasickd vychadza z pisaného notového zdznamu. Bandlnym
je fakt, ze v notach su len ¢iasto¢ne zaznamenané také dolezité
fenomény hudobnej interpretacie, akymi st tvorenie tonu,
frazovanie, rytmické nuansy, tempo, vyraz atd’., ku ktorym sa
v inStrumentalnej hudbe pridava prstoklad, hmatova, tderova,
slacikova, brnkacia technika. Pri l'udovych hudobnych nastrojoch
st okrem toho mimoriadne délezité napr. Specifické hmaty. Na
aerofonickych nastrojoch sa bezne vyuziva poloviéné zakryvanie
hmatovych otvorov, kombinacia tzv. zakrytého a odkrytého
sposobu hrania, cela paleta nestandardnych hmatovych kombinacii
umoznujuca ovplyviovat kvalitu intondcie nastroja alebo
eliminovat’ rozdiely medzi intona¢ne lepSie a horSie znejucimi
polohami atd’. Zasadnym rozdielom vSak je, ze v 'udovej hudbe sa

14. Priklady zarad’ovania takychto nastrojov do vyucby v Rakusku sa netykaji len prostredia
hudobnych $kol (posobiacich ako pendant nasich Zékladnych umeleckych $kdl), ale aj
univerzitného vzdelavania. Pozri napr. ,,Bachelorstudium Instrumental(Gesangs)padagogik
(IGP) — Volksmusik.” KunstUniGraz [online] [cit. 26. 10. 2024]. Dostupné z: <https://
www.kug.ac.at/studium/studienangebot/studienrichtungen/instrumentalgesangspaedagogik-
igp/igp-volksmusik-ba>; ,,Diatonische Harmonika. Bachelor IGP Salzburg.” Mozarteum
University [online] [cit. 27. 10. 2024]. Dostupné z: <https://www.moz.ac.at/de/studium/
studienfinder/musikpaedagogik/salzburg/instrumentalpaedagogik-diatonische-harmonika-
ba>.
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ustnou tradiciou odovzdava aj vSetko ostatné, t.j. sposob zdobenia,
variaéna technika, harmonicky sprievod, forma a de facto cely
repertoar. Aj napriek tomu, Ze sa tym akoby popiera jeden z atributov
(hudobného) folkléru, t.j. odovzdavanie poznatkov, vedomosti
a sktsenosti ustnou tradiciou, je zjavné, ze hra z nét dnes prenikla
natrvalo do vyucby hry na 'udovych hudobnych nastrojoch. Pravda,
jeden i druhy spésob ma svoje pozitiva i negativa.'

Opakovanim jednotlivych technickych cvieni zapisanych v no-
tach moze ziak ziskat’ lepSiu hernu techniku a istotu, pricom moze
cvi€it’ na ndstroji bez permanentnej pritomnosti ucitel'a. Pochopenie
suvislosti medzi pisanou a znejucou podobou hudby mu navysSe
umozinuje volit' vlastné individudlne tempo pri preberani nového
ucebného materialu. Nevyhodami pouzivania noét sa javi priliSna
fixacia na notovy zapis sprevadzana nedostatoénou mierou rozvijania
variaéného procesu, mensi priestor na improvizaciu a hudobné
sebavyjadrenie. Nemenej podstatnymi su aj Specifické naroky na
ucitel’a, ktory musi pripravovat’ vlastny notovy material alebo
ho kombinovat’ s existujucou instruktivnou literatirou k vyucbe
hry na T'udovych hudobnych nastrojoch. Mam na mysli skoly
hry na Pudovych hudobnych nastrojoch, pricom ide o publikacie
koncipované v duchu $kdl hry na klasickych hudobnych néstrojoch,
ktoré spravidla zacinaju uvodom do elementarnej hudobnej
teorie, ale krok za krokom riesia stale narocnejsie a Specifickejsie
hernotechnické problémy. Treba tieZ poznamenat’, ze ich kvalita je
rozna, a to v zavislosti od ich autorov i vydavatel'ov. Je samozrejme
len na zaujemcovi samotnom, ¢i siahne po publikéaciach, ktoré
vznikli na pdde osvetovych institucii, alebo po tituloch vydavanych
vo vlastnej produkcii samotnych autorov.!® Niektoré publikované
Skoly hry na l'udovych hudobnych néstrojoch maju aj svoje doplnky

15. Specifika oralneho (ustna tradicia) a pisomného (notovy zapis) spdsobu patria
k univerzalnym témam dotykajicim sa problematiky hudobného tradovania v mnohych
eurdpskych i mimoeurdpskych krajinach. Tejto problematike sa venuju viaceré
prispevky v zborniku Hemetek — Kolbl — Mayrlechner — Saglam 2015.

16. V nasledujuicom prehlade uvadzam aspon niektoré z nich: Brada, Vojtech 1982:
Skola hry na cimbale. Bratislava: Osvetovy tstav; Repa, Frantiek 1971: Skola hry na
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v podobe DVD titulov, pripadne tie vznikali ako samostatné
instruktivne projekty védc¢sinou vo vlastnej produkcii ich autorov.!’

Tento vypocet mozno roz$irit' aj o transkripcie nastrojovej
hry k nahravkam na zvukovych nosicoch, hoci tieto nevznikali
z inStruktivnych ¢i hudobnopedagogickych dévodov. Ide najma
o starSie gramofonové edicie vydané v ramci reprezentativneho cyklu
,Panorama l'udovej piesiiovej a hudobnej kultury*, pricom sucast'ou
niektorych z nich — napr. Orava, Liptov, Pohronie a Podpolanie —
boli obsazné bulletiny s detailnymi transkripciami hry fujaristov,
pistalkarov, gajdosov, heligonkarov a podobne.”® Po zvladnuti
zakladov nastrojovej hry a znalosti notopisu ponukaji moznost’
d’alsieho zdokonal'ovania sanajmés dérazom na §tylovointerpretacné
znaky regionov, lokalit ¢i vyznamnych inStrumentalistov.

4. Specifické formy vyucby hry na Pudovych hudobnych
nastrojoch

Poslednu formu vyucby hry na 'ndovych hudobnych nastrojoch
predstavuje réznoroda skupina inych nez doteraz spominanych
didaktickych metod. Jednou z nich je individualna vyucba, ktora
je prizna¢na pre samoukov, nadSenych entuziastov, ktorych
nezriedka az v dospelom veku ocari niektory konkrétny l'udovy

cimbal 1. diel. Bratislava: Osvetovy Gstav; Repa, Frantisek 1972: Skola hry na cimbal
2. diel. Bratislava: Osvetovy ustav; Leng, Ladislav 1970: Hrdame na fujare. Banska
Bystrica: Osvetové stredisko; Kruzliak, Jan 1990: Hrdame na ludové hudobné nastroje.
Bezdierkové pistaly. Sestdierkovii pistalu. Bratislava: Osvetovy ustav; Holik, Dugan
2019: Fujarovy spevnik. Ocova: Vydavatel'stvo DuSan Holik; Holik, DuSan 2020:
Pistalkovy spevnik. Metodika hry na Sestdierkovii pastiersku pistalku a dvojacku.
Ocova: Vydavatel'stvo Dusan Holik; Hrtus, Miroslav 2015: Hra na heligonke logicky
a jednoducho. Bratislava: Metodicko-pedagogické centrum; Budinsky, Anton 2021:
Skola hry na heligénku. Detva: OZ Cimbal; Budinsky, Anton 2020: Ucebnica hry na
Sestdierkovej pastierskej pistalke. Detva: OZ Cimbal.

17. Pozri napr.: Holik, Dusan: Fujarovy workshop v Ocovej; Holik, Dusan: Pistalkovy
spevnik. Metodika hry na Sestdierkovii pastiersku pistalku a dvojacku; Dalo§, Drahomir:
Hra na fujare; Matis, Peter: Ako sa stat’ gajdosom.

18. Prvy cyklus reprezentativnej regionalnej kolekcie gramoalbumov z produkcie
Ceskoslovenského rozhlasu, §tidio Banska Bystrica v spolupraci Viliama J. Grusku
a Svetozara StraCinu zacal vychadzat' od roku 1978. Po¢ntic rokom 2020 sa realizuje
jeho nova reedicia. Pozri Panorama ludovej piesiiovej a hudobnej kultiry [online]
[cit. 27. 10. 2024]. Dostupné z: <https://panoramaludovejkultury.sk/>.
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hudobny nastroj, aby sa mu o to intenzivnejSie venovali. Takito
zdujemcovia maji dnes vdaka internetu k dispozicii velké
mnozstvo informacii. NajnovSou, ale zjavne mimoriadne
progresivnou formou ndstrojovej vyucby su inStruktdze alebo
tutoridly uverejnené na internete. Podobne ako v pripade vyssie
spomenutych publikacii je ich kvalita rézna a zavisi od erudicie
a motivacie ich tvorcov, od ucelov ich zverejnenia, od toho, komu
su prednostne uréené a pod."” PriloZzeny zoznam je aj v tomto
pripade len vyberom z celého radu tutorialov, ktoré mozno najst’
v stiasnosti na slovenskych internetovych strankach.

Popri internetovych tutoridloch sa pre iné skupiny zaujemcov
pritazlivymi stavajii Coraz CastejSie organizované letné tabory,
resp. workshopy prednostne zamerané na rézne stupne praktického
zvladnutia I'udového hudobného nastroja. Naopak, pre mladsich
zacinajucich inStrumentalistov moéze byt stimulujucou vyucba
realizovand napr. na pode detskych folklornych kolektivov, resp.
detskych 'udovych hudieb (obr. 2). Pre deti v Skolopovinnom veku,

19. Zoznam internetovych odkazov je len ¢astou tutorialov, pricom vsetky boli dostupné
ku diu 27. 10. 2024.

20. ,,Spoza vrch Polany.” YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=Pjfr6fEQRZM>; ,Fija $kola pistalkova.“ YouTube [online]
[cit. 26. 10. 2024]. Dostupné z: <https://www.youtube.com/watch?v=aBgiGmZB27g>;
,»Vyucba hry na pastiersku pistalku.” Obec Oravska Polhora [online] [cit. 26. 10. 2024].
Dostupné z: <https://www.oravskapolhora.sk/fotogalerie/videogaleria/vyucba-hry-na-
pastiersku-pistalku-382sk.html>; , Skoli¢ka hry na koncovku 01.“ YouTube [online]
[cit. 26. 10. 2024]. Dostupné z: <https://www.youtube.com/watch?v=YsQNyjzabM0>;
»Mala koncovka D/Overtone flute D.*“ YouTube [online] [cit. 26. 10. 2024]. Dostupné
z:  <https://www.youtube.com/watch?v=4ZaWudLXnFs>; , UCitel’ FUJAROCKA
zaklady.“ Duch fujary [online] [cit. 26. 10. 2024]. Dostupné z: <https://duchfujary.sk/
skoly-hry/ucitel-fujarocka-zaklady>; ,,Hrame na fujare.” Skola hry na fujare v Bratislave
[online] [cit. 26. 10. 2024]. Dostupné z: <http://www.hramenafujare.sk/>; ,,Skola hry na
fujare.” YouTube [cit. 26. 10. 2024]. Dostupné z: <https://www.fujara.sk/sk/zakladne
drzanie.htm>; ,,Ako sa stat’ gajdoSom. Skola hry na gajdy.« YouTube [online] [cit. 26. 10.
2024]. Dostupné z: <https://www.youtube.com/watch?v=3M9wkNo2GtM>; ,,Skola
gajdovania.” YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.youtube.
com/watch?v=DIhrwTq1ZMA>; , Heligbnkova akadémia online.“ YouTube [online]
[cit. 26. 10. 2024]. Dostupné z: <https://www.youtube.com/watch?v=3U381Qi-9pU>;
,.Skola na heligonku.* YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=0OLCK4DQjKso>.
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Casto aj pre tie, ktoré navstevuju zakladni umelecku skolu, je to
neraz jedina cesta, ako sa blizSie zoznamit’ s 'udovym hudobnym
inStrumentarom a nadobudnut’ aj prvé interpretaéné skusenosti.”!

Namiesto zaveru

Spolu s aktualnymi spolocenskymi zmenami, s transformaciou
hudobnofolklérnych prejavov a hernych prilezitosti, so zmenou
funkcionality I'udovej hudby a pod. sa menia aj cesty osvojovania
si hry na l'udovych hudobnych nastrojoch. Nech je ich r6znorodost’
akokol'vek pestra, tak ako v minulosti, aj dnes je rozhodujuce, ¢i
a ako vedu k zvladnutiu Specifik 'udovej néstrojovej hry, ktorymi
su osvojenie si principov techniky ozdobnej hry a variacného
procesu, poznanie regionalnych a nastrojovotypologickych
Stylovointerpretaénych znakov az po kreovanie vlastného $tylu hry
a repertodru. Neutichajuci zdujem o hru na 'udovych hudobnych
nastrojoch na Slovensku, ale tiez pozoruhodna interpretacna kvalita
mladych inStrumentalistov su dokazom ich ti¢innosti a efektivity aj
v sucasnosti.

Literatara:

ELSCHEK, Oskar 1995: I'udova hudba a hudobnovychovné systémy. In: FEGLOVA, Viera
(ed.): Tradicna ludova kultura a vychova v Eurdpe. Nitra: Vysoka skola pedagogicka.
1-14.

GARAJ, Bernard 1993: Tradi¢ny detsky inStrumentar vo vyucovacom procese? In:
FEGLOVA, Viera (ed.): Postavenie ludovej kultiry vo vychovno-vzdeldvacom procese.
Nitra: Vysoka skola pedagogicka Nitra. 99 — 108.

GARAJ, Bernard 2007: Etnokultirne tradicie v oblasti Pohronského Inovca vo vztahu ku
gajdosstvu na Slovensku. In: TONCROVA, Marta (ed.): Etnokulturni tradice v soucasné
spolecnosti. Brno: Masarykova univerzita. 59 — 67.

GARALJ, Bernard 2011: Rural Musical Instruments at the Turn of Two Centuries: The Case
of Bagpipes in Slovakia. In: JAHNICHEN, Gisa (ed.): Studia Instrumentorum Musicae
Popularis II (New Series). Minster: Verlag fiir Wissenschaft. 105 — 116.

21. Ako priklad pars pro toto mozno uviest’ detsky folklorny subor Kobylku z Devin-
skej Novej Vsi. Veduci jej ludovej hudby Milan Rusko vychoval cely rad
gajdosov, pistalkarov, fujaristov, priCom viaceri z nich st dnes sami vynikajicimi
inStrumentalistami a vzormi pre mladsich nasledovnikov.

21



GARALJ, Bernard 2017: An Instrument Maker as a Key Factor in Keeping and Developing
Musical Traditions. In: JAHNICHEN, Gisa (ed.): Studia Instrumentorum Musicae
Popularis 5, New Series of the ICTM Study Group on Folk Musical Instruments.
Miinster: Verlag fiir Wissenschaft. 69 — 82.

HEMETEK, Ursula — KOLBL, Marko —- MAYRLECHNER, Daniela — SAGLAM, Hande
(eds.) 2015: Traditionelle Musik. Uberliefern — Verhandeln — Vermitteln. Wien: Institut
fiir Volksmusikforschung und Ethnomusikologie.

MERRIAM, Allan Parhurst 1964: The Anthropology of Music. Evanston: Northwestern
University Press.

NETTL, Bruno 2005 (1983): The Study of Ethnomusicology. Thirty-One Issues and
Concepts. New Edition. Champaign: University or Illinois Press.

PRUZINEC, Tomas 2005: Ako rozumiet’ pojmom akulturacia, enkulturacia a inkulturacia?
Viera a zZivot, casopis pre krestanskii orientaciu 15 (1): 59 — 65.

SUPPAN, Wolfgang 1984: Der musizierende Mensch. Eine Anthropologie der Musik.
Mainz: Verlag Mainz Schott.

Elektronické zdroje:

,,Ako sa stat’ gajdosom. Skola hry na gajdy.* YouTube [online] [cit. 26. 10. 2024]. Dostupné
z: <https://www.youtube.com/watch?v=3M9wkNo2GtM>.

,Bachelorstudium Instrumental(Gesangs)piadagogik (IGP) — Volksmusik.” KunstUniGraz
[online] [cit. 26. 10.2024]. Dostupné z: <https://www.kug.ac.at/studium/studienangebot/
studienrichtungen/instrumentalgesangspaedagogik-igp/igp-volksmusik-ba>.

,Diatonische Harmonika. Bachelor IGP Salzburg.“ Mozarteum University [online]
[cit. 27. 10. 2024]. Dostupné z: <https://www.moz.ac.at/de/studium/studienfinder/
musikpaedagogik/salzburg/instrumentalpaedagogik-diatonische-harmonika-ba>.

,Fija skola pistalkova.” YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=aBgiGmZB27g>.

Fujara — hudobny nastroj a jeho hudba. Centrum pre tradicni ludovi kultiru [online]
[cit. 26. 10. 2024]. Dostupné z: <https://www.ludovakultura.sk/zoznam-nkd/fujara-
hudobny-nastroj-jeho-hudba/>.

,,Gajdy a gajdosska kultara na Slovensku.* Centrum pre tradi¢nii ludovii kultiru [online]
[cit. 26. 10. 2024]. Dostupné z: <https://www.ludovakultura.sk/zoznam-nkd/gajdy-
gajdosska-kultura-na-slovensku/>.

»Gamelan. UNESCO.* YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=xVHhCIQO57w>.

,Heligonkova akadémia online.* YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://
www.youtube.com/watch?v=3U381Qi-9pU>.

,Hrame na fujare.“ Skola hry na fujare v Bratislave [online] [cit. 26. 10. 2024]. Dostupné z:
<http://www.hramenafujare.sk/>.

»Mala koncovka D/Overtone flute D.“ YouTube [online] [cit. 26. 10. 2024]. Dostupné z:
<https://www.youtube.com/watch?v=4ZaWudLXnFs>.

Panorama ludovej piesiiovej a hudobnej kultury [online] [cit. 27. 10. 2024]. Dostupné z:
<https://panoramaludovejkultury.sk/>.

LRifova pistala.“ Centrum pre tradicni ludovii kultiru [online] [cit. 26. 10. 2024].
Dostupné z: <https://www.ludovakultura.sk/zoznam-nkd/rifova-pistala/>.

22



»Spoza vrch Polany.“ YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=Pjfr6fEQRZM>.

,,Steel drums in Trinidad and Tobago.* YouTube [online] [cit. 26. 10. 2024]. Dostupné z:
<https://www.youtube.com/watch?v=ReNbZFKKX7c>.

.Skola gajdovania.“ YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=DIhrwTqlZMA>.

,.Skola hry na fujare. YouTube [cit. 26. 10. 2024]. Dostupné z: <https://www.fujara.sk/sk/
zakladne_drzanie. htm>.

.Skola na heligénku.“ YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https://www.
youtube.com/watch?v=OLCK4DQjKso>.

,.Skoli¢ka hry na koncovku 01.“ YouTube [online] [cit. 26. 10. 2024]. Dostupné z: <https:/
www.youtube.com/watch?v=YsQNyjzabM0>.

- Transgenerational Transmission of Romani Musical Knowledge and Skills in Klenovec
and Kokava.“ResearchGate [online] [cit. 27. 10. 2024]. Dostupné z: <https://www.
researchgate.net/publication/328478329 Transgenerational _Transmission_of
Romani_Musical_Knowledge_and_Skills_in_Klenovec_and_Kokava>.

,Ucitel! FUITAROCKA zéklady.“ Duch fujary [online] [cit. 26. 10. 2024]. Dostupné z:
<https://duchfujary.sk/skoly-hry/ucitel-fujarocka-zaklady>.

,»Vyucéba hry na pastiersku pistalku. Obec Oravska Polhora [online] [cit. 26. 10. 2024].
Dostupné z: <https://www.oravskapolhora.sk/fotogalerie/videogaleria/vyucba-hry-na-
pastiersku-pistalku-382sk.html>.

Summary

The aim of this paper is to point out the processes that have made the musical tradition in
Slovakia — applied to instrumental traditional music — a viable phenomenon to this day.
The most effective, although currently more or less outdated model, is “enculturation”,
i.e. the transmission of knowledge and skills in the natural generational environment of
the family. Another form of the acquisition of musical-instrument traditions would be an
intermediary between the family and the school, a relationship characterised by the fact that
the recipient of the tradition is guided by a hired specialist, a musician outside the family
circle. In recent decades, an institutionalised way of creating and cultivating a relationship
with traditional music, represented mainly by music schools, has been gradually gaining
ground. The age of the internet and media sharing of all kinds of information is becoming
an equally fertile and inspiring environment in the form of numerous tutorials and other
instructions on how to play folk musical instruments. This diversity of approaches is
not fundamentally contradictory, for the birthplace is not the only determinant of new
generations of active musicians, there are also new approaches to the interpretation of
traditional music and its wider perception as a set of cultural values

Key words: instrumental traditional music, enculturation, education, school, oral tradition,
instruction and tutorials on the internet
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DETERMINANTS OF THE MAINTENANCE
AND DEVELOPMENT OF MUSICAL TRADITION
IN SLOVAKIA IN THE PAST AND PRESENT

Barnard Garaj

The aim of my paper is to highlight those processes that have
made the musical tradition in Slovakia — applied to traditional
instrumental music — a viable phenomenon to this day. While
uncovering the functioning of this mechanism, I will focus on the
issue of the transmission of knowledge and skills in the natural
generational environment of the family, which was the basis of
musical tradition especially in the past, but which in recent decades
has gradually been replaced by an institutionalized way of creating
and cultivating a relationship with traditional music. However, the
variety of ways of learning musical tradition does not end here, as
the age of the internet and media sharing of all kinds of information is
becoming an equally fertile and inspiring environment. Importantly,
this diversity of approaches is not fundamentally contradictory,
giving rise not only to new generations of active musicians, but
also to new approaches to the interpretation of traditional music and
its wider perception as a set of cultural values.

At the same time, I note that in this paper I will deal only
with selected folk musical instruments, such as bagpipes, the
fujara', heligonka®, six-hole flute, overtone flute, and double
flute. It is characteristic for them that their teaching, with
a few exceptions, is not institutionalized in Slovakia, but at the
same time they enjoy great popularity, which is proved by the
numerous and active communities of their fans, as well as the fact

1. The Fujara is the most known and unique Slovak pastoral aerophone. It is about a 1.80
m long flute with a labium edge cut into the instrument’s wall, over which air is directed.
Despite the fact that the instrument is no longer used in the pastoral environment, it is
still popular today. This is evidenced by the numerous fujara players and makers.

2. The Heligonka is a diatonic accordion, a variant of the Styrian accordion, widespread in
Alpine music. The heligénka came to Slovakia from Bohemia in the interwar period.
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that the fujara® and the bagpipe* are listed on the UNESCO
Representative List of the Intangible Cultural Heritage of Humanity,
and the rifovd pistala,® belonging to the family of overtone flutes,
is included in the Representative List of the Intangible Cultural
Heritage of Slovakia. So what are the specifics, environment, and
circumstances under which their musical traditions take place?

1. Enculturation

Undoubtedly, the most effective and fruitful environment in terms
of musical tradition is the natural environment of the family, in which
instrumental practice is passed on from generation to generation. It
has an irreplaceable role in the process of enculturation®, i.e. in the
process in which an individual acquires his culture in its entirety.
That is why it has received considerable attention in music-
anthropologically oriented works, especially in non-European
contexts. The problem is that the point of view of the European lay
public is always linked to the idea of school in matters of music
education. Therefore, to this day we know surprisingly little about
those practices and techniques that did not or do not follow the school
system. In a non-European environment, such a process of tradition
is often considered a supernatural, magical act, a manifestation of
higher powers and often has a secret character. In a closed place,
for example, boys prepare for initiation ceremonies and by then

3. “Fujara — hudobny nastroj a jeho hudba.” Centrum pre tradic¢nii ludovii kultiru [online]
[accessed October 26, 2024]. Available from: <https://www.ludovakultura.sk/zoznam-
nkd/fujara-hudobny-nastroj-jeho-hudba/>.

4. “Gajdy a gajdosska kultura na Slovensku.” Centrum pre tradicnii ludovi kultiru
[online] [accessed October 26, 2024]. Available from: <https://www.ludovakultura.sk/
zoznam-nkd/gajdy-gajdosska-kultura-na-slovensku/>.

5. “Rifova pistala.” Centrum pre tradicni ludovii kultiru [online] [accessed October 26,
2024]. Available from: <https://www.ludovakultura.sk/zoznam-nkd/rifova-pistala/>.

6. In the spirit of established interpretations, the term “enculturation” is based on the
characteristic that it is a process in which a person, a member of a particular nation,
ethnicity or community, acquires from his childhood, or even throughout his lifetime,
of its culture. “Acculturation”, on the other hand, represents the contact of individuals
from different cultures and the resulting acquisition of cultural patterns of one or another
culture (Pruzinec 2005: 61). The term “enculturation” is also preferred by A. P. Merriam
as a parallel to the processes that are referred to in sociology as “socialization” (Merriam
1964: 146).
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have to master all cult practices, cultural and artistic expressions,
learn dances, songs and instrumental expressions. However, such
a method of passing on knowledge, knowledge and skills, whose
European counterpart would be the above-mentioned tradition of
instrument practice in families, also has obvious universal common
features. It is realized by oral tradition, in intergenerational contact,
and in the natural context of playing practice, while the method of
teaching is a live demonstration, i.e. pre-singing, pre-playing and its
imitation, repetition and gradual assimilation of stylistic expressive
qualities of music. Neither the transmitters nor the receivers of
the tradition are specialised persons (which is why I do not use
the terms ‘teacher’, ‘pupil/student’, ‘teaching’ in connection with
enculturation), and the process of acquiring knowledge does not
apply only to children, but to every age group in the form of a kind
of ‘lifelong learning’, which is nowadays very much preferred.
The positives of the family environment are indisputable, while it
is worth noting, for example, that the degrees or stages of acquiring
musical habits and skills follow an obvious line: first with mistakes —
after a while without mistakes — and finally with one’s own creative
input, and it is very similar to the process when a child acquires
their mother tongue.” Such a way is unique not only in relation to
the fundamentals of instrumental practice, but also in mastering
the technique of ornamentation, the way of variation work and
repertoire, which are de facto attributes of musical interpretation
styles in general. It should also be noted that along with playing skills,
the receiver of the tradition also acquires the handling of a musical
instrument, e.g. tuning, its maintenance, or even its making. An
undeniable advantage of the family environment is that everything is
done hand-in-hand with getting to know or having direct contact with
traditional playing opportunities and realizing the place of music in
them. Thus, the spontaneous recognition of the functionality of music
towards the awareness of the musician’s position in the family, in his
surroundings or in the wider community fundamentally determines
such an important phenomenon as stimulation. Certainly more

7. See also Elschek 1993:10.
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advantages than disadvantages are offered by a long-established
family instrumental tradition influencing the particular choice of
instrument, because the child is influenced by what he or she sees at
home. In Slovakia the best proof of this is the existence of musician
families in the environment of string or cimbalom music — such as
the Dudik family from Myjava, the Papréka and Hroncek family
from Hrinova, the Jansto family from Brezova pod Bradlom, fujara
players in the Kubinec family from Utekac, bagpipers in the Michelik
family from the region of Podpol'anie and in the Garaj family from
the region of Pohronsky Inovec, and many others. Roma musicians’
families are quite a special phenomenon, where the effectiveness
of traditions is even greater. As pars pro toto we can mention the
Pal’a¢ family from Hrochot, the Barto$ family from Cierny Balog,
the Radi¢ family from Kokava nad Rimavicou and Klenovec, the
Zoltak family from Raslavice, and the richly branched Berky family
from Podpolanie. In the case of Roma musical families, which have
perfected the method of musical education and deserve special
attention®, such important motivations as the financial benefits
resulting from musical production or social status in the community,
or outside it, also play their role.

The negatives of learning a musical tradition in a family
environment are minimal. Nevertheless, it happens more and more
often that the family musical tradition has no successors. The causes
of this phenomenon may be related to the excessive pressure of the
family on the child, resulting in his rejecting reaction as a form of
personal protest, or may lie in the insufficient innate pedagogical
and didactic skills of the transmitter of the tradition. I mean the
lack of ability to explain things that are perceived by him as
standard, “normal” and automated, which may relate, for example,
to the technique of melody decorating, the process of variation, and

8. Petr Nuska has long been working on the issue of musical traditions in the environment
of Roma musician families in Slovakia (Klenovec and Kokava nad Rimavicou). See e.g.
“Transgenerational Transmission of Romani Musical Knowledge and Skills in Klenovec
and Kokava.” ResearchGate [online] [accessed October 27, 2024]. Available from: <https:/
www.researchgate.net/publication/328478329 Transgenerational Transmission_of
Romani_Musical Knowledge and Skills in Klenovec and Kokava>.
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so on. A special set of problems also results from the decline of
multi-generational families, from the temporary or permanent loss
of stimulation caused, for example, by the negative influence of
classmates, friends, the media, searching and finding of new role
models and self-realization in the form of interest in non-musical
activities, or, in the best case, in the form of an interest in musical
instruments that are not traditional in the family.’

2. Education

Unlike the past, today’s method of learning to play folk
musical instruments exclusively in the family environment is rare
in Slovakia and is usually combined with teaching in a school
environment. Before that, however, I want to approach another
form of acquiring musical instrument traditions, which represents
a kind of intermediary between family and school and which
is characterized by the fact that the recipient of the tradition is
guided by a hired specialist, a musician outside the family circle.
Although it generally does not have a great tradition in European
contexts, in the non-European context it represents an important
stage of the enculturation process referred to as “education” in
the above-mentioned music-anthropological works.'® In Slovakia,
it most often works in such a way that folk instrumentalists are
approached by the parents of children, aware in particular that this

9. An illustrative example can be my two older sons, who, as the fifth generation of
bagpipers in the Garaj family, can play the bagpipes, but after graduating from the
piano, mastering other musical instruments and learning about other musical genres
(swing, jazz), they do not play the bagpipes, since, according to their words, this
instrument does not bring them nearly as much musical enjoyment, or they are aware of
its interpretive limits. Moreover, in their mental world, influenced by their non-musical
professions and life abroad, the awareness of an albeit unique family tradition is not
enough motivation at the moment.

10. This is the case, for example, in African tribal societies, where the achievement of high
technical and artistic levels is achieved through years of intensive individual training
and daily contact with a professional musician, or in oriental cultures, where a leading
master trains for years a few selected students. In the works of A. P. Merriam (1964)
in the chapter “Learning” (pp. 145-163), B. Nettl (2005) in chapter 27 “Teaching and
Learning” or in several chapters in W. Suppan (1984), one can find dozens of specific
fascinating examples from non-European musical cultures documenting different
approaches to learning the traditional music of one’s tribe or community.
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or that instrument is not taught in music schools, for example. Since
in this case it is a process that goes beyond the framework of the
family environment — regardless of whether it takes place in the
home environment of the receiver or the transmitter of the tradition,
qualitatively new problems appear here.

In relation to the personality of the recipient of the musical
tradition, his age, mental or physical maturity and motivation are
relevant, as well as the fact whether he is an individual who prefers
a more auditory and visual perception or, on the contrary, he is
more fixated on musical notation — if, admittedly, he has already
had experience with it. Relevant, therefore, is also his previous
musical training, family background, musical disposition in general
and any innate predisposition to a particular folk instrument. On
the other hand, the personality of the transmitter of the tradition is
not only shaped by his quality as a performer, but also by his innate
pedagogical and didactic abilities, since he can also be a musician
without pedagogical training.

The choice of a folk musical instrument can be spontaneous
or determined by previous instrumental experience. If a child has
encountered the recorder in the family environment or at school,
for example, this may facilitate his first steps in playing the six-
hole flute, double flute, fujara, bagpipes, and so on. Similarly with
the relationship between the chromatic accordion and the diatonic
accordion, between the piano and the cimbalom, etc.!" As a rule,
the specificity of a folk instrument (its weight, size, acoustic
properties) and, last but not least, its quality and availability also
play a significant role in the choice.!

11. An important and natural part of musical tradition in the past was children’s instrumen-
tation, represented by children’s sound toys or reduced replicas of the adult instrumental
world, including numerous and morphologically remarkable variants of children’s
stringed instruments. See also Garaj 1993.

12. It is gratifying that in the last 15-20 years, fujaras, flutes, overtone flutes, as well as
diatonic accordions have become affordable. From this point of view, it should be
particularly noted that the quality of the bagpipes and their intonational stability have
increased substantially. Thanks to Juraj Dufek, the most respected maker of bagpipes
in Slovakia today, children’s versions are available in various tunings respecting the
typological specificities of the instrument. See Garaj 2017.
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The advantages of this way of learning the tradition include the
fact that it does not require knowledge of musical notation or mastery
of the elementary basics of music theory. Everything happens
in a similar way as in a family environment — in an immediate,
direct way, i.e. by imitating the master’s play, observing, imitating,
repeating. This is of particular importance in the development of
playing technique, ornamental and variation playing, where the
recipient of the tradition also acquires a whole range of technical
and performance skills, including handling the instrument, which
he would otherwise have to learn on his own, usually only after
a long search. At the same time, a lot of additional information
is conveyed about the function and position of the instrument in
relation to the local or regional musical tradition, about well-known
and respected performers and the characteristic song repertoire.
On the other hand, such a process of transmitting and acquiring
knowledge and skills requires long-term and regular contact
between the master and his follower, which can be demanding not
only in terms of time, but also sometimes in terms of money, and
that the transmitter of the tradition has to make his own choice of
procedure and selection from the elementary problems to the more
complicated ones, which is by no means easy.

In Slovakia, this way of getting acquainted with playing folk
musical instruments is not very widespread, but it is not unique
either. It is successfully applied, for example, among beginning
bagpipers with the status of apprentices or journeymen organised
in the Guild of Slovak Bagpipers, which, in the spirit of historical
guild patterns, has an internal division into masters, journeymen and
apprentices, and which requires that each apprentice or journeyman
have a master as his mentor. This ideally guides them until they
themselves one day become masters of the Guild (fig. 1)."

Animportant partofeducation in the past was also the environment
in which young musicians grew up and in which any member of,
for example, a village community could correct their musical

13. See Garaj 2007, 2011.
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development. It can be assumed that children not only imitated
adults in all their activities, but also participated in many musical
and dancing activities of adults. In this context, neighbours, older
musicians and, finally, peers, who usually compared themselves
with one another, could also play the role of a kind of mentor to
budding musicians.

3. School

The third model in the process of acquiring the musical tradition
is currently represented mainly by the school, i.e. the education of
instrumentalists in the school environment. Even though it seems to
be more associated with Europe, the school systems of non-European
traditional music cultures are not far behind in their quality. To use
one example, the concept of teaching gamelan instruments on the
island of Bali in Indonesia can be mentioned. Here, a whole musical
group of students are taught at the same time, repeating the melodic
phrase by phrase, with the teacher constantly checking on them
without words, just by simply playing the melody.'* But in other, for
us exotic countries of the world, there is also an advanced system of
school instruction on traditional instruments, such as teaching the
steel drums in Trinidad.!"® Differences outside Europe and within
Europe, it is true, still exist. In non-European cultures, education
is not specialised as in Europe and differentiated into performers
and composers, but is based on a more holistic education in
musicianship. In addition, in Europe there is a greater emphasis
on theoretical aspects in music education at the expense of music
practice activities that use children’s own musical expressions and
the repertoire of children’s songs, games and dances.

The success and effectiveness of school teaching depends on
how the fundamental conflict of integrating folk music teaching
into the school curriculum can be resolved, i.e., how to combine

14. See, e.g., “Gamelan. UNESCO.” YouTube [online] [accessed October 26, 2024].
Available from: <https://www.youtube.com/watch?v=xVHhCIQO57w>.

15. See, e.g., “Steel drums in Trinidad and Tobago.” YouTube [online] [accessed October
26, 2024]. Available from: <https://www.youtube.com/watch?v=ReNbZFKKX7c>.
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the freedom and variety of folk music expressions with the
prescribed and uniform school curricula. It is true that due to family
traditions, a strong folklore movement with a whole network of
folklore groups and a relatively lively performance practice in
Slovakia, this form of teaching is not very well developed, but
experiences from neighbouring countries — e.g. Austria — show
that it may find its application here in the future as well. However,
most of the successfully implemented projects so far indicate that
they are mainly regional and local initiatives focused on a few
selected folk musical instruments, which are always backed by the
enthusiasm of specific people, usually excellent instrumentalists
with the ambition to educate new generations of their successors.
That is why, everywhere else, it is possible to encounter, in
particular, arguments that there are not enough qualified teachers,
that there is not a sophisticated system of teaching, that there is no
instructive literature and that there is no interest in folk musical
instruments. Nevertheless, there are possibilities and reserves for
the implementation or improvement of teaching. They can be seen
in the teaching of the over flute, six-hole flute, fujara, bagpipes, or
in a better connection between Orff’s Instruments, children’s sound
toys and folk musical instruments, as well as in expanding the scope
of teaching classical instruments with the possibility of using them
in folk music. Following the Austrian model, I mean, for example,
the introduction of obligatory subjects such as the violin in folk
music, or, by analogy, the viola, double bass, or clarinet.'®

A particular problem of teaching playing in music schools is that
it is an integral part of playing from sheet music. In general, the
fundamental difference between folk and classical music is that

16. Examples of the integration of such instruments into teaching in Austria do not only con-
cern the music school environment (acting as a counterpart to music schools in Slovakia),
but also university education. See e.g. “Bachelorstudium Instrumental(Gesangs)
padagogik (IGP) — Volksmusik.” KunstUniGraz [online] [accessed 26. 10. 2024].
Available from: <https:/www.kug.ac.at/studium/studienangebot/studienrichtungen/
instrumentalgesangspaedagogik-igp/igp-volksmusik-ba>; “Diatonische Harmonika.
Bachelor IGP Salzburg.” Mozarteum University [online] [accessed 27. 10. 2024].
Available from: <https://www.moz.ac.at/de/studium/studienfinder/musikpaedagogik/
salzburg/instrumentalpaedagogik-diatonische-harmonika-ba>.
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while folk music is passed on by oral tradition, classical music
is based on written music notation. It is a trivial fact that such
important phenomena of musical interpretation as tone formation,
phrasing, rhythmic nuances, tempo, expression, etc., are only
partially recorded in sheet music, to which in instrumental music
are added fingering, bowing, and strumming techniques.

For folk musical instruments, for example, specific fingering is
also extremely important. On acrophones, it is common to use half-
covering of the finger holes, a combination of covered and uncovered
playing, a whole range of non-standard finger combinations allowing
to influence the quality of the instrument’s intonation or to eliminate
the differences between intonationally better and worse sounding
positions, etc. The fundamental difference, however, is that in folk
music everything else is passed on by oral tradition, i.e. the way
of ornamentation, variation technique, harmonic accompaniment,
form and de facto the entire repertoire. Even though this seems to
deny one of the attributes of (musical) folklore, i.e. the transmission
of knowledge and experience by oral tradition, it is clear that
playing from sheet music has now permanently penetrated into the
teaching of folk musical instruments. To be fair, both methods have
their positives and negatives."’

By repeating the individual technical exercises written in the
sheet music, the student can gain better playing technique and
confidence, while being able to practise on the instrument without
the permanent presence of the teacher. In addition, understanding
the relationship between the written and the sounded form of
music allows the student to choose his or her own individual
pace when taking on new learning material. The disadvantages
of using sheet music appear to be too much fixation on musical
notation accompanied by a lack of development of the variation
process, less space for improvisation and musical self-expression.

17. The specifics of the oral tradition and written musical notation are among the universal
themes touching on the issue of musical tradition in many European and non-European
countries. Several contributions in the Hemetek — K61bl — Mayrlechner — Saglam 2015
collection deal with these issues.
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Equally important are the specific demands on the teacher, who has
to prepare his own notation material or combine it with existing
instructional literature for teaching folk musical instruments.
I mean schools of folk instrument playing, which are publications
conceived in the spirit of schools of classical instrument playing,
usually beginning with an introduction to elementary music theory,
but step-by-step solving more and more demanding and more
specific playing problems. It should also be noted that their quality
varies, depending on their authors and publishers. It is, of course,
up to the student whether he reaches for publications produced
by educational institutions or for titles published by the authors
themselves.'® Some of the published schools of folk instrument
playing have their own supplements in the form of DVD titles,
or they are created as independent instructional projects, mostly
produced by their authors."

This overview can also be extended to include transcriptions of
instrumental playing to recordings on sound media, although these
were not created for instructional or music pedagogical reasons.
These are mainly older gramophone editions published as part of
the representative series Panorama of Folk Song and Music Culture,
some of which — e.g. Orava, Liptov, Pohronie, and Podpolanie —
included comprehensive bulletins with detailed transcriptions of the
playing of fujara players, flute players, bagpipers, diatonic accordion

18. In the following overview I list at least some of them: Brada, Vojtech 1982: Skola
hry na cimbale. Bratislava: Osvetovy Ustav; Repa, Frantisek 1971: Skola hry na
cimbal 1. diel. Bratislava: Osvetovy Gstav; Repa, Frantisek 1972: Skola hry na cimbal
2. diel. Bratislava: Osvetovy ustav; Leng, Ladislav 1970: Hrdme na fujare. Banska
Bystrica: Osvetové stredisko; Kruzliak, Jan 1990: Hrdme na ludové hudobné ndastroje.
Bezdierkové pistaly. Sestdierkovii pistalu. Bratislava: Osvetovy ustav; Holik, Dugan
2019: Fujarovy spevnik. OCova: Vydavatel'stvo Dusan Holik; Holik, Dusan 2020:
Pistalkovy spevnik. Metodika hry na Sestdierkovu pastiersku pistalku a dvojacku.
Ocova: Vydavatel'stvo Dusan Holik; Hrtus, Miroslav 2015: Hra na heligonke logicky
a jednoducho. Bratislava: Metodicko-pedagogické centrum; Budinsky, Anton 2021:
Skola hry na heligénku. Detva: OZ Cimbal; Budinsky, Anton 2020: U&ebnica hry na
Sest'dierkovej pastierskej pistalke. Detva: OZ Cimbal.

19. See e.g.: Holik, Dusan: Fujarovy workshop v Ocovej; Holik, DuSan: Pistalkovy spevnik.
Metodika hry na Sestdierkovii pastiersku pistalku a dvojacku; Dalos, Drahomir: Hra na
fujare; Matis, Peter: Ako sa stat’ gajdosom.
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players and the like.?® After mastering the basics of instrumental
playing and knowledge of notation, they offer the possibility of further
improvement, especially with an emphasis on stylistic and interpretive
features of regions, localities or important instrumentalists.

4. Specific forms of teaching folk musical instruments

The last form of teaching folk musical instruments is represented
by a diverse group of didactic methods other than those mentioned
so far. One of them is individual teaching, which is characteristic
of self-taught enthusiasts, who are often fascinated by a specific
folk musical instrument only in adulthood, so that they devote
themselves more intensively to it. Today, thanks to the internet, such
people have a wealth of information at their disposal. A more recent,
but apparently progressive form are the instructions or tutorials
published on the internet. As in the case of the above-mentioned
publications, their quality varies and depends on the erudition and
motivation of their creators, on the purposes for which they are
published, on who they are preferably intended for, etc.?' In this
case the attached list is also only a selection from a whole range of
tutorials that can currently be found on Slovak websites.?

20. The first cycle of a representative regional collection of gramophone albums from the
production of Czechoslovak Radio, Banska Bystrica Studio in cooperation with Viliam
J. Gruska and Svetozar Stracina began to be published in 1978. Starting in 2020, a
reissue is being realized. See Panorama ludovej piesiiovej a hudobnej kultiiry [online]
[accessed October 27, 2024]. Available from: <https:/panoramaludovejkultury.sk/>.

. The list of web links is only a portion of the tutorials, all of which were available as of
October 27, 2024.

22. “Spoza vrch Polany.” YouTube [online] [accessed October 26, 2024]. Available
from: <https://www.youtube.com/watch?v=Pjfr6ofEQRZM>; ,Fija skola pistalkova.”
YouTube [online] [accessed October 26, 2024]. Available from: <https:/www.
youtube.com/watch?v=aBgiGmZB27g>; “Vyucba hry na pastiersku pistalku.” Obec
Oravska Polhora [online] [accessed October 26, 2024]. Available from: <https:/
www.oravskapolhora.sk/fotogalerie/videogaleria/vyucba-hry-na-pastiersku-pistalku-
382sk.html>; “Skoli¢ka hry na koncovku 01.” YouTube [online] [accessed October
26, 2024]. Available from: <https://www.youtube.com/watch?v=YsQNyjzabM0>;
“Mala koncovka D/Overtone flute D.” YouTube [online] [accessed October 26, 2024].
Available from: <https:/www.youtube.com/watch?v=4ZaWudLXnFs>; “Ucitel’
FUJAROCKA zéklady.” Duch fujary [online] [accessed October 26, 2024]. Available
from: <https://duchfujary.sk/skoly-hry/ucitel-fujarocka-zaklady>; ,Hrame na fujare.”

2
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In addition to internet tutorials, organised summer camps or
workshops, preferably focusing on various levels of practical
mastery of a folk instrument, are becoming more and more attractive
to other groups of people. On the contrary, younger beginning
instrumentalists may find it stimulating to learn, for example, in
children’s folklore groups or children’s folk bands (Fig. 2). For
school-age children, often for those who attend music schools, it is
often the only way to get to know a folk music instrument and to
gain their first performance experience.”

Instead of a conclusion

Along with current social changes, with the transformation of
musical folklore expressions and playing opportunities, with the
change in the functionality of folk music, etc., the ways of learning
to play folk musical instruments are also changing. However, varied
they may be, today, as in the past, it is crucial whether and how they
lead to the mastery of the specifics of folk instrumental playing,
which are the acquisition of the principles of ornamental playing
technique and the process of variation, knowledge of regional
and instrument-typological style interpretation features, up to the
creation of one’s own playing style and repertoire. The unceasing
interest in playing folk musical instruments in Slovakia, as well as
the remarkable interpretative quality of young instrumentalists, are
proof of their effectiveness and efficiency even today.

Skola hry na fujare v Bratislave [online] [accessed October 26, 2024]. Available from:
<http://www.hramenafujare.sk/>; “Skola hry na fujare.” YouTube [accessed October 26,
2024]. Available from: <https://www.fujara.sk/sk/zakladne drzanie.htm>; “Ako sa stat’
gajdosom. Skola hry na gajdy.” YouTube [online] [accessed October 26, 2024]. Available
from: <https://www.youtube.com/watch?v=3M9wkNo2GtM>; “Skola gajdovania.”
YouTube [online] [accessed October 26, 2024]. Available from: <https:/www.
youtube.com/watch?v=DIhrwTq1ZMA>; “Heligonkova akadémia online.” YouTube
[online] [accessed October 26, 2024]. Available from: <https://www.youtube.com/
watch?v=3U381Qi-9pU>; “Skola na heligonku.” YouTube [online] [accessed October
26, 2024]. Available from: <https://www.youtube.com/watch?v=OLCK4DQjKso>.

23. As an example of pars pro toto, we can mention the children’s folklore ensemble
Kobylka from Devinska Nova Ves. The head of its folk music, Milan Rusko, has
brought up a number of bagpipers, flute players, fijara players, several of whom are
now excellent instrumentalists themselves and role models for younger followers.
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Summary

The aim of this paper is to point out the processes that have made the musical tradition in
Slovakia — applied to instrumental traditional music — a viable phenomenon to this day.
The most effective, although currently more or less outdated model, is “enculturation”,
i.e. the transmission of knowledge and skills in the natural generational environment of
the family. Another form of the acquisition of musical-instrument traditions would be an
intermediary between the family and the school, a relationship characterised by the fact that
the recipient of the tradition is guided by a hired specialist, a musician outside the family
circle. In recent decades, an institutionalised way of creating and cultivating a relationship
with traditional music, represented mainly by music schools, has been gradually gaining
ground. The age of the internet and media sharing of all kinds of information is becoming
an equally fertile and inspiring environment in the form of numerous tutorials and other
instructions on how to play folk musical instruments. This diversity of approaches is
not fundamentally contradictory, for the birthplace is not the only determinant of new
generations of active musicians, there are also new approaches to the interpretation of
traditional music and its wider perception as a set of cultural values

Key words: instrumental traditional music, enculturation, education, school, oral tradition,
instruction and tutorials on the internet
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PREMENY TRADICIE V MUZ}KANTSKYCH
RODOCH V OBCI TERCHOVA

Juraj Hamar

Vo svojom prispevku sa budem venovat’ fenoménu terchovskej
muziky, ktory daleko prekracuje oblast etnomuzikologického
badania, pretoze spolo¢ne s jeho nosite'mi, samotnou obcou a jej
kultirnym a spolocenskym priestorom, médiami (i politikou)
predstavuje v Slovenskom kontexte skutoéne mimoriadny jav.
Miestni obyvatelia, ktori st hrdymi nositel'mi tohto prvku, sa zrejme
vyrazne podielaju aj na vzniku réznych stereotypov o Terchovej
a terchovskej muzike, s ktorymi sa pravidelne stretdvam napriklad
v ramci roznych festivalov a podujati. Moderatori programov ¢asto
hovoria, ze v Terchovej je najviac muzikantov na meter Stvorcovy
na svete; ze Terchova je pupok sveta; ze Pan Boh stvoril svet za Sest’
dni a na siedmy den stvoril Terchovi; Ze ked’ pdjdete do neba po
rebriku, ndjdete tam vyhréavat’ terchovskt muziku a pod.

Zaujala ma vyzva tejto konferencie, v ktorej sa okrem iného
spomina, ze napriklad neustale opakovanie sa ukotvuje v tradicii
a ze tradicia je zivy organizmus, ktory jej d’alSiu podobu podrobuje
selekcii.! Rad by som sa aspon vo fragmentoch dotkol otazok ako
mozu stat’ pri zrode novej tradicie, aki podobu ma medzigenerac¢ny
transfer tradicie, aké inSpiracie prichadzaju zvonka. Tejto téme sa
nebudem venovat’ z pohladu etnomuzikologie, alebo etnoldgie,
ale sustredim sa skor na otazky existencie javu Terchovska
muzika v kontexte socialnej a kultirnej antropologie, genealdgie,
folklorizmu, estetiky a pod. Samozrejme vsetky tieto discipliny
maju vzajomné presahy aj k Zivym tradicidm, resp. v naSom pripade
aj k folkloru a k 'udovej hudbe.

V roku 2013 bol prvok Terchovska muzika zapisany do Repre-
zentativneho zoznamu nehmotného kultarneho dedi¢stva l'udstva

1. Citované z vyzvy k casti na kolokviu.
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UNESCO. Podl'a charakteristiky tohto prvku je Terchovska muzika
ustne tradovana hudobna kultura terchovskej komunity, ktora je
S$pecificka originadlnym kolektivnym vokalno-inStrumentalnym pre-
javom. Pojmom terchovska muzika sa neoznacuje iba charakteris-
tické inStrumentélne obsadenie s malou dvojstrunovou basou, ale aj
celd prislusna hudobna tradicia. T4 je plna iba spolu s piesnovym
repertoarom, s 'udovym tancom, s vlastnym hudobnym S§tylom
a interpretmi, ktori ju pokladaju za kl'aiCov sucast’ svojej kultarnej
identity a produkt svojej duchovnej vybavy. Prvé priame dokazy
o existencii terchovskej muziky st z prelomu 19. a 20. storocia, ked’
v osade Kvockovia posobila terchovska trojclennd hudba nazvana
Kvockovskd muzika. Uz v roku 1935 aéinkovala terchovska, tzv.
IStvaniarska muzika Franca Balata vo filme Janosik reziséra Martina
Fri¢a? (Hamar — Hanak — Ticha — Zahumenska 2023).
Samozrejmou sti€astou nominacného spisu bol spdsob, ktory
popisuje tento prvok ako sucast’ zivej tradicie, ktord vychadza
z historickych koreiiov a udrzuje sa najméd prostrednictvom
medzigeneranej vymeny, predovSetkym v radmci rodin, resp.
osad, ktoré reprezentuju typicku podobu osidlenia v katastri obce
Terchova a napokon aj stuéasny charakter terchovskej muziky.
Terchova mala kedysi okolo 130 osad, dnes ich je asi 60. Jednotlivé
osady boli osidlené rodinami a podl'a priezviska rodiny osada ¢asto
dostala aj svoje pomenovanie (Kvockovia, Rybarovci, Lackovia,
Ze Struhdrne a pod.). Pamétnici hovoria, Zze kazda osada mala
svoju muziku, alebo aspon nejakych muzikantov, ktori sa spajali
z viacerych osad®. Hlavnym problémom geneal6gie muzikantskych
rodov v sucasnosti predstavuje skutocnost’, ze povedomie o starych
muzikantoch sa prenasa z generacie na generaciu ustnym podanim
adolezité informacie o povodnych rodoch, napriklad priezviska (ak sa
z muzikantskej rodiny Zena vydala do inej rodiny, prirodzene prebrala
aj nové priezvisko a ,,stopa“ predchadzajlicich generacii sa straca),

2. Martin Fri¢ (1902 — 1968), cesky filmovy rezisér, herec a scendrista.

3. Rozhovor Ruda Patrnéiaka s Jurajom Hamarom, Terchova, 19. 7. 2024. SLCUK,
Digitalny fond tradi¢nej l'udovej kultary, Terénny vyskum v obci Terchova, realizacia
Juraj Hamar a Michal Veselsky.

42



Terchovskd kapela v roku 1962. Zlava: Vavrin Buckuliak, Jan Lacek a Stefan Lacek.
Foto Tibor Szabé

datumy narodenia a umrtia, hrobové miesta a pod. Nastastie existuju
zdznamy z terénnych vyskumov Ustavu hudobnej vedy SAV, alebo
z viacerych hudobnych nosi¢ov a napokon aj najstarSia generacia
muzikantov v Terchovej, kde m6zeme n4jst’ asponi fragmenty k tejto
Casti existencie a pdsobenia terchovskych muzikantov.*

Ako priklad uvadzame niekol’ko znamych muzikantskych rodov
a ¢lenov ich rodinnych kapiel, ktoré boli dopifiané aj muzikantami

4. Aj z tychto dovodov v totmo ¢lanku uvadzam pri muzikantoch rok narodenia, ale rok
umrtia len vtedy, ak mam dostupné informacie.
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Terchovski muzikanti na vrchu Oravcové pocas Cyrilometodskych dni v Terchovej.
Foto Milan Kosec 2019

z inych osad. Obycajne ide o dve a viac generacii. Z osady
Stefanovd pochadzala povestna Balatovska, tzv. istvaniarska
muzika’® s prednikom FrantiSkom Balatom (1898 — 1965). Jeho syn
FrantiSek Balat mladsi hraval heligénku a druhé husle, Adam Diko$
hral violovt kontru a Silvester Bobai hral na basicke. Vyznamnymi
muzikantmi boli aj Rybarovci. Vincent Rybar (1915) hraval so
synom Janom Rybarom (1951). V rodinnej tradicii pokracoval
aj vnuk Jan Rybar (1986 — 2023) so svojou kapelou, v ktorej
ucinkoval aj brat Marian Rybar a bratranci Jaroslav a Miroslav
Holesovci (Cabadaj 2023). V T'udovej hudbe Lackovia hraval
na husliach Jozef Lacek (1919), na kontrach jeho syn Jan Lacek
(1943) a na basi¢ke Ladislav Hanuliak (1958). V l'udovej hudbe od
Kvockov hral prvé husle Martin Struharnansky (1919), druhé husle
brat Adam Struhariiansky (1911), na base syn Viktor Struharfiansky
(1941) a kontry Michal Maruna (1921).

5. Podl'a pomad’aréeného nazvu osady Stefanova.
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,, Terchovsky symfonicky orchester* na festivale Janosikove dni v Terchovej.
Foto Milan Kosec 2023

K povedomiu §irSej verejnosti o zivych tradiciach muzikantskych
rodov v Terchovej vyznamne prispeli aj viaceré¢ filmové a zvukové
zdznamy, ktoré mohli divaci pomerne Casto sledovat’ v slovenskej
televizii® a rozhlase”’ resp. pocuvat’ po¢etné CD nahravky terchov-
skej muziky?®.

Vyznamnym krokom k dokumentacii tradicii muzikantskych
rodov a k zachovaniu archaickych podob terchovskej muziky bol
projekt zo série gramoalbumov o 'udovej hudbe Panorama ludovej

6. Okrem spominaného Fri¢ovho filmu Jdnosik, to boli najméd dokumentarne filmy Martina
Slivku  Terchovskd muzika (1984, https://www.youtube.com/watch?v=fsA0Tr70dIg),
Muchovei (1988, https://www.youtube.com/watch?v=I6MSSRmuavE) adokumentarneho
filmu Petra Cabadaja Ked’ som Siel do neba, Siel som po rebriku (1988, https://www.
youtube.com/watch?v=2m606Vr14wS8).

7. Napriklad v ramci cyklov hudobnej relacie o tradiénej l'udovej kultire Z klenotnice
ludovej hudby, ktoru desatroia pripravoval etnomuzikolég a rozhlasovy redaktor
Ondrej Demo (1927 — 2020).

8. Od roku 1987 vyslo v réznych vydavatel'stvach viac ako 20 LP a CD nosi¢ov s nahrav-
kami terchovskej muziky.
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piesiovej a hudobnej kultury, ktoré postupne vydavali Folklorne
a hudobné slavnosti pod Pol'anou v Detve vo vydavatel'stve OPUS.
V roku 1992 v ramci tohto cyklu vySiel gramoalbum Kysuce
a Terchovska dolina, ktory obsahoval Styri vinylové LP platne.
Pripravili ho V. J. Gruska a S. Stra¢ina. Z obce Terchova najdeme na
tomto albume aj nahravky najstar§ich vtedy zijucich muzikantov,
spevakov a spevaciek, napriklad Alojz Chvastek (1928), Maria
Hanuliakova (1905), Zofia Hanuliakova (1914), Vincent Patrn&iak
(1922), Martin Struhdrnansky (1919), Vincent Rybar (1915), Jozef
Lacek (1919) a d’alsi. Zachytena tu bola hra l'udovych hudieb z osad
— Kvockovia, Rybarovci, Ze Struhdrne a Lackovia. Chybajucich,
uz nezijucich, muzikantov z jednotlivych rodinnych muzik na
tychto nahravkach &asto dopiali bratia Muchovci, o ktorych bude
pojednané neskor.

Utinkovanie terchovskych muzikantov vo viacerych filmoch
uz bolo spomenuté, no k vzicnym dokladom podoby tohto
fenoménu patri sekvencia z filmu reziséra DuSana Handka
Obrazy starého sveta (1972)°, v ktorom uéinkuje Kvockovska
muzika s Jozefom Struharnanskym (1899 — 1991) prezyvanym
.S facka!®. Jozef Struharnansky nehral na mala basi¢ku, ale na
kontrabas, ktory sa dovtedy v inStrumentari terchovskych muzik
nenachadzal. Kvockovci boli ziadanymi muzikantami na svadbach
a zabavach v Terchovej a tak si mohli dovolit’ v Budapesti kupit
,fabriéné“!! nastroje, ktoré mali silnejsi hlas. Nastroje si upravili
tak, Ze im podviazali struny, alebo skratili krky'>. Spominany
zaber sa nakrtcal v jeho izbe, kde lezal pre svoj telesny handicap
pripttany na 16Zku, na sebe mal kontrabas a okolo neho stali d’alsi
muzikanti z Kvockovskej muziky.

9. Dostupné z: <https://www.youtube.com/watch?v=xW3kcb0X1ks>.

10. Jozef Struharnansky mal na lavom lici velkt pigmentova $kvrnu v tvare a velkosti
dlane.

11. Tovarensky vyrabané.

12. Rozhovor Ruda Patrnéiaka s Jurajom Hamarom, Terchova, 19.7.2024. SCUK, Digitalny
fond tradi¢nej l'udovej kultiry, Terénny vyskum v obci Terchova, realizacia Juraj
Hamar a Michal Veselsky.
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Terchovska muzika bratov Muchovcov pri vystupeni na Folklornych slavnostiach pod
Polanou v Detve. Foto Tibor Szabo 1987

V roku 1982 vznikla I'udovd hudba uz spominanych bratov
Muchovcov. Muchoveci su prikladom zaloZenia novej tradicie. Ro-
dicia ani stari rodic¢ia neboli muzikanti. Zaujem bratov Muchovcov
o muziku bol spontanny a na zaciatku to nebola hudba folklorna.
Bratia poévodne hravali popularnu hudbu v zoskupeni s ndzvom
The Shramot v zlozeni Spanielska gitara, bicie, basgitara a klavesy,
ale postupne si uvedomovali aj pritomnost’ tradi¢nych slac¢ikovych
hudieb v Terchovej. Zacali hravat’ pri svadobnych sprievodoch
cestou do kostola, kde predtym svadobnikov sprevadzal len
maly bubon, saxofén a akordedn, ale ¢oskoro uz kazda svadba
chcela mat’ cestu do kostola zdobenu tradicnou terchovskou
muzikou. Délezitym momentom pre muziku bratov Muchovcov
bola spolupraca s miestnou folklornou skupinou. Dovtedy vSetky
terchovské muziky hravali pri réznych prilezitostiach bez toho,
aby sa nejako mimoriadne organizovali. Muchovci ale zacali ako
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prvi s pravidelnymi nacvikmi a skiskami. Vsetci 6smy bratia hrali
spolo¢ne len vynimoc¢ne pri rodinnych udalostiach. Obycajne
sa pri zostave rodinnej kapely striedali. NajcastejSie Muchovci
hravali v zostave s najstar§im bratom FrantiSkom Muchom (1947),
nasledovali bratia Stefan (1957), Peter (1958), Alojz (1961),
Vaclav (1965).

Popularita bratov Muchovcov vyrazne narastala, okrem iného
aj vd’aka celoslovenskym folklornym sut'aziam a festivalom, ale aj
vd’aka zdujmu a pomoci etnomuzikologov (Oskar Elschek, Ondrej
Demo, Bernard Garaj), hudobného skladatela Svetozara Stracinu
anapokon netnavného organizatora folklorneho hnutia V. J. Grusku.
V 80. rokoch boli bratia Muchovci skuto¢nym fenoménom. Mali za
sebou niekol’ko tspesnych gramoalbumov a CD nosic¢ov, u¢inkovali
v mnohych filmovych produkciach, v zahraniéi, spolupracovali
s Orchestrom l'udovych nastrojov Slovenského rozhlasu a so svo-
jimi nahravkami ziskali niekol'ko cien Grand Prix de Musique de
Radio Bratislava (neskor Grand Prix Svetozara Stracinu).

Prave l'udova hudba bratov Muchovcov, ich spolupraca so
skladatel'om Svetozarom Stra¢inom, po¢etné nahravky v hudobnych
Studiach, ale najmi systematickd praca na zdokonalovani svojej
interpretacnej techniky zasadnym spdsobom postupne prispievali
k premenam povodnej hudobnej tradicie (nové narocné cifry
a ozdoby, harmonické postupy, zmeny rytmu a celkovy hudobny
aranzman ich vystupeni, pri ktorom postupne dostava samostatny
priestor kazdy nastroj tohto ansamblu), z ktorej neskor Cerpali
generacie muzikantov v Terchove;.

Délezitym faktorom pre Sirenie povedomia o terchovskej muzike
bolo pdsobenie terchovskych rodakov v réznych kutoch Slovenska.
Podrla vypovedi jedného z bratov — Alojza Muchu — by terchovska
muzika nepreZzila, keby ju v 70. a 80. rokoch nezachranili Terchovci,
ktori odi§li z Terchovej.!* Vela z nich posobilo aj v Slovenskom

13. Rozhovor Alojza Muchu s Jurajom Hamarom, Terchova, 19.7.2024. SCUK, Digitalny
fond tradicnej l'udovej kultiry, Terénny vyskum v obci Terchova, realizacia Juraj
Hamar a Michal Veselsky.
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Tazkd muzika z Terchovej na vystipeni v UNESCO (Pariz) v roku 2013.
Foto Michal Veselsky

I'udovom umeleckom kolektive. Boli to napriklad bratia FrantiSek
a Viliam Mesko, Robert a Jozef Miho, Miroslav Vallo, Ladislav
MihalCatin, Darina Hanuliakova-Kohutova, Janka Patrn¢iakova,
Rudolf Patrnéiak (Kysel — Melicherova 2004). Zeny pdsobili
v spevackom zbore, muzi tancovali a hrali. Viliam Mesko potom
dlhé roky posobil v bratislavskych kluboch so svojou terchovskou
muzikou. Tzv. terchovské muziky ale vznikali aj ako uspesné
projekty v ramci folklornych stborov (napr. Stavbar, Rozsutec
a Maly Rozsutec v Ziline). Napokon ja sam som v novembri
1989 hraval s vlastnou terchovskou muzikou so scénografom
Stefanom Bolebruchom ahercom areZisérom Petrom Mankoveckym,
ktort sme dali dokopy, aby sme podporovali Studentov v Strajkovom
vybore tym, ze sme chodili spontanne hravat’ na ich podujatia, alebo
len tak po ulici a po kaviariiach v Starom Meste v Bratislave.
NajstarSou aktivne hrajiicou muzikou v Terchovej je Tazka
muzika. Svojou existenciou potvrdzuje silu tradicie terchovskej
muziky v medzigeneracnej vymene. Prima$ Alojz Mucha je
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z rodu slavnych muzikantov Muchovcov, heligonkar Jan Miho
je z muzikantského rodu Kvockovia, druhy huslista Vincent
Krkoska je z muzikantského rodu z Vysnych Kamencov, kontras
Laco Hanuliak je z muzikantského rodu Lacekovcov, basista Rudo
Patrn¢iak z muzikantského rodu Patrn¢iakovcov.

Z Terchovej vyslo v poslednych desatrociach okrem tradi¢nych
aj mnoho vyznamnych muzikantov, ktori sa uplatnili aj v prostredi
inych zanrov. Viac ako tridsat’ pat rokov je na scéne napriklad
povodne heavymetalova skupina Arzén. Jej zakladatelia gitarista
Pavol Cabadaj a spevak Jaroslav Gazo pochadzaju z terchovskych
muzikantskych rodin, ¢o sa neskoér prejavilo aj v ich tvorbe, ktora
Casto spajaju s tradicnou ludovou hudbou. Viaceri muzikanti
z Terchovej boli tispe$nymi absolventami hudobnych $kol a dnes
patria k vyraznym interpretom. Tieto talenty reprezentuje napriklad
skupina Zbojband, zoskupenie mladych muzikantov, Studentov
slovenskych konzervatorii. Dal§im zaujimavym zoskupenim je
Nebeska muzika, ktora je na umeleckej scéne uz dvadsat’ rokov. Jej
tvorba je poznamenana presahmi k folkrockovej hudbe a k world
music, ale nikdy sa nevzdala ani jej posobenia v oblasti tradi¢nej
terchovskej muziky (Cabadaj 2023).

Aj najmladSie generéacie terchovskych muzikantov postvaju
tradi¢nu terchovski muziku k novym Stylistickym moznostiam,
ktoré okrem iného stvisia aj s ich muzikantskou zru¢nostou, ale
zaroven aj s potrebou novej tvorby a mozno aj s poziadavkou
na vlastnd muzikantsk( identitu. Odraza sa to v ozdobach,
harmonickych a rytmickych zmendch a pod. Spomeniem aspon
surodencov Bobanovcov a Repanovcov, ale stile pribudaju
a k povodne;j tradicii sa pripajaju d’alsi mali muzikanti.

Je len prirodzené, ze fenomén ako terchovska muzika vd’aka
svojmu umeleckému a neskdr aj komerénému uspechu musi
odolavat’ réznym hrozbam, ktoré stvisia s komercializaciou,
estetickou devalvaciou a gycom, alebo aj s politickym, ekono-
mickym a inym pouzitim a zneuzitim. Suvisi to aj s rasticou
popularitou turizmu a kultirno-spolo¢enskymi podujatiami v obci
Terchova. Zatial’ tymito zasahmi nie st ohrozené tradi¢né podujatia
ako Cyrilometodské dni alebo Jaslickova poboznost. Dobrym
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prikladom vyuzitia zapisu Terchovskej muziky do Reprezentativneho
zoznamu nehmotného kultirneho dedicstva T'udstva UNESCO
je vyzdoba autobusovych zastavok v obci, kde si ¢akajiuci moze
precitat’ text nejakej 'udovej piesne, vidiet’ jej notovy zapis a cez
QR kod si ju aj vypocut’. HorSie je to v pripadoch medzinarodnej
sut'aze vo vareni a jedeni bryndzovych halusiek s ndzvom Halusky
Terchova alebo medzi etnologmi a folkloristami tol’ko diskutovane;j
dramaturgie festivalu JanoSikove dni v Terchovej, ktord ma
na jednej strane vel'mi kvalitné programy, no na strane druhej
atmosféra Casto pripomina festival nevkusnych putovych atrakcit,
revualnych programov a kvazi umeleckych komercénych vystipeni.
Stac¢i si zalistovat v programoch tychto festivalov (Cabadaj
2012). Zvlastne pdsobi ale aj pravidelné vystupenie Terchovského
symfonického orchestra, kde sa na podiu zidu snad’ vSetci zijlci
muzikanti z Terchovej, ale dirigent v kroji a fraku déva tomuto
podujatiu punc parédie a nevkusu, alebo — prinajmensom — podobu
nevhodnej Stylizacie. Samozrejme je tento ,,galakoncert™ u divakov
vel'mi popularny, ale prave tato masova pritazlivost’ je jednou
z podmienok gyca.

Mojim povodnym zadmerom bolo zamerat sa na premeny
tradicie v terchovskych muzikantskych rodoch z pohladu jej
existencie v prirodzenom prostredi obce Terchova a v miestach
mimo Terchovej, d’alej v tradiciach v ramci rodiny a tradicii
mimo rodiny, ale najma z pohl'adu sucasnej existencie terchovskej
muziky v rdznych spolocenskych, genealogickych, kultarnych,
estetickych, geografickych, medidlnych a inych kontextov. Po
poslednej mojej navsteve v Terchovej som pochopil, ze som len
na zaCiatku. Povedomie o terchovskej muzike a muzikantoch
je velké, ale zasobnik metadat, ktoré potrebuje vyskumnik, je
katastrofalne malé. Sved¢ia o tom aj chybajice data o muzikantoch
spominanych v tomto texte. V poslednych rokoch vyslo niekol'ko
luxusnych monografii o Terchovej (Cabadaj 2012, 2018, 2021),
naposledy aj o terchovskej muzike (Cabadaj 2023). Vzacny material
s historickymi fotografiami, ale so zalostne netiplnymi popiskami je
toho najlepsim dokazom. V tomto duchu nas (a Terchovcov) ¢aka,
okrem hrania, este vela spolo¢nej prace.
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Summary
Transformations of Tradition in Musicians’ Families in Terchova

“Terchovska muzika” is an orally traditional musical culture of the village Terchova
(Slovakia), which is specific for its original collective vocal-instrumental expression. The
term “Terchovska muzika” refers to the whole musical tradition, which includes the song
repertoire, folk dances and, above all, its own musical style and performers, who regard
Terchova music as a key part of their cultural identity. “Terchovska muzika” belongs to
those phenomena of intangible cultural heritage in which long-term, continuous, contact,
intergenerational communication has been preserved (especially in the environment of the
musicians’ families) and still forms part of the living tradition in the village of Terchova.
Originally, the skills, practices and knowledge of Terchova music were passed on mainly in
the family environment through the intergenerational transfer of tradition. Later, musicians,
singers and dancers were introduced to Terchova music in organised folklore groups, folk
bands, or at the arts school in Terchova. The influence of the Terchova music phenomenon
in the second half of the 20th century spread beyond the micro-region of the municipality
of Terchova, and its new forms can now be found in the repertoire of many amateur and
professional folklore ensembles throughout Slovakia.

Key words: music of Terchova, family traditions, UNESCO, intangible cultural heritage,
musicians’ families.
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SESSIONY A KAPELY: TRADICE A INOVACE
V IRSKE HUDBE

Radvan Markus

Sledujeme-li vyvoj tradi¢ni irské instrumentalni hudby zhruba
0d 60. let minulého stoleti,' kdy se ustavila jako Zanr s mezinarodnim
pfesahem, jen tézko si mizeme pfedstavit linii s jednozna¢nym
sméfovanim. Mnohé z nejvétSich inovaci, které se v této hudbé
udaly, lze datovat pravé do doby pied padesati az Sedesati lety, at’ uz
jde o O Riadovy experimenty s cemballem a bodhranem, Andyho
Irvina a jeho inspiraci balkanskou hudbou ¢i riizné fuze mezi irskou
hudbou a rockem. Jisté pochybnosti nad vyvojem irské hudby
vyjadtil uz v roce 2004 houslista a muzikolog Martin Dowling:
,»0 ktere skupiné lze tvrdit, ze tvircim zpiisobem zpracovala nyni
Jiz otfepané vzorce prvnich velkych kapel ze 70. let? Nekonci
kariéra kazdého tradicniho muzikanta, jako jednotlivce i jako
skupiny, zakonité v zacarovaném kruhu opakovani ¢i ve slepé ulicce
pastise?** (Dowling 2004-2006: 133)

Dowlingtv soud je nejspise pfilis tvrdy —z mého pohledu zejména
kapely vzniklé na pfelomu tisicileti (napf. Solas, Flook a Lunasa)
posunuly irskou hudbu zasadnim zptisobem doptedu a zvuk 70. let
originalné piekonaly jak virtuozitou melodickych nastroji, tak
1 vyuzitim rytmickych moznosti doprovodu. Na druhou stranu je
ziejmé, ze se do popiedi periodicky vraci tradi¢néjsi zptsob hrani
a ze 1u téch nejvétsich experimentli dneska, at’ uz spocivaji v pouziti
elektrickych nastroji, fuzi s elektronickou hudbou, ¢i v propojeni

1. Tato esej se zabyva irskou instrumentalni hudbou zaloZenou na tradi¢nich tane¢nich
formach. Irska hudba je samoziejmé Siroky pojem, zahrnujici mnoho jinych proudu,
v nichz dynamika tradice a inovace nabyva odlisnych podob. Z geografického hlediska
se irska tradi¢ni instrumentalni hudba provozuje v Irské republice a Severnim Irsku (tam
hlavné v nacionalistickych komunitach), dale pak tradi¢né v oblastech, kam historicky
sméfovali irSti emigranti (Velka Britanie, USA, Kanada, Australie), a diky vzestupu
popularity v poslednich desetiletich také v mnoha dalsich evropskych a asijskych zemich.

2. Vsechny pieklady autor piispévku.
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s jinymi etnickymi tradicemi, Ize nalézt predchtidce z dob pied
dvaceti lety i dfive. Z vné&jSiho pohledu tedy vypada vyvoj Zanru
nejednozna¢n€ a pozorovatel muze nabyt dojmu, ze se ptilis
nepromeénuje. Tento piispévek se zamétuje na problematiku tradice
ainovace v irské tradi¢ni instrumentalni hudbé z pohledu muzikanta,

ey oeen

ktery se ji jiz pes dvacet let v Cesku i Irsku soustavné vénuje.

Kontexty provozovani irské hudby
Pro pochopeni slozit¢ dynamiky tradice a inovace v zanru je
dilezité si uvédomit, ze interakce téchto principti probihd v zasadé
ve dvou az tfech kontextech. Ty se ¢astecné ustavily jako reakce
na vnéjsi vlivy, tedy na to, jaké existovaly piilezitosti, kde irskou
hudbu hrat a jakym zptisobem si pripadné jejim provozovanim také
vyd¢lat penize. Ani jeden z téchto kontextli neni btihvijak starého
data—do konce 20. stoleti totiz irskou instrumentalni hudbu typicky
provozovali solovi hraci na melodické néstroje, a to vétSinou k tanci
(viz Breathnach 1989: 12). I tehdy se hudba vyvijela — dochazelo
k adaptaci rtiznych tanecnich forem, k pfibirani a pfizptisobeni
nastrojui a k vyvoji hra¢skych stylti. V této rané dob¢ se navic ustavil
princip povazovany mnohymi v irské hudbé za zasadni — tedy
opakovani a variace melodické linky (viz Sommers Smith 2001:
120). Na druhou stranu samoziejmée inovace u takto minimalisticky
pojatého stylu nemohla prekrocit pomérné jasné stanovené limity.
V souvislosti s rozvojem irského tance pak b&hem irského
kulturniho obrozeni na po¢atku 20. stoleti nasledovaly takzvané céili
bandy, v nichz doslo ke kombinaci s harmonickymi a rytmickymi
nastroji. Jejich hlavni vlastnosti je t€sné propojeni s tancem, coz
do jisté miry vede k omezeni hudebni kreativity. Nektefi pozdéjsi
autofi (O Riada 1982: 74; Hamilton 1996: 84) je kritizovali za
prilisSnou hlasitost, upozadéni principu variace a neorganické
pfijimani cizich vlivli. Na druhou stranu vsak céili bandy kultivuji
nejruznéjsi tanecni formy, které jsou ve zbyvajicich dvou liniich
malo zastoupeny. V tomto smyslu mtze byt trochu upozadéna
a obcas vysmivand tradice ceili bandii dodnes inspiraci i pro
kreativnéjsi ptistupy — jako priklad Ize uvést tispéSnou soucasnou
kapelu Beoga. Pro muzikanta miize byt tcast v ceili bandu a obecné
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hrani k tanci cennou zkusenosti i z toho divodu, ze si vyzkousi
rizna tempa, véetné vylozené zbésilych, a pro potfeby tanecniki se
nauci zdiraznovat rytmus.

Kapely urcené k poslechu se objevily az mnohem pozdé¢ji —
zésadni impulz k jejich rozvoji dal v 60. letech Sean O Riada se
svym projektem Ceoltoiri Chualann, na ktery ptimo navazali znami
Chieftains. Zejména diky O Riadovu Usili se irskd tradi¢ni hudba
ustavila jako ,,narodni Zanr®, ztratila stigma spojené s predkolonialni
érou a ziskala posluchace, ktefi byli ochotni koupit si vstupenku na
jeji koncert. Piiznivou shodou okolnosti v téze dobé ve Spojenych
statech a v Britanii probihal tzv. folk revival, coz mélo za nasledek,
ze Chieftains a jejich naslednici ziskali posluchace i mimo Irsko.
Vzhledem k tomu, ze irskd tradi¢ni hudba je diky své historii
definovana primarné melodickou linkou, ma kapela, ktera usiluje
o originalni zvuk, teoreticky obrovské moznosti inovace. Danou
melodii (fune) je mozné riznymi zptisoby harmonizovat a spojit
s rozmanitymi doprovodnymi rytmy, navic nic nebrani skladat
originalni melodie, piinaSet nové nastroje a formy ¢i vytvaret flize
s jinymi Zanry.

Posledni z kontextti, ktery je potieba zminit, je hlife uchopitelny,
ale pro dynamiku (a vlastn¢ i pro definici) zanru naprosto klicovy.
Jedna se o fenomén sessionu, tedy komunitniho hrani irské hudby
typicky (i kdyz ne vyhradn€) v hospodském prostiedi. Prestoze
nazev byl pfevzat z jazzového terminu jam session, nejedna se
o improvizaci — hraci spole¢né piehravaji tane¢ni melodie (tunes),
které znaji, pfi¢emz je zdobi a variuji, ale nikdy se od nich zcela
neodchyli. Ani sessiony nemaji pfili§ dlouhou historii — ve vétsi mife
se zacaly provozovat teprve od 50. let 20. stoleti. Jejich rozsifeni
podobné¢ jako u kapel souviselo s piehodnocenim zanru od ryze
tane¢ni hudby smérem k hudbé v poslechu a velkou roli v ném hralo
prostfedi irskych emigranti v Britanii, zejména pak v Londyné
(Vallely 2011: 611). Na rozdil od hrani na koncertech nedostava
veétSina muzikantli na sessionech zadny honorat, prestoze v Irsku se
ustavil zvyk, kdy majitel hospody plati maly pocet muzikantt, aby
session kolem sebe vytvotili. I v takovém ptipadé¢ se ovsem vétSinou
jedna primarné o komunitni, nikoli komeréni akce (Kaul 2007: 708).
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Spontannost a nepsana pravidla: fenomén sessionu

Sessiony jsou rozhodné nejbéznéjs$im prostiedim, kde se s irskou
hudbou v zemi jejiho ptivodu i mimo ni setkdvame. V moderni
dobé¢, kdy se hudba z velké ¢asti dostala pod kontrolu trznich sil
¢i nejriiznéjSich instituci, se mohou sessiony jevit jako splnény
sen o navratu k ,,pfedmodernimu®, bezprostiednimu provozovani
hudby. K sessionu (pokud nejde vylozené o ozvucenou produkci
pro turisty) se v zasad¢ mize ptipojit kazdy, kdo je hra¢sky alespon
na pramérné Grovni,’ a i kdyz ma sva nepsana pravidla, neni setkani
nijak formalné organizovano. Piestoze jde o védomé navazovani na
letitou tradici, neni session pokus nostalgicky se vratit do minulosti
—jedna se o ryze moderni fenomén, vice zakotveny ve méstech nez
na venkove, a v soucasnosti v ném hraji roli i nejnovéjsi technologie:
muzikanti si tunes €asto nahravaji, ptipadné pouzivaji aplikace na
jejich rozpoznavani. Lze tedy souhlasit s Anthony McCannem,
jenz session i ptes aureolu tradice, kterd ho obklopuje, povazuje
za ,,soucasnou odpovéd’ na soucasnou situaci (2001: 98). Kromée
hudebni ma session tradiéné¢ i diskurzivni slozku — v piestavkach
mezi jednotlivymi sety si muzikanti bézné€ vyménuji ndzvy melodii
a Casto dojde fe¢ i na to, kdo je slozil ¢i za jakych okolnosti se
s nimi sami seznamili — at’ uz to bylo na jiném sessionu, anebo
z n¢jaké nahravky. V modernich podminkach zde tedy dochazi
k tstnimu predavani tradice analogicky k tomu, jak to probihalo
pred sto lety i diive.

Pres tyto nesporné pozitivni rysy se sessiony stavaji i teréem
kritiky. Ta je v zasadé¢ dvojiho druhu — estetickd a socidlni.
Z estetického hlediska se objevuji obavy, Ze session, zvlast kdyz je
velky a v hlu¢ném prostiedi, upozad'uje variace, pro irskou hudbu
tak klicové, a stava se jednotvarnym. Flétnista a muzikolog Colin
~2Hammy* Hamilton popisuje tyto situace terminem ,,skupinové
solo*: ,,Tento pojem se v zdsade snazi vyjadrit, Ze v situacich typu

3. Existuje ovSem rozdil mezi ,,otevienymi“ sessiony, jejichz konani nékdo oznami
vefejné tieba na socialnich sitich, a sessiony ,,uzavienymi®, o nichz se dozvédi jen
pozvani. I k ,,uzavienému® sessionu je v§ak mozné se pfipojit, a pokud umite stylové
hrat, malokdo néco namitne.
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céill bandu ¢i sessionu muzikanti stale hraji solovym zpiisobem za
poucziti variaci, i kdyz se tyto z hlediska klasickych standardui casto
biji s tim, co okolo délaji dalsi hraci. Duraz je stdle na solovou
hru az na to, Ze nyni probihd ve spolecnosti ostatnich, kteri delaji
to samé. Skupinovy rozmer spociva pouze v tom, ze vSichni zacnou
a skonci ve stejny cas, a hraji v temz zakladnim rytmu!* (Hamilton
1996: 84)

Jini Kkritici zase upozornuji na vzitou hierarchii a nezdravé
mocenské vztahy panujici na nékterych sessionech — napéti mezi
spontanni slozkou setkdni a nepsanou etiketou, ktera je k jeho
uspésnému provozovani zapotiebi, nevede vzdy k idealnim fesenim
(O’Shea 2005: 123, 186—-190, 197). Velky prostor je posledni dobou
vénovan i genderovému hledisku — nékdy maji zeny obtize ziskat si
v tradi¢né muzském prostiedi sessionu respekt (O’Shea 2005: 129—
130) a kritizovano je i machistické chovani nékterych muzskych
hra¢t (Monaghan 2021). Oba tyto aspekty zesiluje hospodské
prostiedi, v némz hrani vétSinou probiha. Na druhou stranu je vSak
nutné dodat, Ze v mistech i formé konani sessionti je pomérné velka
variabilita, at’ uz se jedna o mén¢ frekventované hospody, akce
v odpolednich hodinach pro mladsi hrace, ¢i setkdni v domacim
prostiedi. Zajimavy je i fenomén ,,slow sessions™ v pomalejSim
tempu, urcenych pro zacatecniky. I ptes nékteré negativni jevy lze
tvrdit, Ze sessionové prostiedi je povetsinou oteviené a pratelské.

Inovativni kapely a konzervativni sessiony?

Mezi kapelami a profesiondlni scénou na strané jedné a sessiony
na stran¢ druhé vznikla specifickd zpétna vazba dana mimo jiné
i tim, Ze mnoho ¢lent kapel v Irsku i ve svété nasbiralo zkusenosti
na sessionech a Casto se jich ucastni i béhem kapelni ¢innosti. Na
jednu stranu je nesporné, ze se sessiony kapelami inspiruji. Tyka se
to tfeba pouzivanych nastrojii — napiiklad typicky buben bodhran
zpopularizoval v 60. letech Sean O Riada se souborem Ceoltoiri
Chualann a ve stejné dobé¢ pfinesli jini profesionalni muzikanti do
irské hudby i bouzouki a kytarové ladéni DADGAD. Koncertni
scéna také ovliviiuje sessionovy repertoar. Samotny zvyk spojovat
tunes do sett (typicky po tfech), tak charakteristicky pro fenomén
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sessionu, vznikl v nédvaznosti na prvni nahravky irské tanecni
hudby, kde ke spojovani dochazelo, aby se nejlépe zaplnil prostor
na gramofonové desce ve starém formatu 78 rpm (Valelly 2011:
612). Navic se na sessionech leckdy setkate s melodiemi ¢i rovnou
celymi sety, které zpopularizovaly zndmé kapely.

Z tohoto popisu by se mohlo zdat, ze session je takovy derivat
bouflivéjsiho vyvoje, k némuz dochazi u kapel. Tak tomu ale neni,
a to zejména proto, Ze se na sessionech rozhodné neuchyti libovolna
kapelni inovace. Naopak se zda, Ze sessionova scéna chova vuci
kapelam urc€ity odstup, ¢astecné dany napctim mezi amatérskym
a profesionalnim prostiedim a skutecnosti, Zze na sessionech
Casto pusobi vétsi tradicionalisté nez v kapelach (byt paradoxné
ti nejvetsi tradicionalisté jako Hamilton povazuji i sessiony za
esteticky problematickou inovaci, jak bylo zminéno vyse).

Vratime-li se k nastrojtim, tak jist€ obecn¢ plati nasledujici vyrok
irského basnika a flétnisty Ciarana Carsona: ,,Neexistuje nic jako
tradicni nastroj. Nastroj je pouze prostiedek k cili, v tomto pripadé
k provozovani tradicni hudby. Jestli muzikant provozuje hudbu,
ktera je tradicni, je to zdaleZitost mezi nim, jeho ndstrojem a Sirsim
svetem.“ (Carson 1986: 11) Na druhou stranu na sessionech existuji
urcitd praktickd omezeni. Tézko se tfeba na rozdil od kapel uplatni
baskytara ¢i kontrabas. Pravé proto, ze harmonie neni u tunes dana,
1ze tyto nastroje vyuzit jen poté, co se hraci na doprovodné nastroje
domluvi mezi sebou, coz je snadné v kapele, ale téméef nemozné na
sessionu. Plati také, ze nastroje maji uréitou vzitou hierarchii, ktera
je déna ptredevsim dobou, kdy jsou v zanru pouzivény, a ¢astecné
i jejich moznostmi: tradi¢ni Ucta patéi irskym dudam, houslim
a dfevénym flétnam. Chce-li se tedy nékdo sessionu zucastnit
s n¢jakym neobvyklym nastrojem, musi pifekonat pocatecni
neduvéru a dokazat, ze na n¢j umi stylove hrat. Mam s tim urcitou
osobni zkuSenost vzhledem k tomu, Ze hraji irskou hudbu na
kovovou pticnou flétnu s Boehmovym systémem. Kdyz s ni pfijdu
na session, obcas to sice u puristl budi jisté pochybnosti, mam
vsak dobrou zkuSenost zejména s mladymi muzikanty v Irsku, kteti
snadno pochopi, Ze tento netradicni nastroj mize, pokud se na néj
hraje s respektem k tradici, pfinést do Zanru leccos nového.
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Co se tyCe repertoaru, tak mnohé sessiony v Irsku maji jasné
dany regionalni charakter, kdy se hraji pfedev§im melodie z urcité
oblasti bez ohledu na to, co je zrovna popularni v §irSim svété. Tento
fenomén zesilil jako reakce na pocit, ze diky rozsifeni nahravek
oblibenych kapel a profesiondlnich muzikantd je amatérsti hraci
pravé na ukor mistnich tradic napodobuji a davaji tak vzniknout
jednotvarnému ,,celoirskému* stylu. Vznikly dokonce regionalni
asociace jako donegalska Cairdeas na bhFidléiri, které se
zachovavani regionalnich specifik vénuji (Sommers Smith 2001:
124). To nevylucuje inovaci — existuji tfeba mistni skladatelé, jejichz
tunes se stavaji soucasti mistniho repertoaru a s pychou se zminuji
pfi konverzaci mezi sety. Jako priklad 1ze uvést connemarského
flétnistu Marcuse Hernona, ktery v roce 2011 vydal CD The Grouse
in the Heather s dvaceti péti vlastnimi melodiemi pojmenovanymi
po typickych ptécich v oblasti. Doplitkem CD je kniha s notovym
zapisem, v niz navic najdete kresby ptaki a jejich popis v mistnim
dialektu irstiny. Nékteré Hernonovy melodie se zejména v okoli
Carny od té doby s oblibou hraji. Jedna se o vyhroceny ptiklad
regionalni a mistni identifikace, ktera z{istava pro sessiony a irskou
hudbu obecné zasadni (Dowling 2004-2006: 129-130). Vysostné
modernim fenoménem je ovSem skutecnost, Ze se s regionalnimi
styly Casto identifikuji i muzikanti z jinych oblasti v Irsku i ve svété
— dané styly jiz nejsou striktné svazané s konkrétnim mistem na
mapé (Sommers Smith 2001: 115).

Pokud se na sessionech uchyti néjaka nova melodie (k cemuz
dochazi casto), je dllezité, aby nevybocovala z tradice pfilis,
nevyzadovala od hraci velkou virtuozitu, dala se zahrat na rizné
nastroje a také aby bylo mozné snadno vytvorit harmonicky
doprovod, takZe ty nejvétsi experimenty jsou predem vylouceny.
Je to dano komunitni povahou sessionu, kde by v idealnim piipadé
muzikanti neméli chodit pfedvadét své uméni, nybrz vzajemnou
hudebni komunikaci vytvaiet spolecenstvi. Tohoto fenoménu si ve
veskeré jeho ambivalenci v§ima Martin Dowling, jenz sice uznava
zasluhy virtuost a skladatelti o posunuti hranic zanru, ale dodava, ze
existuji technické a hlavné socialni limity: ,,Pravidelni navstevnici
sessionii a tanecnici stiale vyrovnavaji rozdily. [...] Ten, kdo se
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teprve uci, bude vzdy jen obtizné drzet krok s mistry. Virtuos se
na druhou stranu musi krotit, jinak bude ignorovan.” (Dowling
2004-2006: 131) Sam jsem zazil v 1ét€ roku 2016 v Corku, Ze na
slibné se rozvijejici session dorazili dva skveli muzikanti, ktefi
ovSem zacali hrat v tempech pro ostatni nedosazitelnych. Vzal
jsem to jako oziveni a zajimavou vyzvu, s dotyénymi jsem se
stitidavymi uspéchy hral a obdivoval jejich uméni, nicmén¢ ostatni
muzikanti na n¢ hledé€li vyloZené s nevoli a nékteti zacali i odchazet
—ocividné §lo o velké poruSeni spolecenské etikety. Existuje ovSem
i ,,spodni rychlostni limit“ (Dowling 2004—2006: 131). Postihuje
tieba takzvané ,,slow airy*, pomalé melodie ve volném, rubatovém
rytmu podobné pisnim ve stylu sean nos. Téchto melodii — alespon
podle publikovanych sbirek — je v tradiénim repertoaru mnoho,
ale vzhledem k tomu, Ze dobfe vyzni jen v sdlovém provedeni, na
sessionu najdou uplatnéni jen malokdy.

Dalsi typ inovaci, ktery na sessionech neni obvykle pfijiman,
jsou nové rytmické formy. Od sklonku 60. let, kdy znamy pisnickar
a hra¢ na bouzouki Andy Irvine putoval po zemich Balkanu,
se stalo zvykem, Ze irské kapely obcas hraji skladby v lichych,
»balkanskych* rytmech, ovS§em na sessionech se s né¢im takovym
setkame jen zfidka; podobny osud potkal i tendenci kapel z ptelomu
tisicileti prebirat formy z jinych regionti povazovanych, at' uz
opravnéng, nebo ne, za ,,keltské — typicky z Bretané ¢i ze Spanélské
Galicie. Obvykly session byva ohledné forem pomérné jednotvarny
— prevazuji reely, doplnéné jigy a obcas hornpipy. Vyjimky jsou
dany spiSe regionalné nez néjakou tendenci inovovat — v hrabstvi
Kerry jsou tak bézné polky a slidy a v Donegalu mazurky, jinde je
ale rozmanitost forem vzacna.

Sessiony a kapelni inovace

Toto liceni muize vzbudit dojem, Ze zatimco kapely plsobi v irské
hudb¢ jako inovativni ,,motor®, sessiony hraji roli konzervativni
»kotvy®, kterd na jednu stranu zajist'uje urcitou vnitini soudrznost
zéanru, na stranu druhou vsak muze branit jeho rozvoji. Plati to
ovSem jen ¢asteéné. Z mé zkuSenosti totiz byva praxe z dobrych
sessionti nesmirn¢ uzite¢na pro jakékoli inovace v ramci kapely.
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Session v kavarné Valdstejnské lodzie v Jic¢iné pri festivalu Worldfest.
Foto Markéta Utisilova, zari 2018

Je tomu tak z n¢kolika dtivodt. Zaprvé, jak pravi Martin Dowling,
»autenticky styl vznika v horkém tygliku opakovani“ (2004—2006:
128). Hra¢ na melodické nastroje ziska na sessionech repertoar
stovek tunes, potiebny k tomu, aby pronikl Zanru taktikajic ,,pod
ktzi*, odhalil jeho stavebni kameny a zakladni melodické postupy.
To je nezbytné i v pfipadé, kdy chce ¢loveék skladat vlastni melodie,
pokud usiluje o to, aby v zanru neptisobily pfili$ tuctove, ale ani
prilis exoticky.

Dalsim pfinosem sessionu je skute¢nost, ze funguje jako jakasi
laboratof variaci. Piestoze nékdy, zvlasté v hlu¢né hospod¢, miize
session opravdu znit jako ono Hamiltonovo nesourodé ,,skupinové
solo®, souzvuk melodickych nastrojii lze popsat i pozitivnéji
jako heterofonii, princip zndmy z mnoha mimoevropskych tradic
a Castecné i z evropské klasické hudby (O’Shea 2005: 95). Pii
ni dochazi k simultanni interpretaci téZze melodie, ale s riznymi
variacemi, které se dopliluji a prolinaji. Na sessionu ma hra¢ na
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melodicky nastroj velky prostor si jednotlivé typy variaci a ozdob
vyzkouSetaaplikovatnarizné tunes. Navic béhem dobrych sessiont
muzikanti na variace svych kolegli riznym zplsobem reaguji,
coz je nedilnou soucasti jejich komunikace a zaroven to posouva
zéanr doptfedu. Sam cCasto ziskavam inspiraci pro obohaceni svého
stylu od jinych nastroju, coz je zcela v souladu s tim, jak se irska
hudba historicky vyvijela — tieba typicka artikulace prsty pomoci
melodickych ozdob u fléten ¢i housli vznikla ptivodné napodobou
stylu typického pro irské dudy. Jesté vétsi volnost maji na sessionu
hra¢i na harmonické a rytmické nastroje, nebot’ jak bylo feceno,
doprovod neni u irskych melodii dany. Z tohoto divodu byvaji
doty¢ni neradi, kdyz se jich na sessionu sejde vétsi mnozstvi,
protoze nesoulad v harmonii ¢i rytmu narozdil od bézné a vitané
heterofonie u melodickych nastroji mize vyznéni hudby opravdu
narusit. Ma-li ovSem dobry kytarista (¢i bouzoukista) na sessionu
volnost, dokaze kazdé opakovani melodie podpofit trochu jinou
harmonii a rytmem a vnést do hudby gradaci, ktera se jinak v Zanru
vytvaii relativné obtizn€. A kone¢n¢ mize muzikant na sessionu,
pokud se vydafi, zazit euforii — pocit naladéni na jednu vinu, jeden
spole¢ny rytmus, mezi muzikanty oznacovany terminem ,,flow*.
Pomaha tomu prave ta zdanliva jednotvarnost irskych sessioni.
Pti aranzérské praci v kapele lze pak prvky, které na sessionu
vznikaji viceméné spontanné, upravovat a zesilovat jejich efekt.
Harmonicka linka kytary ¢i bouzouki se da doplnit kontrabasem,
pripadné dalsimi harmonickymi nastroji, a podpofit ji mohou
i nékteré z ndstroji melodickych. Pro vyniknuti melodickych
variaci se d4 nasledovat recept Seana O Riady a nechat jeden
nastroj hrat uréitou dobu sélo (O Riada 1982: 74). Ve spole¢né
hte lze pak jednotlivé variace koordinovat, aby do sebe zapadaly,
rytmicky je podpofit, popiipadé zpesttit heterofonii vicehlasem.
I ten se sporadicky na sessionu objevi, v kapele vSak s nim lze,
sice pravda, ze k originalité¢ ve vétSim, napadnéjsim métitku je
nutné stin sessionu prekrocit, ale zaroven diky zkusenosti z n¢j
Ize inovovat 1 na ,,nizSich® urovnich, coz vede k mnohem vétsi
propracovanosti hudby i k jejimu autentickému vyznéni.
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Pusobeni tradice

Jak tedy v irské hudb¢ plisobi tradice? Rozhodné ne ve smyslu
zachovavani néjakého neménného principu, platného uz dva tisice
let, jak o tom hovofil Sean O Riada (1982: 74). I tradicionalisté
jako Hamilton pfiznavaji, ze irska tradi¢ni instrumentalni hudba,
tak jak ji zname, vznikla zhruba pied tfi sta lety a je ve své podstaté
amalgamem vnéjsich vlivii. Na rozdil od doby pied obrozenim neni
nezbytny ani pfimy generaéni pfenos, i kdyz samoziejmé existuje
zejména v Irsku mnoho rodin, v nichZ se tradi¢ni hudba ptedava —
tteba zminéného Marcuse Hernona jsem potkal na sessionu s jeho
syny a synovcem. V moderni dob¢ si vSak lze zanr osvojit i mnoha
jinymi zptsoby — od ucitelti, na workshopech, z videi na internetu
¢i nahravek. Relativné malou roli hraje i koncept tradice spojovany
v literarnich studiich s modernistickym basnikem T. S. Eliotem
(1921), tedy védoma kombinace inspiracnich zdrojii z minulosti za
ucelem vytvofit néco nového, i kdyz v kapelni tvorbé se i tento
princip nékdy uplatni — jsou tfeba hraci, ktefi aktivné patraji ve
starych sbirkach ¢i archivech a poslouchaji staré nahravky, aby
ozivili zapomenuté styly.

Hlavni zpisob pfedavani tradice vSak prece jen musime hledat
jinde. Pfedev§im diky sessionim se dostdva do poptedi pojeti
tradice zalozené na hudebni komunité. Tu definoval irsky skladatel
Micheal O Suilleabhéin jako ,.skupinu zaujatych ucastniki, kteri
se shodnou na formé a obsahu hudby a na jejich socidlnich
kontextech™ (Sommers Smith 2001: 122). Komunita hraca irské
tradi¢ni hudby nemd pouze volno¢asovou, zabavni hodnotu, ale
slouzi i1 jako prostfedek sebeidentifikace a vytvafeni socidlnich
kontaktd. Zde patrné musime hledat zdroje onoho konzervativismu,
o némz je v této eseji tak Casto fe¢ — pojivem komunity je totiz
»sdilend podfizenost limitim estetické formy* (Dowling 2004—
2006: 131). Pravé téchto limith se podle Hamiltona casto tyka
konverzace mezi muzikanty: ,,...hlavnim tématem diskuse byva to,
co se da oznacit jako ,tradicnost’, tedy jinymi slovy zpiisob, jakym
néejaka interpretace ¢i skladba bud’ ,tradici‘ posiluje, anebo je pro
ni irelevantni, ¢i ji v nékterych pripadech dokonce i poskozuje.
(Hamilton 1996: 82) Z vlastni zkuSenosti dodavam, ze se hovory
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mnohdy tykaji i zplisobt, jakym dotycna interpretace ¢i skladba
tradici rozviji, nicméné ani tehdy neztraceji limity formy svou
relevanci: prave ty totiz zajist'uji soudrznost komunity.

Ciaran Carson ve svém pruvodci irskou hudbou poznamenal,
ze tato se lisi od jinych zanrt podobné, jako jsou od sebe odlisné
lidské jazyky. ,,Aby clovek mohl timto jazykem mluvit, musi znat
Jjeho gramatiku, syntax, zpiisoby, jakym se v ném rikaji véci. Tento
Jazyk se uci, podobné jako jiné reci, ucasti v socialni komunikaci.
(Carson 1986: 6) Tato komunikace v soucasné¢ dob¢ z nejvetsi
miry probiha pravé na sessionech. Metafora jazyka dobfe poslouzi
k pojeti dynamiky tradice a inovace v irské hudbé: sessiony
jsou zasadni k tomu, aby se ¢lovek jazyk naucil a komunikoval
v ném, kapely a rizné projekty pak k tomu, aby v ném, pfipadné
v kombinaci s jinymi jazyky, vytvaiel pokud mozno trvalejsi dila.
Leckomu muze ptipadat, ze se irské tradi¢ni instrumentélni hudba
vyviji pomalu nebo se pohybuje v kruzich. Sessionové komunity
— pokud dobfe funguji — vsak zajistuji, Ze si zachovava svoji tvar
i tvaréi potencial a Ze kapely mohou vyrazet z jednoho mista
riznymi sméry a zase se tam vracet.

* Tato prace vznikla za podpory projektu ,.Za hranice bezpecnosti: role
konfliktu v posilovani odolnosti“, reg. ¢. CZ.02.01.01/00/22_008/0004595,
financovaného z Evropského fondu pro regiondlni rozvoj.
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Summary
Sessions and Bands: Tradition and Innovation
in Irish Traditional Music

Tradition in Irish music certainly cannot be regarded as something timeless or unchangeable,
and even less so as ‘quintessentially Irish’. At the same time, its development is not arbitrary
and individual creativity does have its borders. These are, however, nowhere codified,
but rather constantly negotiated by the community of musicians. In this respect, a key
phenomenon is the Irish pub session as it was established in the second half of the twentieth
century. The dynamic of the genre was further transformed by the emergence of bands
since the 1960s and the start of concert production of Irish music. Between innovative
bands and more conservative sessions, a distinctive type of feedback has developed.
Session practice gives the band a firm grounding in tradition, but also important experience
with the specific kind of micro-innovations that emerge at sessions, where variations are
experimented with and learned from others. The bands, then, bring innovation on a larger
scale, including fusion with other genres and experiments with new instruments, forms and
ways of accompaniment. Only a fraction of these changes are subsequently accepted by the
larger community of session musicians, which on the one hand gives the impression of slow
development of the genre as such, but on the other hand opens the possibility for bands to
set off from one place in various directions and return again.

Key words: Irish traditional music, innovation of tradition, musical community, session
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PULSTOLETI OBECNE A INDIVIDUALNI
ZPEVNOSTI V ZRCADLE HUDEBNICH AKTIVIT
MARCELY T. Z TREBICE

Jarmila Prochazkova

Pro jednotlivost je podstatné,
Ze miize byt slozkou stavu véci.
(Ludwig Wittgenstein)

Odborny diskurz na Siroké téma hudebnosti a zpévnosti se
zaméfuje zejména na institucionalizované umélecké projevy
vSech zanrt, kde se nabizeji moznosti sledovat konkrétni vykony
v obvyklych formach prezentace — na podiich, scénach a v obecné
znamych mechanizmech provozovani a §iteni hudby. Uchopitelnost
téchto projevii navic podporuji zvukovd a obrazova média
a lehce dosazitelna zdznamova technika. Zabyvat se sledovanim
neprofesiondlni a individualni zpévnosti mlize pfinaset zajimava
zjisténi o pruniku hudebnich aktivit do kazdodenniho zivota,
a to 1 s védomim znaéné flexibility a pomijivosti téchto jevu.
Sociologové badajici nad Sir$imi spolecenskymi souvislostmi si ale
uvédomuji vyznam takovych aktivit pro dusevni zdravi a kvalitu
zivota ve vSech vekovych kategoriich (Fung — Lehmberg 2016).
Vyzkum obecné zpévnosti je Siroké téma, které se v nedavné dobé
metodologicky vyjasiiuje diky studijni literatuie zaméfené na
»,music in everyday life” (Batt-Rawden — DeNora 2005; DeNora
2000, 2013) a v SirSim zabéru pfinasi kyzeny interdisciplinarni
ptistup (Cohen — Beynon — Gudmundsdottir — Ludke 2020).

Nasledujici text popisuje konkrétni priklad mimofadné nadané
osobnosti, ktera je svymi neprofesionalnimi hudebnimi aktivitami
vyjimecna pro své okoli. Pévecky talent zdédény po matce rozvijela
dal u svého syna, a je tak prikladem vypovidajicim o predavani
a rozvijeni hudebni tradice v neformalnim rodinném prostredi. Text
mohl vzniknout diky vstficnosti protagonistky sdilet své zkuSenosti,
prozitky a také archivni materialy casto osobniho charakteru.
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Marcela Dolezalova, provd. Tittlerova, v roce 1970. Foto Libor Tittler

Marcela Tittlerova, roz. Dolezalova, se narodila se v roce 1955
v Ttebici, kde po absolvovani zakladni Skolni dochazky vystudo-
vala stiedni zdravotni Skolu. Profesi zdravotni sestry vykonavala
jen nékolik let, poté pracovala v administrativé Prvni brnénské
strojirny v Trebici.

V Marceling rodin€ nebyl nikdo, kdo by se vénoval hudbé na
profesionalni ¢i poloprofesionalni urovni. Ke zpévu ji prived-
la maminka Marie (nar. 1927), ktera krdsné zpivala az do vy-
sokého véku devadesati péti let. Prvni Marceliny vzpominky
na instrumentalni hru spadaji do détstvi, kdy si jeji sestra Véra
(nar. 1952) poridila kytaru, avSak sama neméla v této oblasti mnoho
ambici a trpélivosti. Marcela si hudebni nastroj zacala pijcovat
a brzy dostala od sestry jako darek svou prvni (i kdyZ ne novou)
vlastni kytaru. Zac¢inala lidovymi pisnémi, postupné se v ni rodil
zajem o hity zprostiedkované rozhlasem a pozd¢ji televizi. Zhruba
od véku deseti let sledovala tehdejsi popularni hudbu systematicky.
V kolektivu déti ve Skole a v zajmovych skupinach byla jedine¢na
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Marcela Dolezalova s kytarou, v kolektivu détskych prdtel na tridnim vyleté na Jurenkovu
osadu u Studence (okr. Trebic), v roce 1967. Foto ze soukromého archivu

a pritahovala zajem vrstevnikd. Na pionyrskych taborech byla
oblibend hlavné diky hfe na kytaru a kolem jeji osoby se vzdy
soustfed’ovala skupina zpivajicich nebo poslouchajicich ptatel.
Nékolik let chodila Marcela zpivat do sboru pti Zakladni
devitileté skole na namésti Osvobozeni v Ttebi¢i. Nikdy neméla
potfebu ucit se noty a veskera jeji hudebni praxe byla naucena
poslechem. Rytmické citéni podpofila Marcelina zaliba ve spor-
tovni gymnastice, které se uspé€Sné¢ veénovala od svych osmi
let. Rodinné zdzemi bylo vi¢i Marcelinym hudebnim zdjmim
privétivé, nachazela podporu jak ze strany rodicl, tak sestry
a jeji rodiny. Po snatku s Liborem Tittlerem v roce 1973 byla tato
podpora posilena i diky §vagrové Ivon¢ Tittlerové, provdané Tiché.
Ivona byla ucitelkou hudebni vychovy a pii rodinnych oslavach
a pratelskych setkanich s Marcelou zahy vytvotily sehrané duo.
V tomto tandemu sdilely zachyceny repertoar a také konzultovaly
slozit¢jsi interpretacni tikony (komplikované akordy, specifické
techniky hry na kytaru, rytmizace a harmonizace melodii apod.).
Rodinné duo pozdéji rozsitil na trio syn Marian (nar. 1976), jehoz
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Marcela, jeji Svagrova Ivona Ticha, roz. Tittlerova, a syn Marian Tittler pri domdcim
muzicirovani v roce 2000. Foto Libor Tittler

Marcela naucila hrat na kytaru. Do patnacti let mél Marian zabrany
zpivat vefejné, v ramci povinné vojenské sluzby tento stud ptekonal
a podobné jako matka se stal v kolektivu oblibenym a zndmym diky
svému zpévu a hie na kytaru. Dodnes zpiva s matkou Casto a rad
— pro Marcelu to bylo vzdy velkou vzpruhou v zajmu o hudbu.
Druhy Marcelin potomek, dcera Andrea, kterou také naucila hie
na kytaru, ma hudbu rada, ale nestala se v jejim provozovani tak
aktivni jako jeji matka nebo bratr. Hudebni zdzemi ale ocenila pfi
své pedagogické praxi na zakladni Skole. Rodinné prostedi dava
jak Marcele, tak i jejimu okoli stalé prilezitosti k provozovani
hudby. U Tittlert se hralo a zpivalo na vSech rodinnych setkanich,
oslavach, na vétSinu dovolenych se samoziejmé brala kytara.
I v ptipadé diive nenavstévovanych destinaci byl zpév obecné
znamého repertodru u ohné nebo na tabofisti Castou piilezitosti
k seznameni s novymi, podobné zamétenymi lidmi.

Vétsinu svého kytarového uméni se Marcela Tittlerova ucila
sama poslechem, v détstvi ji pii hfe pomahaly grafické znacky
pro polohu prstii na prazci. Jeji hlasovy rozsah se v prubéhu let
mirné ménil, nyni zvlada rozpéti od malého ¢ po dvoucarkované a.
Pokud to bylo potieba, pisné si transponovala na zakladé sluchové
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Marcela se sestrou Vérou

a jejim manzelem, od kterych
dostala kytaru zn. Gibson, rok 1968.
Foto ze soukromého archivu

Marcela jako stastna majitelka nové dvandctistrunné kytary, Vanoce 1995.
Foto Libor Tittler
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Marcela ve spolecnosti pratel pri pravidelnych setkanich v Trebici, rok 1997.
Foto ze soukromého archivu

zkusenosti do ténin vhodnych pro jeji rozsah a do tonin nejcastéji
uzivanych pfi hie na kytaru. Svoji instrumentalni praxi zacinala
na preklizkové tzv. Spanélské kytate za 170 K&, ve tiinacti letech
dostala kytaru znacky Gibson od rodiny své sestry a sama si jako

~roovor

star§i zdkyné koupila ,,Spanélku® za 340 K&. Méla celkem Sest
kytar, postupné se dopracovala ke kvalitnim a draz§im nastrojam.
V soucasné¢ dob¢é hraje na dva nastroje, nejprve dostala v roce
2005 darkem kytaru LAG Tramontane, nyni nejvice vyuziva
kytaru znacky Cort, koupenou v roce 2018. Drfive vyzkousela
i dvanactistrunnou kytaru, kterou musela odlozit kvtli technickym
problémim, zejména kvuli nedostatecné kapacit€¢ hmatu. Jeji syn
Marian dostal svou prvni kytaru v Sestnacti letech, pak nasledovaly
dalsi a kvalitnéjsi nastroje.

Ve volném case jezdila cela Marcelina rodina nejvice na tabo-
fisté (pozdéji kemp) na Dalesické piehradé (Hartvikovicka plaz),
kde se hodn¢ hrélo na kytary, a jeji déti na to dodnes s vdécnosti

72



vzpominaji. Pozdéji v letech 1987-2005 cCasto jezdila s manzelem
k Novému M¢stu na Moravé do rekreacéniho stfediska (hlavné
v zimnim obdobi), kde se uz tradi¢né setkavalo vice podobné
zalozenych ptiznivct a kamaradi ze Sir§iho okruhu Vysociny az Brna.
Nebyvalo vyjimkou, Ze se tu schazelo Sest a vice kytaristi a pocetna,
povétsinou zpivajici spolecnost. I zde dochéazelo ke vzajemnému
poznavani a sdileni repertoaru. Do dnesnich dnii Marcela stale hraje
a zpiva na pravidelnych setkanich s dlouholetymi kamaradkami
a prateli v pohostinském zafizeni v Trebi¢i a jeji zpévnik je tak
zdrojem textil nejen pro jeji znamé, ale i pro nahodné hosty, kteii se
chtéji zpévem pripojit, nebo jen poslouchat.

Marcela a jeji syn se uspésné zcastnili i oblibenych televiznich
peéveckych soutézi — Marcela zpivala v TV Prima v souté¢zi Caruso
show (pisett AZ na vrcholky hor z repertoaru Veéry Martinoveé),
Marian vystupoval v soutézi Doremi na TV Nova (zpival pisen Stin
katedral znamou napi. v podani Heleny Vondrackové a Vaclava
Neckare).

Repertoar si Marcela vytvarela vlastnim vybérem od poloviny
60. let, aktualni seznam byl prubézné doplhovan novymi hity. Jak
sama fikd, n€které pisné jakoby ,,vySumély*, piestaly byt popularni
a vytratily se ze zpévni praxe. Bohuzel se nedochovaly jeji nejstarsi
rukou psané zpévniky, podle kterych by se dal tento prubézny proces
vybéru rekonstruovat. K dispozici mame pouze dvé posledni verze.

Starsi dvoudilny zpévnik psany v programu Word, ¢itajici
celkem 230 stran a 254 pisni, byl pouzivan piiblizné v letech 2000—
2010; obsahuje texty pisni s obvyklymi zkratkami akordd, napévy
zna Marcela zpaméti.

V soucasnosti Marcela vyuziva vyhradné tablet, kde se ve
wordovském a PDF souboru pohybuje z hlavniho seznamu pisni
pomoci hypertextovych odkazt. Tento zpévnik obsahuje 578 pisni.
Z ptedchozi verze do tohoto posledniho aktualniho zpévniku pie-
$la zhruba polovina pisni, vybér byl u¢inén nejen z vyse zminéného
divodu pocitu neaktualnosti né¢kterych polozek, ale i proto, ze se
jedna o pisné obecné znamé, jednoduché na doprovod, které neni
tteba hledat ve zpévniku. Z tohoto diivodu v nové verzi zpévniku
vypadly napf. pisné Dajdina (Paul Anka — Zdenék Borovec),
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Andél (Karel Kryl), Jaro (Jindfich Stahlavsky) ¢i Toulavej (Vojta
Kid’ak Tomasko). Je to i diivod, pro¢ je v obou verzich zpévniku
malo lidovych pisni, které ma zpé&vacka a jeji okoli na repertoaru
a které vétSinou zpivaji — jak sama fika — spi§ ke konci svych
setkani. Nase protagonistka a jeji vrstevnici a vrstevnice znaji
slova i melodie zpaméti. V pripadé potieby pokracujicich slok
jsou texty operativn¢ dohledany na internetu prostiednictvim
mobilnich telefonti. Tento postup pouzivaji i mladsi zpévaci, kdyz
se k jejich zp&vu chtéji piipojit a texty neznaji. Upravy nebo ohlasy
lidovych pisni znamé z tvorby folkovych, folkrockovych zpévaka
a skupin vSak jsou ve zpévniku bohaté zastoupeny (repertoar
Jaroslava Hutky, Vlasty Redla, skupiny Cechomor, Hradiitanu,
pisné z Balady pro banditu apod.).

Nejpocetngjsi skupinou ve zminované posledni tabletové verzi
zpévniku jsou pisné trampské, country, folkové, folkrockové a pisné
vyraznych zenskych interpretek. Tzv. stfedni proud je zastoupen
v Uzkém vybéru. Jména zpévakl a skupin jsou hlavni informaci,
diky které se Marcela ve zpévniku orientuje. U pisni z 60. let
20. stoleti, u nichZ jména zpévakt postupné mizi z obecného
povédomi (Jaromir Mayer, Pavel Novak, Karel Hala, Jana Petrd,
Edita Staubertova aj.), si zpévacka vytvofila vlastni kategorii pisni
»vzpominkovych®, které se nachazeji az v zavéru. Cely seznam je
fazen abecedné podle ptijmeni zpévakd, popf. nazvu skupiny. Za
zminku stoji fakt, Ze v $irS§im povédomi o interpretech funguji spise
jména zpévakd, kteti pisné nové piezpivali — napt. S, §, § jako pise
Zuzany Norisové, jelikoz ptivodni interpretku Helenu Bleharovou
si pamatuje jen nejstarsi generace. Diky ¢astému poslechu Country
radia a znalosti starSich pisni ma Marcela dobry piehled o tom,
které melodie byly piejaty od zahrani¢nich interpretd (napt. znamé
pisn¢ Greenhorns s Michalem Tuénym pievzaté z repertoaru
Johnnyho Cashe). Sama se dotazovala posluchact, jestli je pro né
dilezité védomi o piivodu téchto pisni. Jejich reakce se da strucné
shrnout, ze se jim pisné prosté libi a nemaji potiebu tuto okolnost
komentovat, nebo na ni upozornovat.

Diky prikladu zpévacky Marcely a jejiho okoli se potvrzuje, ze
pro osoby vniting integralni jsou dnesni technické moznosti nikoli
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hrozbou, jak se nékdy uvadi zejména v souvislosti s nejmladsi
generaci, ale nenahraditelnym a velmi uzite¢nym prosttedkem pro
vyhledavani a ziskavani informaci. A Ze tyto technické prostfedky
mohou pozitivné ovliviiovat praktikovani hudby ve vSech sférach,
veetné t€ nejméné oficialni.

Je ziejmé, Zze osud této zpévacky a hudebnice je v jistém
smyslu vyjimeény, ale vypovida o skrytych kapacitach rodinného

e 7

a spolecenského Zivota jako o prostiedi pro predavani a Sifeni
zna¢ného objemu hudebni tvorby rliznych Zanri. V neposledni fadé
poukazuje na akceleraci a zintenzivnéni téchto mechanizmi diky
vyuzivani modernich technik pro sdileni informacnich podklada.
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Summary
Half a Century of General and Individual Singing in the Mirror
of Musical Activities of Marcela T. from Ttebi¢

The paper deals with materials related to the musical activities of the amateur singer and
guitarist Marcela T. (b. 1955) from Ttebic. To this day, she has devoted herself to a general
repertoire, which she has expanded over time thanks to the popularity of her versions of
songs by prominent popular performers. Her songbooks are an opportunity to evaluate
genre representation in the general repertoire from the early 1970s to the present day.
Thanks to the helpfulness of providing other related sources, we have uncovered individual
mechanisms of sharing and spreading the singing tradition in Tfebi¢ and its surroundings,
both in the typical situations of a closer circle of family and friends and in the setting of
small social groups.

Key words: music in everyday life, singing, playing the guitar, music in the family,
music in small groups
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UMELA INTELIGENCE A HUDEBNI TRADICE

Matej Kratochvil

,» Vytvor pisen ve stylu cajun na text novinové zpravy o hasicich
zachranujicich bobra uvizlého v ploté.” Stru¢na slovni instrukce
spojena se zkopirovanim textu z nahodné zvolené, lehce bizarni
zpravy ze zpravodajského serveru, neceld minuta ¢ekani a webové
rozhrani nabizi k poslechu pfiblizné dvouminutovou pisen
odpovidajiciho stylu s ceskym zpévem pomérné spravng frazujicim.
Software sam rozdélil text na sloku a refrén, odhadl, kde ma vlozit
pauzu, aby byla zachovana logika plynuti vét, nenechal se zmast ani
anglickym slovickem, jez se do vychozi zpravy vloudilo. Intuitivni
ovladani a rychla cesta k vysledku stoji za popularitou sluzeb
jako SUNO ¢i Udio, které nabizeji generovani hudby na zaklad¢
slovnich instrukci uzivateld.! Diky jejich masovému rozsiteni
béhem let 2023 a 2024 se pojem uméla inteligence stal soucasti
kazdodennich diskuzi mezi laickymi uzivateli a jimi vytvofené
kompozice zacaly byt Siroce sdilené. Podobny byl tento narQst
zajmu u programu generujicich obrazky, jejichz produkce zacala
v poslednich dvou letech zapliiovat vefejny prostor. I u hudby lze
predpokladat, ze s rozvojem generativnich programi bude stale
vétsi podil hudby kolem nas vytvaren pomoci algoritmi. Dokazuji
to spekulace o vyuzivani téchto systémi streamovaci sluzbou
Spotify. Z pohledu etnomuzikologie pak tento trend pfinasi dvé
zasadni otazky. Pfichdzi s témito technologiemi néco nového
do zpilisobu, jak pfemyslime o hudb¢ a s ni spojenych tradicich?
A jak nové tyto technologie ve skutecnosti jsou? V nasledujicim
textu se pokusim nastinit mozné odpovédi na prvni otazku a skrze
historickou exkurzi se zastavim u té druhé, abych se dostal ke
znamému zji§téni, Ze pod sluncem neni nic tak docela nového.

1. Webova stranka suno.com byla spusténa v prosinci 2023, udio.com v dubnu 2024.
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Zminéné generativni modely jsou schopné pracovat s nej-
riznéj§imi druhy instrukei, nejcastéjsi je vSak kombinace popisu
pozadovaného instrumentalniho obsazeni s hudebné-zanrovymi
charakteristikami. Systém generujici hudbu vychazi z takzvanych
velkych jazykovych modeld, tedy soubori dat opatfenych indexy.
Ve vztahu k hudbé to tedy mtize byt vzorek urcité nahravky oznaceny
jako ,,cajun®. Pokud bude ono slovo v mém zadani, systém se dany
vzorek pokusi napodobit.? V praxi se ovSem ukazuje, ze jakkoliv se
generativni modely prezentuji jako schopné pokryt veskerou hudbu,
material, na némz byly natrénovany, je vyrazné selektivni. Snaha
o napodobeni nékterych tradic tak nevede k uspéchu. Napiiklad
oznaceni ,,lidova hudba / folk music* u systému SUNO spolehlivé
vede k vysledkiim vychazejicim ze severoamerické tradice country
¢i bluegrassu. Jakékoliv uptfesiovani nedokaze vyvolat asociace
napiiklad s evropskymi tradicemi.

Zanrova oznaceni predstavuji specificky piklad hudebni tradice.
To, ze hudbu s uréitymi znaky oznacujeme jako cajun, polku ¢i
verbunk, je vysledkem spolecenského konsenzu v daném misté
a ¢ase. Klicovou otazkou je zde fungovani paméti a mechanismy
jejiho prenosu, tedy to, co lze povazovat za zaklad tradice. Jak
popisuje americky folklorista Henry Glassie, ,.tradice je vytvarenim
budoucnosti na zakladé minulosti. Tradice coby priibézny proces
situovany v nicoté pritomnosti a spojujici zmizelé s neznamym je
zastavena, rozparcelovana a kodifikovana mysliteli, kteri se zaméri
na ten ¢i onen aspekt podle svych potreb ¢i zajmii a zanechaji
nam smés zjevné si protirecicich, nicméné presvédcivych definic*
(Glasie 1995: 395).2 Takto se kodifikuji postupy jak hudbu tvofit,
ale také jak ji oznacovat a kategorizovat.

Tradice, jeji plynuti, pferuSovani a navazovani, je tématem
mnoha védeckych praci. Pro potfeby této uvahy je vhodna studie
etnochoreologa Andriye Nahachewského (2001), v niz se jeji
autor zamysli nad vyvojem lidového tance. Navazuje na starsi

2. Podrobnéjsi popis fungovani generativnich systémui napf. <https:/www.bmat.com/
what-really-is-ai-music/>.
3. Vsechny pieklady z anglictiny autor.
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prace muzikologa Felixe Hoerburgera (1968) a rozviji rtizné
variace vyvoje a ozivovani tradic. Podstatné je, Ze Nahachewsky
reflektuje, jak do vyvoje tradic zasahuji napf. interpreti ¢i sbératelé.
Zjednodusené¢ muzeme tradici popisovat jako proud informaci,
do n¢hoz se zapojuji rizni aktéfi. V hypotetické prvni existenci
folkloru se tento proud odviji mezi jednotlivymi generacemi, jez
si predavaji hudebni repertoar a dalsi souvisejici védomosti. Od
19. stoleti pak do hry stale vyraznéji vstupuji dalsi hraci, sbératelé,
vydavatelé jejich sbirek, n€kdy téz cenzoti a dal$i. Kazdy, kdo
se podili na plynuti tradice, ma vlastni motivace a je ovliviiovan
danymi spole¢enskymi podminkami. Na to odkazuje i biolog
a hudebni folklorista Vladimir Ulehla, kdyZ ve své knize Zivd piseri
hleda paralely mezi zkoumanim lidové hudby a pfirodnimi védami,
konkrétné ekologii: ,,4 ani v primém okoli nositelové neudrzoval
se vzhled pisiiového porostu stale stejny. Vlastni podnebi pisiiové
— celkova disposice zpévakova — rozhodovalo o tom, zda se prizen
udobi vegetacniho rozdilela rovnomerné mezi vSechny cleny
zpévakova repertoiru, ¢i zda se néekteré casem rozbujely, casem zas
byly prehlusovany jinymi.“ (Ulehla 1949: 221) Promény vnéjsich
podminek se pak podle Ulehly vzdy propisuji do hudby samotné:
»Obracim se nyni k nitru straznické pisné a chci hledat v ném
doklady o ucasti podminek prirodnich, nositelovych i spolecenskych
na utvareni toho, co pisni predevsim zda se propuijcovat osobitosti,
tj. basnického obsahu a napévného toku.* (Ulehla 1949: 277)
Datové baliky zminovanych velkych jazykovych modeld,
na nichZ stoji generativni uméla inteligence, mohou pfi prvnim
pohledu budit dojem pouhé modernéjsi verze pisiiovych sbirek.
Jde rovnéz o soubor hudebnich informaci, néjakym zplsobem
utiidénych. Povaha generativnich systému je ovsem oddélena od
onoho Ulehlova ,,podnebi pisiiového®, je zafixovana teoreticky na
véky, pokud bude existovat pocita¢ schopny data rozlustit. Hudba
je zde uchovana v dokonale zmrazené podob&. Zatimco pfistup
zivych lidi k tradici zaznamenané do pisniovych sbirek se v Case
vyrazné proménuje, data jednou vlozena do pocitace nam vydaji
obraz nedotéeny plynutim casu. Na rozdil od pisiovych archivi
v sobé uméla inteligence spojuje archivaci hudebnich dat a jejich
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interpretaci. Jako kdybychom se do edice Karla Jaromira Erbena ¢i
Frantiska BartoSe nemohli sami podivat, ale museli bychom si zde
oti§téné zaznamy vyslechnout v podani zpévaka, jenz jako jediny
ma k pivodnim zadznamtm pfistup a jako jediny ma moznost je
interpretovat.

Ceskoslovenské pocatky strojového generovani

Kofeny zajmu o vyuziti pocitaci v hudebni tvorbé Ize hledat
v obdobi po druhé svétové valce, kdy rozvoj technologii zasahl
Siroké pole lidskych ¢innosti. Od pocatku Slo o doménu hudby
vazné, jejiz predstavitelé hledali nové cesty k opusténi dédictvi
romantické estetiky a nastroje pro experimenty. Za klicové dilo
1ze povazovat Illliac Suite for String Quartet, kterou Lejaren Hiller
a Leonard Issacson nechali v roce 1957 vzniknout na pocitaci
ILLIAC I. Podobnych pokust nasledné vznikla celd fada, vétSina
z nich s pomérné maly dopadem na posluchacstvo. Lejaren Hiller
se nasledné stal autorem fady textd dokumentujicich postupny
vyvoj a promény role pocitact v hudbé. Datilo se mu mapovat déni
po celém svété a diky tomu zaznamenal i pokusy v socialistickych
zemich véetné Ceskoslovenska. Dva z nich jsou dnes spise zapo-
menuté, v souvislosti s ivahou o minulosti a budoucnosti umeélé
inteligence v hudbé ovSem zasluhuji pozornost. Tim spiSe, ze praveé
lidova hudba se v nich stala hlavnim materidlem.

Antonin Sychra (1918-1969) byva v textech o déjinach oboru
zminovan predevs§im pro svou publikaci Hudba a slovo v lidové
pisni (1948). Tento estetik a jeden z povalecnych propagator
estetiky socialistického realismu se v 60. letech stal propagatorem
vyuziti kybernetiky, tehdy relativné nového oboru v hudebni
analyze. Ve sborniku Nové cesty hudby vydaném roku 1964 najdeme
jeho ¢lanek Hudba a kybernetika, v némz demonstruje principy
pocitacové analyzy na moravskych lidovych pisnich vybranych
z edici Jana Poldcka, Frantiska BartoSe a LeoSe Janacka. Ukazuje
pritom dikladnou znalost dobového stavu badani, véetné piehledu
zapadni literatury. Sychra nemél k dispozici pocitac, proto svou
»kybernetickou hru“ realizoval s pomoci kartotéCnich listkd,
na néz si vypsal jednotlivé melodické a rytmické prvky pisni.
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Kazdy prvek opsal v tolika kopiich, kolik odpovidalo jeho procen-
tualnimu zastoupeni v Sychrou analyzovaném vzorku. Naslednym
losovani z téchto karticek Sychra zkousel vytvaret nové melodie,
z nichz nékolik je téz ve studii otiS§téno. Badatel je oznacuje jako
»danaje’* a nasledné rozebira tvaréi limity takového pfistupu
(Sychra 1964: 241). Sychrova studie zapada do kontextu dobové
fascinace novymi technologiemi, které poskytovaly vitany unik od
Identita tvirce skute¢né prvniho pokusu o strojové generované
melodie vychazejici z dédictvi lidové hudby zatim zlistdva zEasti
nejasna, stejné jako okolnosti, za nichz k nému doslo. Zdenék Fencl
byl zaméstnancem Vyzkumného vypocétového stiediska narodniho
podniku Kancelatské stroje. V roce 1966 vydal v tehdy Cerstvé
vzniklém cCasopisu Kybernetika ¢lanek nazvany Komponujici
algoritmus a obsah informace. Velice struéné jej otevira sdélenim,
ze jde o snahu ,,dospét analyticko-syntetickou metodou k hudebni
kompozici stochastickym procesem a vyuzit zkoumané latky
k analyze z hlediska teorie informace* (Fencl 1966: 243).
Zakladem se Fenclovi stalo osmdesat sedm pisni vybranych ze
sbirky Karla Jaromira Erbena, pti¢emz rozhodujicim hlediskem
pro selekci byla mald dvoudilna forma s reprizou prvniho zavéti.
Tento vzorek byl déale analyzovan po strance formy, harmonie,
rytmu a melodie a tato analyza se stala zdrojem informaci
o pravdépodobnosti vyskyti jednotlivych kombinaci hudebnich
prvkd. Dulezitym pojmem byl pro Fencla Markoviv fetézec, tedy
pravdépodobnostni proces popisujici piechod z jednoho stavu do
druhého, v tomto ptipadé¢ od jednoho tonu k dal§imu. ZjednoduSené
feceno Fencl zanalyzoval necelych devét desitek pisni z jedné
historické sbirky a na zakladé této analyzy vytvoril algoritmus
schopny vygenerovat neomezeny pocet dalSich pisni odpovidajici
stejnym principiim. Ve své studii otiskl Ctyfi z téchto novych
melodit, k jejichz vytvoteni pouzil v t¢ dobé vyjimecny vydobytek
zapadni technologie, britsky pocita¢ National Elliott 803 B.

4. Oznaceni danaj pouziva Antonin Sychra ve svém textu pon¢kud vagné, viceméné ve
smyslu parového to¢ivého tance ze slovackého Dolhacka.
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Pisné vygenerované prostrednictvim algoritmu vytvoreného Zdernkem Fenclem.
Zdroj: Fencl 1966: 256

Nérodni podnik Kancelafské stroje byl jednim z mist, kde
i béhem socialismu bylo mozné udrzovat kontakt s védeckym
a technologickym vyvojem kapitalistickych zemi. Hlavni motivaci
bylo zlepSovani fungovani statnich podnikd a tim i narodniho
hospodafstvi, prostor ov§em byl i pro na prvni pohled ekonomicky
malo pfinosné pokusy. O motivaci pro volbu tématu Fencl nic
neuvadi a v dob¢ vzniku tohoto textu nebyly dostupné zadné
informace o jeho pfipadném hudebnim vzdélani. Studie upadala
do zapomnéni, zfejme i kvuli svému nazvu, ktery nijak neanoncuje
souvislost s lidovou hudbou. Zaroven se ale informace o ni dostala
k vySe zminénému americkému skladateli a badateli v oblasti
hudebniho vyuziti pocita¢li Lejarenu Hillerovi. Ten ji (a také
pokusy Antonina Sychry) struéné zminuje v historickém piehledu
vydaném roku 1979, vedle podobnych pokust ze Sovétského svazu
a Madarska. Podle Hillerova ptehledu se zda, ze pfinejmensim
v té dob¢ bylo vyuziti vypocetnich metod k praci s lidovou hudbou
doménou socialistickych zemi.
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Sychra i Fencl byli ve svych experimentech motivovani spise
analytickym zajmem, nicméné principy, které pii tom vyuzili,
jsou velice blizké tém, s nimiz pracuji dnes$ni generativni modely.
Sychra si navic ve svém textu s myslenkou skute¢né kreativniho
vyuziti kybernetiky pfi tvorbé hudby na nékolika mistech pohrava,
byt podle n¢j ma modelovani tviir¢iho procesu predevsim vyznam
badatelsky: ,, Pritom neni nesnadné vyuZit zkusenosti a pravidel,
vytézenych ryze empiricky nebo statisticky z hudebni tradice. Je-li
nadto k dispozici analogovy vstup, tj. muze-li stroj zpracovdvat
ne binarni nebo jiny matematicky kod, nybrz primo akusticky
material, neni nesnadné proveérit rizné zvukové realisace, to je
podstata modernich zvukovych synthetisatorii.” (Sychra 1964:
244) Tato vize je jiz velmi blizka aktualnimu stavu, kdy hudebni
generativni software dokaze kombinovat praci s algoritmy
a konkrétnimi zvukovymi zaznamy. Vyvoj v ¢eské hudebni védé
a etnomuzikologii se nicméné ubiral jinym smérem a pocitace
nasly uplatnéni pfedevs§im v oblasti analyzy. Tam s jejich pomoci
doslo k vyznamnému vhledu do struktury ¢eskych lidovych pisni
(Tyllner — Vejvoda 2019) ¢i do budovani databaze lidovych pisni
a tanct.’

Viditelni a skryti dvefnici

Pro¢ se obracet k ¢lankim zapomenutym po desetileti, kdyz
pfemyslime o nejnovéjsich trendech? Jejich obsah i okolnosti
vzniku totiZ upozoriiuji na dillezitou vlastnost tradice, a to jakékoliv.
Co do ni patfi a co ne, je vzdy vysledkem komplikovanych
procest, do nichz zasahuji rizné motivovani aktéfi. Dnes, stejné
jako v 60. letech je pro generovani novych melodii zasadni, na
jakém materidlu je systém vytrénovan, z ¢eho odvozuje pravidla
pro chapani danych hudebnich struktur. A kdo jsou lidé ¢i instituce
rozhodujici o tom, co se do datovych balickd dostane a co nikoliv,
jaké hudebni informaci se dostane jakého oznaceni. Dobrou cestu
k IepSimu pochopeni téchto otdzek nabizi teorie gatekeepingu.

5. Viz portél <lidoveprameny.cz>.

83



Prvni pouziti tohoto pojmu byva spojovano se sociadlnim psy-
chologem Kurtem Lewinem (1943), do podoby propracovaného
systému jej rozvedla informacni teoreticka Karine Barzilai-
Nahon. Podle jeji definice gatekeeping oznacuje ,,zpiisob kontroly
informaci prostiednictvim jejich vybéru, pridavani, zadrzovani,
zobrazovani, usmérnovani, formovani, manipulace, opakovani,
nacasovani, lokalizace, integrace, ignorovani a vymazavani'
(Barzilai-Nahon 2008: 1499).

Ke gatekeepingu dochézi ve spole¢nosti na mnoha trovnich,
v jakékoliv situaci, kde proudi informace. Casto ma toto rozhodovani
neformalni podoby a mnohdy zlstava nereflektovano. Nevyhyba
se ani sbéru a vyzkumu lidovych pisni, at’ uz jde o sbératele
individualni, ¢i institucionalni. V piipadé jednotlivych sbérateld
hraje roli osobni vkus, pfedstavy o tom, co je ,,ta spravna“ lidova
pisen, jak miZeme pozorovat v textech LeoSe Janacka a dalSich.
I zde mtze hrat roli politika, jak popsala ve svych studiich Lucie
Uhlikova (2012, 2015). Politika pak vystupuje vyrazn€ji do
popiedi, divame-li se na institucionaln¢ organizované sbératelské
akce, jako byl naptiklad vyzkum hornickych komunit na Kladensku
v 50. letech 20. stoleti (Kratochvil 2022).

Jak konkrétni gatekeepeti (¢i Cesky dvernici) — at’ individuélni, ¢i
institucionalni — ovlivnili, co a jak ma byt z lidové hudebni kultury
zachovano? To lze zpétné zkoumat na zaklade€ pfimych i nepfimych
historickych pramend, jsou-li dostupné. V ptipadé Kladenska tak
lze porovnat zaznamy pisni dochované v archivu s tim, co bylo
oficidlné publikovdno a z toho si udélat obrazek, jak dvernici
ovliviiovali zpracovavany material. Kdo je vSak v roli dvernika
v piipadé generativnich modeld umélé inteligence a jak Ize jejich
praci zkoumat? Systémy vyuzivajici generativni umeélou inteligenci,
které maji potencialné nejvétsi dopad na globalni hudebni Zivot,
jsou vétSinou soukromé spolecnosti, jeZ nemaji zajem zvefejiiovat
detaily svych technologii. Jednim z diivodl jsou i pravni ohledy.
Existuji podezieni, ze jako zdrojova data, na nichz se hudebni
generatory uci a ktera jsou tedy zakladem jejich obchodniho
modelu, je vyuzivana hudba chranéna autorskymi pravy. Majitelé
generativnich programti ovSem nikomu neplatili a odmitaji ukazat,
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s jakymi daty pracuji. Zatimco tedy historii a pfipadné zkresleni
sbératelti 1 ozivovatel lidové hudebni a taneéni kultury mizeme
do né&jaké miry kriticky zkoumat, u téch, kdo hudbu vyznamné
ovliviiuji nyni, jsme odk4zani na spekulace.

Dalsi pohled na etické problémy spojené s vyuzitim umélé
inteligence ve spojeni s prameny tradi¢ni hudby pfinesl experiment
uskute¢nény ve Velké Britanii. Zatimco Zdenék Fencl ani Antonin
Sychra neméli ambice vysledky svych experimenti $ifit a zatazovat
je do kontextu skutecnych lidovych pisni a nechat je vefejné
hrat, badatelé Bob L. Sturm and Oded Ben-Tal se o to pokusili
s materidlem zaloZenym na anglickych a irskych melodiich. V roce
2018 vydali album nahrané zivymi hudebniky, ov§em s melodiemi
vétSinou vygenerovanymi pocitaem. Skuteény puvod pouzité
hudby ovsem nejdiive nepfiznali, protoze jejich cilem bylo pravé
zkouméni posluchaéskych reakci na algoritmicky generovanou
hudbu. Toto rozhodnuti i celd pfedstava pocitacové vytvorenych
melodii napodobujici tvaroslovi tradi¢ni hudby vyvolalo v britské
komunité vyrazné odmitavou reakci. Nabizi se otdzka, co by se
stalo, pokud by takovéto ,lidové”“ melodie vytvorené umélou
inteligenci ve vétsi mife ziskaly Usp&ch mezi hudebniky a staly
se soucasti zivé kultury. Vzhledem k mnozstvi digitaliza¢nich
projekta realizovanych po celém svété v institucich spravujicich
sbirky lidovych pisni nemusi jit o nerealizovatelnou piedstavu.

Ume¢la inteligence je termin, pod ktery se schovava velké mnoz-
stvi systému a aktivit. V souvislosti s hudbou se zkouma jeji mozné
uplatnéni k analyze gregorianského choralu, k automatizovanému
pfepisu notového zapisu €i generovani zvukt k pocitacovym hram.
Popisované systémy pro snadné generovani hudby podle slovniho
zadani nejsou védecky ani kreativné nejzajimavéjsi aplikaci. Zda
se vsak, ze jde o aplikaci se zasadnim dopadem na hudbu, ktera nas
obklopuje v kazdodennim zivoté a kterd ovliviiuje nase uvazovani
o ni. Pravé z toho diivodu bude zédsadni, aby etnomuzikologové
a badatelé ze sptiznénych oblasti tomuto vyvoji vénovali kritickou
pozornost.
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* Text vznikl s podporou na dlouhodoby koncepéni rozvoj vyzkumné organizace
RVO: 68378076 (Etnologicky tstav AV CR, v. v. i.).
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Summary
Artificial Intelligence and Musical Tradition

Generative Al offers a new form of music creation where users can input instructions and
receive songs in a desired style and instrumentation, based on text-based instructions. This
phenomenon has led to the rapid proliferation of services such as Suno and Udio that generate
music based on algorithms and patterns. However, these technologies often fail to emulate
specific musical traditions, raising questions about their influence on musical culture. The
text shows how the understanding of traditions is transformed by the rendering of large
language models used by artificial intelligence. It shows the historical attempts at machine
generation of music in Czechoslovakia in the 1960s by Antonin Sychra and Zdenék Fencl,
who used folk music as their material. Their methods are close to contemporary generative
systems that combine music analysis and algorithms. It shows how important were and
are the “gatekeepers” who decide what musical elements are preserved in the tradition. In
current Al models, these gatekeepers are private companies that hide the details of their
training material, calling into question their transparency and ethics.

Key words: artificial intelligence, folk music, transformations of folk tradition, technology
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THE NEXT GENERATION:
PEGGY AND MIKE SEEGER

David Livingstone

The Seeger family was a powerhouse of talent, musically and
beyond. Charles Seeger (1886—1979), their father, was a renowned
musicologist who held a number of prominent university positions.
His political convictions, obviously on the left, were also
instrumental in forming his children’s ideological worldviews. The
first wife of Seeger Sr., Pete Seeger’s mother Constance de Clyver
(1886-1975), was also a musician although not as accomplished
by far as his second wife Ruth Seeger (1901-1953) (mother to
Mike and Peggy), who also significantly contributed to the area
of enthnomusicology in cooperation with the pioneers of field
recordings John and Alan Lomax. Charles’ younger brother Alan
Seeger (1888-1916) was a poet who died in World War I, most
famous for his classic poem “I Have a Rendezvous with Death”.

Pete Seeger (1919-2014) was mostly known for performing
traditional songs and songs by contemporaries (Malvina Reynolds,
Tom Paxton, Woody Guthrie) as well as making new arrangements
of older material such as “We Shall Overcome”, an African-
American spiritual; “Turn, Turn, Turn” from the book of Eccle-
siastes in the Bible; “Where Have All the Flowers Gone” from
a Cossack song quoted in the Russian novel And Quiet Flows
the Don by Mikhail Sholokhov, and many more. Due to the age
gap, Pete was more of an uncle to his younger half-siblings and
apparently Ruth Seeger would have her children skip school when
their half-brother would visit as they would learn a lot more from
him than they would at school.

Mike Seeger (1933-2009) was the most musically gifted of
the siblings (at least according to Pete), playing the banjo, guitar,
violin, autoharp and a range of additional folk instruments. His
band The New Lost City Ramblers, which came to prominence in
the late 1950s, was a key group in the Folk Revival. He described
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his music with the labels old-time, early country, or hillbilly.
According to the critic Ross Altman: “... he played old-timey
‘non-violent banjo,’ to distinguish it from hi-powered bluegrass.”
(Altman 2024) Mike Seeger’s musical career actual began with
field recordings of older musicians, who often had not received
deserved recognition. In his own words, this was “music from
the true vine” (the title of Bill C. Malone’s biography of Mike
Seeger): in other words, the genuine tradition of American roots
music. He was justifiably proud of his field recordings as he felt
they not only helped listeners learn how to play traditional songs,
but also gave them a sense of tradition and history, preserving
many tunes for posterity. He also recorded renowned figures such
as Tommy Jarrell from North Carolina, the father of the Round
Peak clawhammer banjo style, and another influential banjo player,
Dock Boggs from Virginia. Malone discusses the importance of
Boggs for Seeger’s development: “This collection included an
artist and a recording that were destined to play crucial roles in
Mike Seeger’s awakening musical consciousness: Dock Boggs and
his starkly gripping version of the mountain murder ballad ‘Pretty
Polly’.” (Malone 2011: 20) He also recorded famous musicians
such as Ernest Stonemason, Grandpa Jones, and cooperated with
legends such as Doc Watson and Maybelle Carter. Last year [2023],
my Nameést colloquium contribution touched upon the remarkable
story of how Peggy Seeger as a young girl got lost in a department
store in Washington, DC and how Elizabeth Cotten found her and
brought her back to her mother. After accepting a job in their home,
Cotten was ‘discovered’ playing the guitar, once again by Peggy.
Mike eventually not only made the first recordings of Cotten, but
also became her manager and collaborator.

Seeger’s group The New Lost City Ramblers was formed in
the year 1958 and was made up of Mike Seeger, Tom Paley (later
replaced by Tracy Schwartz), and John Cohen (who incidentally
married yet another Seeger sister, Penny). They were greatly
inspired by the North Carolina hillbilly band Charlie Poole and
the North Carolina Ramblers, which experienced short-term fame
in the 1920s. They played a number of their songs, but in a much
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calmer and soberer tone. The New Lost City Ramblers were also
very different from popular ‘preppy’ bands of the day, like the
Kingston Trio, but were also not an ‘authentic’ southern band. In
the words of Seeger’s biographer, Bill Malone:

Again, the New Lost City Ramblers offered a unique fare
and were popular with many fans because of their attempts at
authenticity. Unlike the other musical acts that proliferated in
the revival, the Ramblers never described their music as ‘folk,’
since the term had become largely meaningless through its
widespread and careless usage. Nor did they often use the name
‘hillbilly” as a description for the songs and instrumental tunes
that they performed on recordings and in concerts. Instead, they
embraced the label ‘old-time’ or ‘old-timey’. (Malone 2011: 84)

Jan Sobotka, a long-time participant in our colloquium, had
some excellent insight into the band. This citation comes from an
article he wrote for the magazine Rock & Pop and was included in
the collection Jizda v protisméru (Going Against the Flow).

All three members were remarkable masters of technical
playing on all practical instruments which were considered
part of Old Time music. Their repertoire was mainly inspired
by recordings from between-the-wars from the Appalachian
region as well as from their own collecting activity in the
region. This was not, of course, the norm, by any means, at
that time. They would perform, however, their quite bizarre
songs for the public with poker faces and in period hick
clothing, with the result often being somewhat in the Cimrman
style,! this being something which had no parallel at this time
in the days of rock ‘n’ roll.” (Sobotka 2023: 101)?

I am personally not sure about the analogy with Cimrman, but
this is definitely food for thought and Sobotka correctly picks up on
their idiosyncratic look and style.

1. Jara Cimrman is the fictional centerpiece of a series of popular Czech plays written by
Ladislav Smoljak and Zden¢k Svérak.
2. The author’s translation from the Czech original.
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Mike Seeger later cooperated and recorded with the influential
vocalist and guitarist Hazel Dickens from West Virginia and with
the musician Alice Gerrard, originally from Washington state
(who was also married to Seeger). They played together under the
name Strange Creek Singers and released several albums. Dickens
had previously experienced difficulties as a woman gaining
recognition in the music industry and later acknowledged that Mike
greatly helped her career by recognizing and touting not only her
musical talent, but also her rural southern culture. Mike also played
and performed with his siblings (especially with Peggy).

Mike was not all that prolific a songwriter, but was mainly known
for interpreting other people’s work. One of his most characteristic
songs, “When First unto this Country”, originally recorded by the
legendary ethnomusicologist John Lomax in the 1920s, became
part of the repertoire of the Ramblers in the 1950s. Seeger played
the song up until his death and its lonely, subdued sound and text
reflected his personality and style extremely well. The first two
stanzas of this, his ‘signature song’, are presented below.

When first unto this country
A stranger I came,

I courted a fair maid

And Nancy was her name

I courted her for love,
Her love I didn’t obtain;
Do you think I’ve any reason
Or right to complain?
(Seeger, Mike 2016)

The song chronicles the struggles of an immigrant to the United
States, who not only fails in love, but is imprisoned and humiliated.
Both the style and the subject matter are typical examples of his
approach, demonstrating almost a complete lack of showmanship,
a definite modesty, almost self-effacing, and a dedication to the
song as opposed to himself as a performer. According to Altman:
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Mike Seeger wasn’t a show-off; he was the consummate
traditional singer and (multi)-instrumentalist who reduced the
music he performed to its essence, always in service of the
song or tune. (Altman 2024)

Seeger also influenced bands such as the Grateful Dead, the
Byrds, and many others; for example, Bob Dylan, who in his
autobiography Chronicles delivered the following poetic tribute:

He was extraordinary, gave me an eerie feeling. Mike was
unprecedented. He was like a duke, the knight errant. As for
being a folk musician, he was the supreme archetype. (Dylan
2004: 69)

Unable to compete with Seeger on his own turf, Dylan explains
his decision to pursue the writing of his own songs:

Before he was even born, this music had to be in his blood.
Nobody could just learn this stuff [...] maybe I’d have to
write my own folk songs, ones that Mike didn’t know. (Dylan
2004: 71)

Mike Seeger was, to resort to a cliché, a true musician’s musician.
Malone observes, “[e]verywhere, Mike was remembered for his
musical versatility, his generosity, his patience and willingness to
help anyone who sought his counsel on a musical question, and
his sense of humor” (Malone 2011: 169). Although, much less
of a household name than his brother Pete, he left an indelible
legacy behind him, leaving folk music much the richer through his
multifaceted musical endeavours.

Peggy Seeger (b. 1935) is still actively performing, writing
songs and making recordings. In 2017, she published a remarkable
autobiography, First Time Ever: A Memoir. She has written and
popularized hundreds of songs, with in all probability the most well-
known being her feminist anthem “I’m Gonna Be an Engineer”.

3. Karel Gott also recorded the song, translated by Zdenék Borovec as Uz vickrat vidél
jsem ja tu tvar, in 1973.
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Her marriage to the British folk singer and activist Ewan MacColl
(1915-1989) is recalled, amongst other things, by his song “The
First Time Ever I Saw Your Face”,® written by him in 1957 for her,
and made into a smash hit by Roberta Flack in 1972. Seeger and
MacColl collaborated on a number of projects and radio shows and
often her contribution was downplayed or unrecognized, something
which her husband MacColl acknowledged in his autobiography,
published soon after his death:

Peggy had taken part in every stage of the work, had collected
in the field, transcribed tapes, chosen actuality, planned
sequences, suggested subjects for songs, arranged the music
and directed its performance. It was grossly unfair that she
should be credited with only the arrangement. [...] Peggy
was definitely denied recognition as part creator of the radio-
ballads. Was it naiveté or was I just another male chauvinist?
I hope not, although it could have been that automatic attitude
to women that also made Peggy and I call our joint company
Ewan MacColl Ltd. (MacColl 2009: 326-27)

They were both deeply involved in left-wing politics and tried
with their music and work to write and perform folk music which
would address the needs and concerns of the industrial society of
the day.

I would like to examine three songs of hers from different
periods of her life in order to illustrate her style and textual content.
As mentioned, her most well-known song “I’m Gonna Be an
Engineer” from 1972 has become a feminist hymn. The song is
not autobiographical but chronicles the obstacles which women
traditionally face in the area of education, and which frequently
include stereotypes as to what kind of professions and specialized
knowledge a woman is able to handle:

When [ was a little girl | wished I was a boy

I tagged along behind the gang and wore my corduroys
Everybody said I only did it to annoy

But I was gonna be an engineer
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Mamma told me, Can’t you be a lady?
Your duty is to make me the mother of a pearl
Wait until you’re older, dear, and maybe
You’ll be glad that you’re a girl
(Seeger, Peggy 2015)

Although Peggy Seeger did not study engineering and certainly
did not hear messages of this sort from her own artistic mother, the
message rings loud and clear.

Dainty as a Dresden statue, gentle as a Jersey cow
Smooth as silk, gives creamy milk
Learn to coo, learn to moo
That’s what you do to be a lady, now
(Seeger, Peggy 2015)

The song chronicles the obstacles women used to face (and still
face in some countries) when obtaining an education. Women are
discouraged from pursuing the hard sciences and are pigeonholed into
secretarial work. Women are consequently expected to breed children
and sacrifice any ambition they used to have in order to support their
career-driven husbands. When women try to assert themselves, they
are often made to feel guilty by their husbands and family that they
are doing so at the expense of others. With the final verse, the would-
be engineer is resigned to being a wife and mother, while her husband
dedicates himself to self-realization through his work.

You owe it to the kids to be a lady
Dainty as a dishrag, faithful as a Chow
Stay at home, you got to mind the baby
Remember you’re a mother now!
(Seeger, Peggy 2015)

Although not necessarily all that radical from today’s perspective,
the song definitely ruffled feathers in the early 1970s and placed
Peggy Seeger at the forefront of a new generation of female folk
singers ready and willing to use their voice for the feminist cause.
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The song “Reclaim the Night” from the album Different Therefore
Equal (1979) is focused on the issue of rape and arguably predicts
the emergence of the MeToo movement. The song points out how
women are frequently blamed for provoking rape due to walking
alone at night or wearing provocative clothing.

If we choose to walk alone

For us there is no safety zone

If we’re attacked we bear the blame
They say that we began the game
And though you prove your injury
The judge may set the rapist free
Therefore the victim is to blame
Call it nature, but rape’s the name

Reclaim the night and win the day
We want the right that should be our own
A freedom women have seldom known
The right to live, the right to walk alone without fear
(Seeger, Peggy 2022)

The song is both courageous and forceful, mincing no words
about a topic which many people have preferred to keep silent
about. Jean R. Freedman comments on the song in her excellent
biography of Seeger: “ ‘Reclaim the Night’ has a haunting tune and
beautifully crafted lyrics; it is one of the first songs to treat rape as
a political problem.” (Freedman 2017: 15)

After MacColl’s death, Peggy Seeger eventually came out as
alesbian and began to draw attention to this often taboo subject in her
music. She openly spoke not only about this, but also about a range
of additional controversial themes both on her albums, in public
during performances, and in her earlier mentioned autobiography.
She has continued both recording and performing up to the present,
first with her siblings and consequently with her own sons. Her last
album The First Farewell (2021) contains the remarkable song “The
Invisible Woman”. The song is a challenging account of women in
advanced age. It begins with an obvious heart-felt and lived account
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of the way in which elderly women are expected to step aside and
assume a backseat role in society.

I can’t recall when it first happened

Don’t know how I became so unseen
When my tangible self was put on the shelf
These words on the label: ‘has-been’

Here comes the invisible woman
She’s been on the planet for years
You can’t make her out
But there’s never a doubt
The invisible woman is here
(Seeger, Peggy 2021)

The implication here, of course, is that men do not face the same
discrimination and are still granted not only agency in old age, but
are also accepted as sexual beings.

Why should I feel so much less than I am?
There is so much more of me now
Grey hair, whiskers, wrinkles and such
Dressing for comfort, longing for touch
It should be so simple
It feels like so much
To ask you to see me
(Seeger, Peggy 2021)

The protagonist in the song refuses to be marginalized and
invisible and instead celebrates her sexuality and beauty despite her
wrinkles and grey hair. Peggy Seeger has lived in the UK for more
than 60 years and remains a key figure in the English folk revival,
initially alongside her husband, later on her own, and currently in
cooperation with her two sons. Her songs touch on a number of
additional controversial themes, which concern women of all age
categories.
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While Pete Seeger encouraged and even coerced his audience
and listeners into singing along and participating, the younger
Seegers were different. Mike was more of a traditional performer,
displaying his virtuosity on various instruments and focused on
keeping alive traditional Old Time American music. He rarely used
his music as a political platform, in contrast to Pete and Peggy.
He was also an educator and ethnomusicologist who preserved
for posterity and popularized with his recordings and marketing
a number of important folk/country/bluegrass musicians. Musicians
like Nora Brown,* at the festival for the second time in 2024, are
following in the footsteps of Mike Seeger.

Brown and other female banjo players have Peggy Seeger to also
thank. Peggy Seeger was a prolific songwriter, with many of her
songs seminal for the feminist movement. She was a pioneer in
terms of introducing earlier marginalized or even taboo subjects
into folk music: sexism, sexual harassment, gender discrimination,
menstruation, LGBTQ issues, abortion, women ageing, etc. Peggy
Seeger was also instrumental (pun intended) in introducing the four-
string banjo to the UK and should be credited for her role in the
English Folk Music revival (along with her husband of course) and
arguably for her contribution to the genre of Skiffle music which the
Beatles and others started with.

4. Nora Brown played at the Namést’ Folk Holidays Festival for the second time in 2024.
In a personal conversation with the author, she related how she had performed alongside
Peggy Seeger just recently at the Cambridge Folk Festival. Seeger organized an all-
female banjo event and asked everyone involved to deliver a “banjo joke”.
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Summary

This article explores the legacy of Mike Seeger (1933-2009) and Peggy Seeger (b. 1935),
the lesser-known half-brother and half-sister of the legendary Pete Seeger (1919-2014).
Although greatly influenced and inspired by not only their generation-older brother, but
also by their musician and ethnomusicologist parents, both of them were pioneering figures
of their own. Mike Seeger was considered the most versatile musician in the family and
was one of the key popularizers of old-time and roots music, both with his influential band
The New Lost City Ramblers and also as a solo artist and educator. Peggy Seeger has not
only been an important songwriter, musician and social activist in her home country, but
was also a key figure, along with her British musician and folklorist husband Ewan MacColl
(1915-1989), in the English Folk Music Revival. She has also used her music and songs to
promote feminist and social justice causes.

Key words: Seeger family, folk music, old-time music, singer-songwriters
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CZECH BANJOISTS AND INTERNET MEMES: A NEW
GENERATION OF BLUEGRASS-RELATED COMICS

Lee Bidgood

This project began when I noticed posts to Facebook by Czech
bluegrass music makers that combined images with text and made
me laugh. I began collecting these posts to add to my ongoing
survey of Czech bluegrassers’ creation of and discourse on their
activities and community. I collected 25 posts between 2022 and
2024, categorized them using tools from current discourse on
internet memes, and analyzed their content thematically. [I have
used pseudonyms for the individual Facebook users in this written
version of this report due to privacy concerns.]

To learn about the internet meme phenomenon, I located
academic sources and also consulted the knowyourmeme.com
site, a layperson-oriented but extensive reference resource.
Current scholarship on participatory online culture often focuses
on globally circulated images and ideas, especially elements from
mass media—many of the posts I consider are much more local. In
addition, some posts seem to be “memes” and other are more in the
genre of “comics” per Harvey’s definition of comics as “pictorial
narratives or expositions in which words (often lettered into the
picture area within speech balloons) usually contribute to the
meaning of the pictures and vice versa” (Harvey 2001: 76), suggest
a connection to previous generations of Czech musicians who
created humorous visual culture as a part of their non-commercial
(or at least largely recreational) Americanist projects, and their
negotiation between global and local scenes as well as idealistic
and cynical views on society.! In the following paragraphs

1. I typically classify a one-panel visual/text unit as a cartoon (one that can be humorous,
satirical, etc.), and use the term “comics” for multi-panel, humorous narrative art/text
productions. The Czech producers and readers of the media I focused on here used the
term “comics” (and its Czech equivalent “komiks”) to refer to both cartoons and comics.
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I provide some background on internet memes, using images that
I collected as illustrative examples, and indicating some of the key
themes in my data sample.

Internet Memes

First, some context on the concept of a meme. Evolutionary
biologist Richard Dawkins coined the term “meme” in his 1976 book
The Selfish Gene to refer to units of culture that are analogous
to “genes”—as Dawkins states, “[w]e need a name for the new
replicator, a noun that conveys the idea of cultural transmission, or
a unit of imitation” (Dawkins 1989: 182). Internet meme scholar
Bradley Wiggins defines this unit as: “a remixed, iterated message
that can be rapidly diffused by members of participatory digital
culture for the purpose of satire, parody, critique, or other discursive
activity.” (Wiggins 2019: 11) For instance, creators of these meme
examples might be poking fun at the value of either memes or
Dawkins’ work—this ambiguity makes memes even more potent in
our networked and socially and politically polarized present.

Some images, like a well-circulated set of impossible guitar
chords (with fingers contorted over, or even sticking through, guitar
fretboards, on, around, and under strings, etc.) go “viral” on social
media—this one I found was circulating for at least a year before
a Czech mandolinist posted it on February 12, 2022, according
to the tracking site knowyourmeme.com.” Images like this one
illustrate impossible situations, and resonate with musicians as they
surmount challenges of technique, interpretation, etc. This theme of
difficulty and struggle was common in the posts I analyzed. (Fig. 1)

Meme specialists use the term “image macro” to describe
captioned images that are used to convey feelings or reactions in an
online community. The image macro is one of the most prevalent
and oldest forms of internet memes, dating to the mid-2000s3.

2. “YouTube tutorial video: hello guys! Today I’'m gonna show you some simple beginner
guitar chords!” Know Your Meme [online] [accessed July 27, 2024]. Available at:
<https://knowyourmeme.com/photos/2105273>.

3. “Image Macros.” Know Your Meme [online] [accessed July 27, 2024]. Available at:
<https://knowyourmeme.com/memes/image-macros>.
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Fig. 1. This image posted to Facebook in 2022 uses a set of impossible guitar chords to
comment on the difficulty of playing bluegrass music

The “macro” element reveals this label’s origins in the computer
nerd community*. (Fig. 2)

Among Czech bluegrassers different labels are recognized, for
example, those of instrument makers. Gibson guitars are often
more highly valued than those from the Epiphone firm—a feeling
that is reflected in a globally-circulated image macro posted by
a Czech musician on July 11, 2022 that compares an image of

4. “Image Macros.” Wikipedia [online] [accessed July 27, 2024]. Available at: <https://
en.wikipedia.org/wiki/Image macro>.
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Fig. 2. Re-posting this image macro internet meme allows the poster and their readers
to establish themselves within a cosmopolitan hierarchy of knowledge about the field of
musical instruments

actor Mel Gibson (labelled as such) with another actor with similar
appearance but much less robust physical characteristics with the
label “Mel Epiphone” that implies that this actor is “less than”
Gibson in a way that corresponds to the musical instrument hierarchy.
A Czech reposting of this image indicates that Czech bluegrassers’
connoisseurship of American-made musical instruments includes
a hierarchy parallel to the one that exists in the United States.
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One goal of posts that I analyzed was to establish the credibility of
the poster within the community, and within the sort of hierarchies
that divide community members. (Fig. 3)

Object labeling memes allow creators to position themselves
regarding hierarchies and other social frameworks through labelling
of existing images®. The “distracted boyfriend” is a common form
that dates to 2017. In my engagement with this phenomenon,
I created a meme that speaks to how distracted I was in my paper
writing by listening to music by this year’s performers at the
Folkové prazdniny festival®, and to show how easy it is to create
memes these days. “Exploitable” is the term for a meme template
like this which encourages customization such as modification or
addition of text or manipulating objects in the image.

My sample doesn’t include any remixes of the “Distracted
Boyfriend,” but I did collect a version of “The Rock Driving,”

5. “Object Labeling.” Know Your Meme [online] [accessed July 27, 2024]. Available at:
<https://knowyourmeme.com/memes/object-labeling>.

6. The colloquium at which I presented this paper is associated with this festival, with
arange of distracting international artists such as Iva Bittova, Pati na svéte, Kelly Hunt,
the Firelight Trio, and Barbora Xu.
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Fig. 4. This “exploitable”
allows Czech bluegrassers
to tell their own comic stories
using a framework taken
from global popular culture

an exploitable series of screen captures from the 2009 film Race
to Witch Mountain. The series starts with a frame in which the
driver asks the passenger a question, followed by a frame that
shows the passenger’s response, and then a frame in which the
driver shows surprise at this answer.” In his post of May 16, 2024,

7. “The Rock Driving.” Know Your Meme [online] [accessed July 27, 2024]. Available at:

<https://knowyourmeme.com/memes/the-rock-driving>.
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a Czech banjoist uses this framework to wish a fellow banjoist
“Happy Birthday” and engages in one of the moves that I observed
in many posts, playfully elevating a peer to celebrity status. The
driver’s leading comment is that he recently saw a Czech bluegrass
band’s performance. The passenger replies that the other day they
held the banjoist’s instrument, which sparks the driver’s astounded
reaction. The joke here is that the meme’s two characters compete
to establish their proximity to a Czech bluegrass musician who
otherwise doesn’t receive that sort of attention. (Fig. 4)

Eighteen of the 25 posts that I collected were from a single
musician, a mandolin player who has been an active part of the
Czech bluegrass scene with bands I have seen for years at festivals,
in clubs, and in the community discourse—to preserve anonymity
I refer to him here as “Pepa”. Many of these posts are directed at
a banjo player (whom I identify here as “Honza”) who is similarly
deeply involved with the community and is also a frequent performer
on the scene.

As 1 mentioned above, a common theme is the effort of
musicians—Honza is often shown struggling with challenges
common for Czech bluegrassers, such as singing in English. In
an image macro post from August 11, 2022, this banjoist sings
Czech-phoneticized English lyrics, with a playful mondegreen “I’ll
wear your underwear tonight” instead of “I wonder where you are
tonight” (from the eponymous song by Johnny Bond), a Czech-
localized version of a joke that I have also heard in the United
States. Here, Honza also receives the mock celebrity status at play
in the above-mentioned example of “The Rock Driving” meme,
with a similar joke of mock celebrity. (Fig. 5)

Another banjo player, part of a regionally-active bluegrass band,
created three of the posts in my sample, and in one from October
30, 2022 uses a historical photo of a woman playing the banjo
as the chassis for his meme of mock praise for Honza; an added
thought bubble contains the Czech text “Uz mi to zni skoro stejné
jako Honzovi,” which roughly means in English: “Now I almost
sound like Honza.” The focus on this person as an internet meme/
comic character—who appears as a banjo player—points to the
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Fig. 5. This homemade meme/comic adds a humorous text to an image, directing mock
praise at a certain musician in the Czech bluegrass community

legacy of comedy involving the banjo and banjo players that dates
to the 19th century blackface minstrel shows. These comedic and
dramaturgical tropes have been used by US string band musicians
ever since, and are not far distant from racial stereotypes, as they
mock and denigrate to some degree the musician who plays the
African-derived banjo—declaring them stupid, backwards, etc.
(Klein 2020: 92).

Race might be submerged here; closer to the surface we see
a mocking of Czech bluegrassers as ignorant or “small” while
the endeavor of bluegrass as a whole is seen as a noble struggle.
This dichotomy recalls anthropologist Ladislav Holy’s theorizing
of “the Little Czech” and the “Great Czech Nation,” in which
grand ideals of the society are in sharp contrast to the imperfect
individuals who comprise it (Holy 1996). This duality leads to
a discussion of larger historical and media contexts, and the cases
of two bluegrass-related artists who have worked in other media in
an earlier generation.
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Bluegrass and Comics

I first met with the musical work of Jan Vy¢cital (1942-2020),
that he made with the Greenhorns; he retexted songs into Czech
that reached Czechoslovak audiences of “tramp”, country, and folk
music in the 1970s such as “Oranzovy expres” (“Orange Blossom
Special”, “El Paso”, and “Zatracenej zivot” (“Before I Met You”—
as for the latter, the Literdrni noviny necrology explains, “to je ta
pisnicka, kde zpivate Jupi, certe!” (“that’s the song where you sing
Yippee, you devil!” Fencl 2020). Another obituary notes: “...he
studied promotional graphics at a secondary art school. He then
started working in the art department of Czechoslovak Television
and quickly established himself as a caricaturist and artist with
a characteristic style” (Kuchytiova 2020).% This particular style is
visible in Vy¢ital’s artwork on the Greenhorns’ record covers: in
his cartoonish drawings, features and gestures are exaggerated, and
mouths gape to shout in all-capitals.

Vycital’s caricatures and cartoons were also circulated as
standalone pieces. A common setting is the distinctive Czech
outdoor recreation of tramping. One particular piece brings the
outdoors into the boudoir; in this standalone image a man returns
home from his travels to find his wife in a revealing pose and the
boy heroes of the Rychlé Sipy (Swift Arrows) comic book gang
hiding in the bedroom wardrobe—a joke that hinges on readers’
familiarity with this series and its emphasis on wholesome youth.
These characters from a different comics “world” contrast visually
with their surroundings, as if they were added by collage.” The
visual allusion to the Rychlé Sipy’s sleek tidiness in this drawing
clashes with the rougher and more eccentrically abject outlines
of Vycital’s illustrated world. Vy¢ital seems to foreground the
grotesque and to push against what is acceptable, especially in male
behavior.

8. Translation by the author: “...vystudoval obor propagacni grafika na stfedni vytvarné
skole. Poté zaal pracovat ve vytvarném oddéleni Ceskoslovenské televize a rychle se
prosadil jako karikaturista a vytvarnik s typickym rukopisem.”

9. Image not included here due to copyright.
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The Rychlé sipy series, meanwhile, foregrounds ideals of male
behavior grounded in chivalry and propriety. This series was
authored by Jaroslav Foglar (1907-1999) and since its revival in the
1960s has been illustrated by Marko Cermék (b. 1940), a banjoist
and part of the Greenhorns/Zelenaci' phenomenon with Vy¢ital.
Cermak frames the world differently with his drawings: human
figures are realistic or hyper-realistically ideal in their smoothness.
This visual aesthetic supports the sublime themes that Jirasek
finds in the Rychlé Sipy series: “...physical activity and health,
a romantic landscape and dwelling in nature, the ethical aspects of
morality and goodness, [...] the importance of romance, adventure
and challenges.” (Jirasek 2020) While they are widely held and
idealized, some Americanist values and dreams held by Czech
bluegrassers often confront a discouraging realita (reality) — the
sublime and abject often mix with each other.

Discussion: Themes of Ownership

An internet meme—an exploitable of the kind that I used in
making my own meme—posted by the banjoist Honza on August
21, 2022, includes a remix of imagery from the 1999 film Toy
Story 2", and outlines a dream of playing bluegrass. The first panel
outlines an idealistic plan and an unrealistic expectation: The image
of Woody and Buzz accompanies the Czech text “Pojd’, koupime
si super nastroje a budem hrat bluegrass jako bohové” (“Come on,
we’ll buy super instruments and we’ll play bluegrass like gods™).
The second, labeled “Ocekavani” (“Expectation”) shows the
Lonesome River Band, a top contemporary US bluegrass group,
caught in live performance. The third, labeled “Realita” (“Reality”)
is not taken from a U.S. source—it shows a familiar scene in Czech

10. The English name of the band was used until censors forced the band to change to use
a Czech term. Elsewhere (Bidgood 2017: 35-36) I discuss the political significance of
the English language for bluegrass musicians and the censors who controlled official
discourse and performance — it is significant that bottom-up activity was less controlled
by the state than top-down professional activity, and English was likely more common
in informal, DIY culture that took place in private spheres.

11. “X, X Everywhere.” Know Your Meme [online] [accessed July 27, 2024]. Available at:
<https://knowyourmeme.com/memes/x-x-everywhere>.
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Fig. 6. This exploitable meme’s images, taken from a U.S. film, provides a playful frame
for delivering mock praise

bluegrass-related scenes: a group of older people, a mix of men and
women, wearing military attire and cowboy hats playing informally
in a relaxed—and to my eye—very Czech way. This image could be
labeled “country,” “folk” or “tramp,” all with Czech pronunciation
and with Central European contexts and histories. (Fig. 6)

This final image conveys a disappointing outcome for bluegrassers
like Honza: they seem to engage with the global bluegrass
phenomenon as a hierarchy, one in which they are upwardly mobile.
These comics show approaching the ideas of technique, style, and
atmosphere that they have internalized after immersing themselves
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in professionally produced bluegrass media from the United States.
This meme indicates that for these players, the quest towards an
idealized bluegrass necessitates distancing themselves musically
and socially from folk, country, and tramp scenes that are seen as
less instrumentally advanced, lacking a certain sort of authenticity,
or less cosmopolitan when compared with bluegrass.

This meme juxtaposes dream and reality in a different way than
artists of previous generations but shows that Czech bluegrassers
and the visual culture that they produce continue to grapple with
similar issues of value. The key banjoist might be expressing
a something like the “imposter syndrome”, acknowledging some
uncertainty that he can attain his goal of performing bluegrass
like his American ideals, as a Czech musician, an issue I discuss
elsewhere (Bidgood 2017: 69-98).

The importance of images (and instruments, techniques, etc.)
drawn from the United States are also part of the mix of values that
Czech bluegrassers negotiate through internet memes. Of course,
there is a larger context in which the United States features in the
global meme-scape. For example, in his study of internet memes
about Russia-Ukraine conflicts, Wiggins finds that mass media films
from the United States were common in memes supporting Ukraine,
as they are in other meme streams (Wiggins 2016: 460). In contrast,
my sample of Czech bluegrass memes, especially those by Pepa,
the mandolinist who composed most of the posts, are composed of
Czech-made media—the exceptions are included in this discussion:
the historical photo and the two ready-made exploitable that use
images from US commercial films. Most of the mandolinist’s posts,
in contrast, use (and transform) photos taken by musicians, or
by photographers who participate in the community as semi-or
nonprofessionals (analogous in many ways to other participants,
few of whom make their living from music making).

The amateur nature of all this cultural production doesn’t mean
there isn’t conflict about ownership, however. A community member
objected in comments on the mandolinist’s post of November 28,
2022, to his use (without acknowledgment) of a Prague-based
photographer’s work. In personal communication the mandolinist
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Fig. 7. “Pojd’ hrat s nami, rikali. Bude sranda, vikali.” (“Come play with us, they said.
1t will be fun, they said.”)

told me that this complaint discouraged him from making more
comics. He sent me an English version of the meme he posted on
July 24,2024, that seems to reflect a jaded perspective on bluegrass,
and perhaps also on social media interactions. An image of a banjoist
with a blank, tired, or angry facial expression is accompanied by
a text that expresses another dream of playing bluegrass (or perhaps
engaging in the banter and playful mockery of exchanging internet
memes). Perhaps the mandolinist was commenting on losing a bit
of the fun that they first made and found in the free play that this
medium afforded. (Fig. 7)

Per anthropologist James Clifford, this study is partial in terms
of my writing and engagement as an ethnomusicologist and
musician (see Bidgood 2017: xi). It is also partial in scope because
of my methodology, which depends on my own personal circle of
acquaintances as well as the mechanisms Facebook uses to connect
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me with Czech bluegrassers and the content they produce. A larger
continuation of this study could engage in a deeper way with Czech
bluegrassers to collect content from more participants in this kind
of online interaction and creativity and could undertake a broader
engagement with bluegrass or other musical circles in other locales
to compare the thematic threads that make up this sort of discourse
in other environments.

This is thus a study of small things: these posts, as niche
recreational content within the larger commercial sea of new
web media likely will not become viral and circulate globally.
Still, as a sample of community discourse, they can indicate how
today’s Czech bluegrassers continue a generational effort to create
their own musical and visual culture between smooth and rough
outlines, globalizing from the bottom-up, cultivating local practices
and global media that could provide future generations more
material for remixing (Bidgood — Ptibylova 2022).

Bibliography:

BIDGOOD, Lee. 2017. Czech Bluegrass: Notes from the Heart of Europe. University of
Illinois Press.

BIDGOOD, Lee — PRIBYLOVA, Irena. 2022. Bluegrass: Popular Folk Music Globalized
from the Bottom Up. In KRUGER, Simone (ed.). The Oxford Handbook of Global
Popular Music. Available at: <https://academic.oup.com/edited-volume/34725/chapter-
abstract/378225665>.

DAWKINS, Richard. 1989. The Selfish Gene. 2nd ed. Oxford University Press.

FENCL, Ivo. 2020. “Jan Vy¢ital zpival do posledniho dechu.” Literdrni noviny [online]
March 2 [accessed July 25, 2024]. Available at: <https://www.literarky.cz/kultura/921-
jan-vycital-zpival-do-posledniho-dechu>.

HARVEY, R. C. 2001. Comedy at the Juncture of Word and Image. In VARNUM, Robin
— GIBBONS, Christina (eds.). The Language of Comics: Word and Image. University
Press of Mississippi. 75-96.

HOLY, Ladislav. 1996. The Little Czech and the Great Czech Nation: National Identity and
the Post-Communist Social Transformation. Cambridge University Press.

JIRASEK, Ivo. 2021. Holistic Leisure Education through the Czech Rapid Arrows Comics.
Journal of Graphic Novels and Comics 12 (5): 750-764. https://doi.org/10.1080/2150
4857.2020.1773884.

KLEIN, Shana. 2020. The Fruits of Empire: Art, Food, and the Politics of Race in the Age
of American Expansion. Oakland: University of California Press.

112



KUCHYNOVA, Zdeiika. 2020. “Zemiel vytvarnik a spoluzakladatel skupiny Greenhorns
Jan Vy¢ital.” Radio Prague International [online] March 1 [accessed July 25, 2024].
Available at:  <https://cesky.radio.cz/zemrel-vytvarnik-a-spoluzakladatel-skupiny-
greenhorns-jan-vycital-8106688>.

WIGGINS, Bradley E. 2016. Crimea River: Directionality in Memes from the Russia-
Ukraine Conflict. International Journal of Communication 10: 1-34. Available at:
<https://www.researchgate.net/publication/283726356_Crimea River Directionality
in_Memes_from_the Russia-Ukraine_Conflict>.

WIGGINS, Bradley E. 2019. The Discursive Power of Memes in Digital Culture:
Ideology, Semiotics, and Intertextuality. New York: Routledge. https:/doi.
0rg/10.4324/9780429492303_

Electronic Sources:

“Image Macros.” Know Your Meme [online] [accessed July 27, 2024]. Available at: <https://
knowyourmeme.com/memes/image-macros> .

“Image Macros.” Wikipedia [online] [accessed July 27, 2024]. Available at: <https:/
en.wikipedia.org/wiki/Image_macro>.

“Object Labeling.” Know Your Meme [online] [accessed July 27, 2024]. Available at: <https:/
knowyourmeme.com/memes/object-labeling>.

“The Rock Driving.” Know Your Meme [online] [accessed July 27, 2024]. Available at: <https:/
knowyourmeme.com/memes/the-rock-driving>.

“X, X Everywhere.” Know Your Meme [online] [accessed July 27, 2024]. Available at: <https:/
knowyourmeme.com/memes/x-x-everywhere>.

“YouTube tutorial video: hello guys! Today I’'m gonna show you some simple beginner
guitar chords!” Know Your Meme [online] [accessed July 27, 2024]. Available at: <https://
knowyourmeme.com/photos/2105273>.

Summary

For Czech bluegrass-related music makers there are generations of visual artists who have
linked ideas of Americanism and music with various print media that could be considered
“comics.” Marko Cermék’s illustrations for the Rychlé &ipy comics series (1938-1989,
authored by Jaroslav Foglar) connect Cermak’s musical work—as a significant banjo
player in Czech string band music history—with one of the most popular comics in Czech
history. The illustrations that Jan Vy¢ital added to his musical work with the Greenhorns
further link humorous graphics, text, and music. The current generation of Czech string
band music makers are finding new ways to make these connections, for example via social
media. In light of text-oriented definition of comics, I consider Facebook photo-posts
shared by a circle of bluegrass musicians as comics, and consider how they continue and
depart from established Czech traditions of bluegrass-related comics—especially attending
to graphic-text relations that suggest connections with the abject and the sublime, linkages
that tie into Americanist and commercial projects, to personal livelihood and community
flourishing.

Key words: Czech bluegrass music, internet memes, comics, humor, social media
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WHAT SHALL WE DO
WITH “THE DRUNKEN SAILOR?”:
SEA SHANTIES THROUGH THE GENERATIONS

Matthew Sweney

I come from a land by the sea. I should have my repertoire of sea
shanties, but I do not. These days, others, especially landlubbing
TikTokkers, know them far better than 1. The #seashantytiktok
channel, started in 2021, has nearly half a billion views. In recent
years, sea shanties have become an international phenomenon:
partly due to the speed of social media, and partly due of course to
the songs themselves — a type of folk song that should be dead and
buried, but like corpses in the ocean, or the zombie sailors of Pirates
of the Caribbean movies, they just keep coming back, generation
after generation. Fad? Nostalgia? Retro? Significantly, every
generation seems to rediscover them. And more to the point for our
purposes — folk song collectors have been zealous to preserve them
since the late 19th century in print and on recordings — sea chanties
were some of the earliest songs recorded and exist on wax cylinders
from ca 1900.!

They are not without their literature. Since steam-powered ships
powerful enough to cross the Atlantic were already in operation in
the 1840s, one way to read Herman Melville’s Moby Dick (1851)
is to see it as the work of cataloguing anthropologist, describing
whaling on a sail-powered ship as a specific practice in a particular
time and place which he knows will soon cease to exist — interesting
for many reasons, not the least of which is its multi-national, multi-
racial crew. Melville includes several sea shanties in the book.

1. The Australian-born composer and folklorist Percy Grainger (1882-1961) collected
shanties in the early 1900s as a young man and also recorded them on wax cylinders,
housed at the Vaughan Williams Memorial Library of the English Folk Dance and
Song Society (EFDSS) in London. For more information, see <https://www.efdss.org/
learning/resources/a-z/4968-sea-songs-and-shanties-for-tall-ships>.
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Musicologists were soon to take note. The first academic
publication on sea shanties was “Sailor Songs” by William
Livingston Alden in Harper's Magazine, 1882. Alden’s article
begins, “The sailor is not yet as totally extinct” (Alden 1882:
281),% but he describes sailor songs as something on the brink
of extinction: “The shanty-man [...] has left no successors. [...]
Singing and steam are irreconcilable.” (Ibid.) Remember, Alden
is writing in the time of the mass extermination of the passenger
pigeon, the American bison, and the American Indian.

What is a sea shanty? Sea shanties (or “chanties”) are sailors’
work songs, sung to keep a working rhythm and enthusiasm in the
days before steam power, when sailors had to work as a team when
rope-pulling to set large sails and to weigh or hoist anchor.

The two types of activities have different rhythms, hence
“pulling songs and windlass songs” (Alden 1882: 282). Hoisting
a sail — pulling — requires the “heave-HO!” rhythm known from
“What Shall We Do with a Drunken Sailor”: literally, “heave-HO!”
and “up she rises” — the “she” referring to the sail, not a male
sailor — although there is a bit of wordplay here, as raising a heavy
sail is about as much fun as raising a heavy, drunken sailor from
the deck or bar floor. The “pulls” were originally articulated by
shouts — the “Ho!” (something like the Hana “juch!”) — giving
them part of their special character. According to J. H. Brunvand,
these songs are still used by circus workers when hoisting their
tents (Brunvand 1968: 230).

The second rhythm is the steady rhythm of walking around in
a circle to wind or unwind the windlass (capstan) upon which the
anchor chain is wound. Richard Henry Dana’s Tivo Years Before the
Mast (1840) describes these thus:

The sailors’ songs for capstans and falls are of a peculiar kind,
having a chorus at the end of each line. The burden is usually

2. Alden’s article also includes notation for 18 songs. Alden (1837-1908) was one of
the leading (white) proponents for canoeing in the USA, and was also the author of a
children’s book titled The Moral Pirates (1881) — exactly what children do not want to
read about.
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sung, by one alone, and, at the chorus, all hands join in,—and
the louder the noise, the better. [...] A song is as necessary to
sailors as the drum and fife to a soldier. They can’t pull in time,
or pull with a will, without it (quoted in Roud 2017: 484%).

Sea shanties were originally sung without accompaniment. As
folksinger and folk song collector Sandy Ives wrote in the liner
notes to his album Folk Songs of Maine (1959):

A few notes on the manner of singing. With one exception, all
the songs | have found were sung un-accompanied. Further,
I have had singers insist that this is the way they were meant to
be sung, and old singers are sometimes made uncomfortable
by hearing the songs sung to any accompaniment.

The rhythm is what is called rubato parlando, the singer
moving faster or slower as the words seem to demand, holding
anote unexpectedly, “hitching,” and using grace notes aplenty.
The delivery is generally described as “flat” and “undramatic”,
and these words are adequate as far as they go in indicating that
no obvious dramatics or dynamics are used. Yet I often wish
for some other words, because to hear some of these singers is
to gain a new concept of dynamics and a new understanding of
the dramatic. A good singer (not every singer by any means)
has a feeling for the rise and fall of his story, and he builds up
to the climax and moves away from it in a way that I find very
exciting, even though I can neither explain nor duplicate it.
(Ives 1959)

Although simple songs, sea shanties have fascinated musicologists
for over 150 years. While rowing songs must have been used since
time immemorial, sea shanties differ slightly (see Roud 2017:
482-483). They are more akin to African-American work songs,
used by slaves to work in unison and pass the time when doing
hard, drudging labor. This fact is referred to constantly in the
first academic article on sea shanties, “Sailor Songs” by William

3. Available online at: <https://gutenberg.org/cache/epub/2055/pg2055-images.html>.
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Livingston Alden (1882).* Unlike African-American spirituals
however, their nature is not sacral, but rather profane. Let me allow
musicologist Sir Richard Runciman Terry,’ to explain:

Method of Singing

So far as the music was concerned, a shanty was a song
with a chorus. The song was rendered by one singer, called
the shantyman, and the chorus by the sailors who performed
their work in time with the music. So far as the words were
concerned there was usually a stereotyped opening of one
or more verses. For all succeeding verses the shantyman
improvized words, and his topics were many and varied, the
most appreciated naturally being personal allusions to the
crew and officers, sarcastic criticism on the quality of the
food, wistful references to the good time coming on shore, etc.
There was no need for any connection or relevancy between
one verse or another, nor were rhymes required.

4. Steve Roud (2017: 483) also quotes a source (Robert Hay) from Jamaica in 1811
describing Black dockworkers singing at a capstan which Roud describes as “closer to
our notion of a shanty”. My thanks to Irena Pfibylova for directing my attention to this.
Paul A. Gilje, in his book To Swear Like a Sailor: Maritime Culture in America, 1750—
1850 (Cambridge UP, 2016), writes: “In all probability Anglo-American merchant
seamen had borrowed from free and enslaved black work songs before 1815. The years
between the American Revolution and 1815 may well have been a gestation period as
thousands of newly freed African Americans joined the merchant marine of both the
United States and Great Britain, bringing with them their tradition of work songs that
seemed to explode onto the Anglo-American maritime scene in the decades after the
War of 1812.” (Gilje 2016) He cites the following as his sources: Roger D. Abrahams,
Deep the Water, Shallow the Shore; Three Essays on Shantying in the West Indies
(Austin: University of Texas Press, 1974); W. Jeffrey Bolster, Black Jacks: African
American Seamen in the Age of Sail (Cambridge, MA: Harvard University Press, 1997);
and David S. Cecelski, The Waterman's Song: Slavery and Freedom in Maritime North
Carolina (Chapel Hill: University of North Carolina Press, 2001).

5. Composer Richard Runciman Terry (1864—1938) was a contemporary of the Irish poet
William Butler Yeats and like Yeats, his explorations of the past led him to reviving old
forms and in the process similarly becoming a Modernist. Terry revived Tudor liturgical
music, which then again became part of the church canon in England. But church music
was not his only passion; in addition to his excellent two-volume The Shanty Book (1921),
of particular note for Terry’s lengthy commentaries on songs’ histories and traditions of
singing, he was also the author of Voodooism in Music and Other Essays (1934).

117



The main thing that mattered was that the rhythm should
be preserved and that the words should be such as would
keep the workers merry or interested. Once the stereotyped
verses were got rid of and the improvization began, things
became so intimate and personal as to be unprintable. It was
a curious fact that such shanty words as lent themselves most
to impropriety were wedded to tunes either of fine virility or
haunting sweetness.

For ‘pull-and-haul’ shanties the shantyman took up his position
near the workers and announced the shanty, sometimes by
singing the first line. This established the tune to which they
were to supply the chorus. For capstan shanties he usually
did the same. He frequently sat on the capstan, but so far as
I can learn he more usually took up his position on or against
the knightheads. The importance of the shantyman could not
be overestimated. A good shantyman with a pretty wit was
worth his weight in gold. He was a privileged person, and was
excused all work save light or odd jobs. (Terry 1921: x)

Those days are long gone, but sea shanties have not run out of their
own steam. I myself became aware of sea shanties not because I come
from Maine (an American state on the Atlantic famed for seafaring —
there is a sailor on our flag) but because of film and television media
when [ was growing up in the 1960s and 1970s: the most popular
afternoon television show in my youth was Gilligan s Island (1964—
7, although it ran in syndication for decades), the theme song of
which is sung like a sea shanty.® That was a century after the steam-
powered ships replaced the whalers. And I am not alone: at the same
time, on a different continent, far from the sea, Waldemar Matuska
had a hit with a pop version of “What Shall We Do with a Drunken
Sailor?” in Czechoslovakia: “Cert vi (kdy kotvy zvednem)”.” Due to

6. “The Ballad of Gilligan’s Isle”, lyrics by Sherwood Schwartz, music by George Wyle,
1966. See “The Ballad of Gilligan’s Isle.” YouTube [online] [accessed July 6,2024]. Available
from: <https://www.youtube.com/watch?v=epl77NyoS1o>. According to the website
Fandom, this ballad is “considered the most famous and most recognized TV theme song in
television history” (https:/gilligan.fandom.com/wiki/The_Ballad_of Gilligan%27s_Isle).
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the international make-up of ship crews, sea shanties were always an
international phenomenon — they have since gone global.

Recently they have gone from global to viral: during the Covid
epidemic, a TikTok performance of “The Wellerman” by Scottish
postman Nathan Evans (b. 1994) also went viral on YouTube
(currently around 400 million views), making him rich enough to
quit his day job. It has spawned countless “singalong” mash-ups
on TikTok (a tiktoxification called “ShantyTok’) and other social
media, making sea shanties a bona fide “trend”.® David Livingstone,
one of the contributors to this book, has written ingeniously that
Covid lockdown and the life of a sailor are on par, so that sea
shanties as a “viral” sensation are a natural fit for a viral pandemic
(see Livingstone 2023).

Before Covid, sea shanties made a resurgence through the
Pirates of the Caribbean film series (2003—2017. Johnny Depp,
the star of the series, a musician himself, co-produced with Hal
Wilner two albums of them: Rogue’s Gallery: Pirate Ballads, Sea
Songs and Chanteys (2006) — a double-CD of 43 sea shanties,
sung by performers such as Sting, Nick Cave, Lou Reed, and Patti
Smith — followed by another double-CD, Son of Rogues Gallery
(2013), with 36 more contemporary interpretations. The Pirates of
the Caribbean films are based on the animatronic ride of the same
name at Disneyland, featuring a sea shanty, which opened in 1967.

In the 1970s and 1980s, sea shanties were adopted by the punk
movement (such as the Sex Pistols, see below). They formed the
inspiration for the English-Irish band The Pogues’ best album,
Rum Sodomy & the Lash (1985) containing actual sea shanties and
other songs in the vein of sea shanties, including Ewan MacColl’s
“Dirty Old Town”.

7. Waldemar Matugka, “Cert vi (kdy kotvy zvednem)”. 1970. YouTube [online] [accessed July
6, 2024]. <https://www.youtube.com/watch?v=fYmec-t9¢Bc>. Highly recommended.

8. Nathan Evans, “Wellerman (Sea Shanty)”, 2021. Available from: <https:/www.
youtube.com/watch?v=qP-7GNoDJ5¢c> [accessed July 6, 2024]. To hear a “pure”
version, I recommend the Maine folk song collector and writer Gordon Bok’s “Soon
May the Wellerman Come” (1990, with Ann Mayer Muir and Ed Trickett). Available
from: <https://www.youtube.com/watch?v=6U-VKN_GTmc> [accessed July 6, 2024].
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Sea shanties have never been out of style, as witness Capt. Allen
Swift singing Popeye s Favorite Sea Shanties (RCA Victor, 1959)°.
Also in the 1950s, the Warner Brothers’ film Moby Dick (1956) was
released, featuring a sea shanty performed by the English folksinger
and folk song collector A. L. “Bert” Lloyd, who often sang and
recorded with MacColl.

In the 1940s, Alan Lomax wrote the liner notes and produced
an early LP album of sea shanties by the Almanac Singers (Pete
Seeger, Woody Guthrie, Millard Lampell, Lee Hayes), called Deep
Sea Chanteys and Whaling Ballads (Commodore Records 1941 —
what else would you buy for your new hi-fi?). There are myriad
78 RPM recordings of sea shanties from the 1920s, and not only
in English, as witness the Swedish disc “Pa Livets Ocean / Vind
For Vag” by Winters Dansorkester (His Master’s Voice, X 2665,

9. Capt. Allen Swift, Popeye’s Favorite Sea Shanties (RCA Victor LBY-1018, 1959).
Available from: <https://www.youtube.com/watch?v=m6n0HnKEL20&list=PLxGOrR
Xwi00mslp5awm8is-zwStR0j6 Vy> [accessed July 6, 2024].
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Sung by PETE SEEGER - WOODY GUTHRIE « PETER HAWES - MILLARD LAMPELL

With-Five String Banjore G And Harmonic

Notes by ALAN LOMAX

N N

commodore records

1928).1° As mentioned, sea shanties have been recorded since the

dawn of recording equipment.
The genre is also replete with song books/anthologies. I can

recommend the following (chronologically):

— Davis & Tozer’s Sailor Songs or ‘Chanties’, 1887,

— Richard Runciman Terry. The Shanty Book. Parts 1 and 2 — Sailor
Shanties, 1921,

— W. B. Whall, Sea Songs and Shanties, 1927,

— W. M. Doerflinger, Shantymen and Shantyboys, 1951,

and last but certainly not least,

— Stan Hugill’s monumental Shanties from the Seven Seas, 1961
(640 pages).

A good online overview of musicologists’ texts about sea shanties
and musical notations of sea shanties is also available at the website
Traditional Sea Shanties (traditionalshanties.com).

10. Found on a sample list of 1920s sea shanty recordings at Discogs [online] [accessed July 6,
2024]. Available from: <https:/www.discogs.com/search/?style_exact=Sea+Shanties&-
decade=1920>.
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For some on-line examples of shanties collected by musicologists
(these come from Stephen Winick’s excellent overview for the US
Library of Congress, “A Deep Dive Into Sea Shanties”),'! listen to:
— “Hanging Johnny”, sung by Capt. Leighton Robinson et al., 1931.

Recorded by Sidney Robertson Cowell in Belvedere, California,'?
— “Greenland Whale Fishery”, sung by Asel N. Trueblood, 1938

(who said he heard it in 1888). Recorded by Alan Lomax in

Charles, MI and Mackinac County, MI, USA,"

— “Pay Me My Money Down”, sung by the Georgia Sea Island

Singers, 1959. Recorded by Alan Lomax in Saint Simons, Glynn

County, Georgia, USA.!

11. See Winick 2021.

12. Listen here: <https://www.loc.gov/item/2017701734/>.

13. Listen here: <https://www.loc.gov/item/afc1939007 afs02325a>.

14. Listen here: <https://archive.culturalequity.org/field-work/southern-us-1959-and-1960/
st-simons-island-i-1059/pay-me-my-money-down>. Later a live favorite of Pete
Seeger’s and Bruce Springsteen’s.
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There is another area of authentic sea shanties mentioned by R.
R. Terry which has not received much critical attention: bawdy
songs, likely because the lyrics are “unprintable” (Roud 2017: 479).
Interestingly, Alden in his pioneering essay also makes a point of
mentioning them:

It can not be gathered from the insufficient data at our command
whether or not the act of “hiloing” was commendable in
a sailor, but from the frequency with which the fair sex was
exhorted in song to “hilo”, it is evident that it was held to be
a peculiarly graceful act when executed by a young girl.
(Alden 1882: 285)

Sailors will be sailors. In spite of (or  would argue, rather, because
of) the fact that the lyrics are unprintable, the oral folk tradition has
preserved at least the celebrated bawdy sea shanty cycle (in limerick
form!) known as the “Good Ship Venus”. It revels in nauseous
descriptions of various grotesque sex acts and their repercussions,
in rhythm and rhyme.'* An abbreviated version of this song cycle
was also used for the animated opening title sequence of the Sex
Pistols’ film The Great Rock ‘n’Roll Swindle (1980).'° A ship has its
rules: apparently, sea shanties were the one medium where sailors
were allowed to vent abuse not only upon fellow members of the
crew, but also the ship’s officers, and the officers were not allowed
to take offence (Roud 2017: 478). Additionally (according to Roud),
lewd songs were not allowed to be sung when passengers were on
board (ibid.: 479).

Despite musicologists’ claims, sea shanties are very much
alive. This is not music for the quarantined, but just the opposite:
people are coming out in droves, enough to populate an ocean
full of whalers. Sea shanty festivals have been running non-stop

15. So obscene, even by 2024 standards, you will have to find it for yourself.

16. Sex Pistols, “Friggin’ in the Riggin’”, The Great Rock ‘n’ Swindle (1980, film written
and directed by Julien Temple). Lead vocal by Steve Jones. Available from: <https://
www.youtube.com/watch?v=Dh_i7nZT Qs> [accessed July 6, 2024]. According to
Wikipedia, it was the Sex Pistols’ biggest-selling single (https://en.wikipedia.org/wiki/
Good_Ship_Venus).
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for generations and are massively popular. The annual Falmouth
International Sea Shanty festival (UK), for example, boasts upwards
of 65,000 visitors, and it had these numbers before the TikTok craze
(Smith 2019).

The list of maritime musical festivals on Wikipedia is surprising-
ly long and self-admittingly “incomplete”, listing festivals rimming
the Atlantic in North America and Europe. However, the longest-
running festival (since 1981) is in the land-locked town of Krakdow,
Poland — the “Shanties” festival.'” To get an idea of the popularity
and the passion of these festivals — the “vibe” —look at a clip from
the much smaller Portsmouth Maritime Folk Festival (NH, USA)
from 2010. There ordinary people — non-performers —are singing
in the town’s streets and even imitating the movements sailors
would use to haul ropes.!®

In terms of professional and semi-professional bands, there is an
amazing repository of contemporary shanty music on the French-
Canadian website Bordel de Mer by Jean-Francois Blais (2006—
2020; bordeldemer.com) — archiving an incredible 304 hour-long
podcasts over fifteen years. I counted: 233 bands/performers are
represented here, from France (138), UK (25), Canada (18), the
Netherlands (17), USA (15), Poland (8), Belgium (4), Norway (2),
Australia (2), and Ireland, Italy, Spain, and Germany (1).

Why the popularity? Partly these locales’ maritime heritage,
partly nostalgia and reverence for the past, but mostly, people like
to sing. You don’t have to be a fine solo singer to sing a sea shanty;
these are group songs, everyone sings along, usually in a limited
range and a minor key with an easily remembered chorus.

The sail-powered whaling ships are gone, TikTok fads come and
go, but — as this author can attest, after having been woken at up in
the Namést’ nad Oslavou Folkové prazdniny campsite at 3 am by

17. See “List of maritime music festivals.” Wikipedia [online] [accessed July 10, 2024].
Available from: <https://en.wikipedia.org/wiki/List_of maritime music festivals>.
18. “David Coffin Market Square.mp4”. YouTube [online] 2010 [accessed July 6, 2024].

Available from: <https://www.youtube.com/watch?v=FM{ZWfpusVk>.
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rousing choruses of “Jasny jak facka” (As Clear as a Slap in the
Face) and “Hej! Kapitane!” — sea shanties are here to stay.
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Summary

Sea shanties are sailors” work songs, sung to keep a working rhythm and enthusiasm in
the days before steam power, when sailors had to work as a team when rope-pulling to set
large sails and to weigh or hoist anchor. Those days are long gone, ending roughly in the
1870s. But sea shanties are alive and well: Nathan Evans’ version of the “Wellerman” has
nearly half a billion views on YouTube. Nor is their popularity limited to a social media
fad — annual sea shanty festivals attract tens of thousands of visitors, and the “Bordel de
Mer” sea shanty website features more than 200 contemporary bands singing sea shanties.
Punk bands such as the Sex Pistols and the Pogues included them in their repertoires. Fad?
Nostalgia? Retro? Significantly, every generation seems to rediscover them. And more to
the point for our purposes — folk song collectors have been zealous to preserve them since
the late 19th century in print and on recordings — sea shanties were some of the earliest
songs recorded, and exist on wax cylinders from ca 1900.

Key words: sea shanties, bawdy songs, Two Years Before the Mast, Melville, Good Ship Venus
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ZAKARIA IBRAHIM A PRIBEH TAJEMNEHO
XYLOFONU RANGO

Jirt Moravcik

Egyptskému muzikologovi, impresariovi, filmafi a manazérovi
Zakariovi Ibrahimovi' se pfezdivalo Pyramida egyptské hudby.
Nez v letosnim roce ve svych dvaasedmdesati letech zemfel,
cely zivot zviditelnoval a zachranoval tradi¢ni hudbu z Horniho
Egypta, kterd pod naporem civilizace a kvili nezajmu egyptské
spolecnosti a nabozenskym predsudklim postupné mizela ze svéta.
V Kahite zalozil a vedl hudebni centrum El Mastaba?, na jehoz
pudé vzal manazersky pod sva kiidla mnoho hudebnich skupin.
Nekolik z nich mezinarodné proslavil a pfivezl na vyznamné
evropské festivaly a veletrh world music WOMEX. Zachrana staré
tradi¢ni hudby ustupujici globalizaci a popmusic se u Ibrahima
nevylucovala s politickym aktivismem, a pokud bylo tfeba,
postavil se se skupinou El Tanbura béhem tzv. arabského jara
v roce 2011 na barikady a svou hudbou mnoho dnti udrzovali tisice
demonstrantli na kahirském nameésti Tahrir v revolucni euforii.
A kdyz na to piislo, zb&silymi rytmy a perkusemi doprovazeli
mladé bojové rapery (LeVine 2011).

Meél jsem nekolikrat moznost se s nim osobn¢ setkat ¢i mluvit
v letech 2011-2024 na koncertech tii zasadnich hudebnich skupin,
které zastupoval: Mazaheru, vénujiciho se ritualnimu 1é¢ivému
obfadu zar’, El Tanbury, hrajici protestni a hospodské pisné

1. Zakaria Ibrahim (1952-2024) — muzikolog, hudebni manazer a zakladatel centra El
Mastaba. Srov. ,,Zakaria Ibrahim.“ El Mastaba Center for Egyptian Folk Music [online]
[cit 18. 9. 2024]. Dostupné z: <https://www.el-mastaba.org/zakaria-ibrahim.html>.

2. Centrum pro tradi¢ni egyptskou hudbu vzniklo v roce 2000. Sidli v Kahife, spravuje
Skoly pro mladez a obsahly archiv. Pofada pravidelné koncerty a prednasky. Manazersky
zastituje jedenact hudebnich skupin. Srov. El Mastaba Center for Egyptian Folk Music
[online] [cit. 18. 9. 2024]. Dostupné z: <https://www.el-mastaba.org/>.

3. Lécivy ritudl zar je smési afrického animismu a sufijského mysticismu a zcela se odliSuje
od zbytku egyptskych hudebnich tradic. Kompletné ho fidi zena (sheika), muzi v ném
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Zacharia Ibrahim a El Tambura.
Zdroj: https://rachot.cz/wp-content/uploads/2024/03/El-Tanbura-3.jpg

z pristavu Port Said, a Ranga, spojeného se svatebni hudbou, jejiz
rytmicky zvuk do 60. let minulého stoleti podobné jako u obiadu
uré¢oval xylofon rango, kterému se chci v nasledujicim textu vénovat
coby prikladu pravdépodobné navzdy zmizelé hudebni tradice.

Nevymiraji pouze zvifata, rostliny, jazyky a narody, s postupujici
civilizaci dochazi také k zaniku nékterych druhti hudebniho uménti,
kdyz zemte posledni ¢lovek, ktery ho ovlada a znalosti neni komu
predat. A jsou tu také hudebni nastroje, na které se z néjakého
divodu prestane hrat. A i kdyz je po ¢ase n¢kdo najde a znovu
zacnou pouzivat, nebo podle dochovanych plankt a fotografii vyrobi
jejich repliky, v pfipad¢, ze uz neziji hraci, kteti je dokazou rozeznit
puvodnim jedineénym, ¢asto osobné specifickym zptsobem, nebo
neexistuje zadny audio zaznam jejich hry, stojime pred zasadnim
problémem. Ze zkratka nastroj je jedna véc, uméni ovladat ho tak,
jak bylo dfive zvykem, véc druhd. I kdyz se na ného nékdo nauci
hrat, ptijde uz o uplné jinou hudbu, a ta stara, spojena se specifickym
hra¢skym uménim, nendvratné zanikne.

vystupuji pouze jako hudebnici. Sheika urcuje druhy rytmi, identifikujici Skodlivého
ducha zptsobujiciho zenam deprese a socialni tizkost, a se skupinou ho nasledné
pacifikuje. Zar se praktikuje jak v soukromi, tak vetejné, kdy se do n¢ho muze zapojit
jakakoliv zena. ,,Ancient tradition of exorcism, healing, music: Egypt’s ‘zar’ ritual.” Daily
Sabah [online] 10. 5. 2022 [cit 18. 9. 2024]. Dostupné z: <https://www.dailysabah.com/
life/religion/ancient-tradition-of-exorcism-healing-music-egypts-zar-ritual>.
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Nastroje mizi ze svéta z riznych divodu: kvili nepraktickym
rozmérim, slozitému ladéni, nemodernosti, vymieni vyrobcu,
nedostupnosti vhodnych materialli nebo zménam ve spolecnosti
spojenych s ostrakizaci hudby, se kterou jsou spojeny, nebo postoji
cirkve a viibec ndbozenskych instituci. Vedle toho je tu také
moznost, ze i konkrétni hudba prosla urcitym vyvojem a ziskala
novy instrumentalni doprovod, v jehoz ramci uz konkrétni nastroj
ziskal jinou roli, nebo z ného byl Gplné vyloucen.

KdyZ v roce 2023 na festivalu Folkové prazdniny v Namésti
nad Oslavou vystoupila vel§ska skupina VRi, jeji houslista Aneirin
Jones pripomnél, jak tézce vel$skou lidovou hudbu poznamenal
nastup metodistického hnuti v 18. stoleti. DosSlo k preruseni
generacni transmise a jeji vyvojovy proces v této oblasti se tplné
zastavil. Dnes je proto slozité najit lidovou hudbu z tohoto obdobi
nedotéenou metodistickymi destruktivnimi praktikami. ,,Hudebni
tradice neni jen o ndapévech a notovych zapisech. Z generace na
generaci se prostiednictvim ustni tradice predavaji také zpiisoby
a styly hrani. Mame k dispozici staré hudebni sborniky s notami,
ale lidovy jazyk hrani a jeho regionadlni prizvuky z nich nevycteme,
takze je musime odhadovat,” vysvétlil Jones v rozhovoru pro
magazin Harmonie (Moravcik 2023).

Jako nehudebnikovi a publicistovi mné dlouho nedochazelo,
jak nenahraditelné a historicky cenné je hrac¢ské umeéni spojené
s konkrétnim nastrojem. Pak jsem v roce 2011 na festivalu world
music v némeckém Rudolstadtu mél moznost slySet jeden ze dvou
zbyvajicich exemplarii egyptského dievéného xylofonu rango
rozeznély Hassanem Bergamonem®, poslednim zijicim hracem
na tento hudebni instrument. Znélo to zprvu jako reklamni trik
k upoutani pozornosti, ke vSemu dopInény zminkami o ¢erné magii.
Podobnymi pfib¢hy zapadni publikum zasobuji umélci z Afriky
ajinych vzdalenych zemi dost asto, nicméné¢ — at’ uz pravdive, nebo
vymyslené — legendy k jejich hudb¢ tak néjak ale patii. Jenomze
tady néco nesedélo. Pod podiem totiz stal Zakaria Ibrahim, o kterém

4. Hassan Bergamon (1949-2022) — egyptsky hra¢ na xylofon rango a lyru tanbura
z mésta Ismailija. Vystupoval se skupinami Rango a Mazaher (Hiller 2011).
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Hassan Bergamon pri hie na rango na festivalu v Rudolstadtu v roce 2011.
Foto Yvetta Stranska

jsem slySel vypravét, ze je schopny tieba i deset let trpélive hledat
ztracené a zapomenuté nastroje, a kdyz je opravdu najde, nepiestane
dal patrat také po muzikantech ovladajicich ptivodni hra¢ské umeéni,
protoZe jinak by jeho snazeni postradalo smysl.

Pradavny ptvod svatebni hudby rango lze podle Ibrahima
jen sté€zi dohledat. Mifi do Stidanu, Etiopie a snad i Zanzibaru.
Zato dobu, kdy se zacala proménovat do nynéj$i podoby, urcit
dokdzeme. Kdyz v roce 1820 obsadil vladce Egypta Muhammad
Ali sever Stidanu, nafidil zemi odvadét clo ve formé otroki a vojaka
slouzicich v egyptské armad¢. O Ctyficet let pozdéji, se zvySenou
poptavkou po baviné, ptisla navic dalsi vina nevolniki ze Studanu
(Elmeshad 2010).

Paralela s africkymi otroky ve Spojenych statech americkych je zde
na miste: i ti sidansti si sebou vzali svou hudbu a nastroje, nevzdali se
zvykd, ritualti a bozstev. Sufijsky mysticismus a nubijské lyrickée pisné
zakotenily v milionové sidanské diaspofe a hudba rango roztancila
svatby a slavnosti nevdzanymi ¢erno$skymi rytmy (Elmeshad 2010).
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Hassan Bergamon pri hie na rango na festivalu v Rudolstadtu v roce 2011.
Foto Yvetta Stranska

Xylofon rango miizeme pfirovnat k zépadoafrickému balafonu,
ma vsak jiné ladéni, hraje se na néj ¢tyfmi palickami a uz od pohledu
se od sebe lisi: ozvucnice balafonu tvofi kulaté vysusené tykve.
A pravé u nich zacinaji nejvétsi problémy s budoucnosti xylofonu.
Tykve totiz pochézeji z rostliny, jejiZ nazev neni znamy, a navic
neroste v Egypté, ale udajné pouze v Sidanu. Ibrahim ndm vypravél,
ze se ji pokousel najit, ale nikdy neuspél.’ A nahradit ji nelze.

Takze rango dnes uz nikdo nedokdze vyrobit tak, aby se skrze
prirodni tykve docililo potfebného ritualniho zvuku. Nadgji ozivil
anglicky odbornik na africké xylofony a jejich stavitel Jamie
Linwood?®: ptedal Ibrahimovi dvé dokonalé kopie ranga s umélymi
ozvucnicemi, zngjici idajné velmi hodnovérné. Nastal ovSem dalsi
problém: moderni rango postradalo duchy mrtvych hract, ktefi se

5. Osobni rozohovor se Zakariou Ibrahimem, festival Rudolstadt 2011.
6. Jamie Linwood — stavitel perkusnich néstroji, marimb a xylofonu (vice viz www.
jamielinwood.co.uk).
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po jejich smrti do nastroje presté¢hovali, aby ho chranili. I z toho
divodu manzelky téchto hudebnikl 1éta uchovavaly ranga doma
jako vzpominku na své muze a odmitaly je komukoliv piedat.
Jenomze kdyz se na né nehralo, postupné se rozpadaly. S ubytkem
hracu se jich proto dochovalo pouze nékolik (Cumming 2009).

Protoze ma rango povést magického nastroje, ve kterém pieby-
vaji duchové, musi byt neustale ptikryté — coz jsme v Rudolstadtu
vidéli. I to, kdyz ho Hassan Bergamon odkryl a ¢ast pocetné kapely
odstoupila v ucté stranou. Takovy spiritualismus neptsobi zrovna
divéryhodné, ale k africkym ndstrojim obecné patii. Spojeni
sduchyadziny je trvalou soucasti jejich zrodu a neobycejné historie.
A snad zadna z praci pojednavajici o historii africkych hudebnich
instrumetni se bez pfipominky tradi¢niho spiritualismu neobejde;
i nejvetsi odbornici chapou, ze by tim piibéh ztratil své kouzlo.
Za piiklad Ize uvést pouze oralné piendSeny epos z 12. stoleti
o krali Sunjatu Keitovi z naroda Mandink, ktery zalozil fi§i Mali
po porazce krutého vladce Soumaora Kantého s pomoci duchy
darovaného magického nastroje Sosso Bala. Originalni dfevény
balafon je dodnes uchovan v guinejském mésté Nyagassola, kde
ho strazi rod Balla Fasseke Kouyatého, osobniho griota krale
Keity, ktery mu nastroj pomohl Isti ziskat.” Nastroj Sosso Bala byl
rozhodnutim UNESCO zatazen v roce 2008 na Reprezentativni
seznam nematerialniho kulturniho dédictvi lidstva.®

Hudebni skupinu Rango zalozil Zakaria Ibrahim v roce 2001. Pfi
pripravé scénafe pro dokumentarni film egyptské televize o tomto
hudebnim nastroji rango se totiz doslechl o Hassanu Bergamonovi,
coz ho piekvapilo — stejné€ jako jini mél za to, Ze tradice nadobro
zmizela a vSichni mistfi nastroje uz zemieli. Nakonec se mu ho
podaftilo vyhledat, a kdyz po velkém tsili sehnal dva nastroje staré
sto devadesat let, domluvili se na sestaveni hudebniho télesa.

7. ,.Epic of Sundiata.” Wikipedia [online] [cit. 18. 9. 2024]. Dostupné z: <https://en.wikipedia.
org/wiki/Epic_of Sundiata>.

8. ,,Cultural space of Sosso-Bala“ UNESCO. Intangible Cultural Heritage [online] [cit. 18.9.
2024]. Dostupné z: <https://ich.unesco.org/en/RL/cultural-space-of-sosso-bala-00009>.
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Hassan Bergamom pri hie na lyru tanbura na festivalu v Rudolstadtu v roce 2011.
Foto Yvetta Stranska

»Pane Ibrahime, je Hassan Bergamon opravdu posledni zijici
hra¢ na rango?”, zeptali jsme se v Rudolstadtu a dostalo se ndm
nasledujici odpoveédi: ,,Poslednim a jedinym. Kdyz v 1967 pfisel do
Kahiry, néktefi stafi hraci jesté zili, on vSak pak hral vic na lyru
tanburu, protoze to vice vynaselo. Posledni mistr ranga zemiel v roce
1975, jmenoval se Abas Mastora. Pak uz nikdo na rango nehral, ani
Bergamon. Trvalo nékolik let, nez jsem objevil posledni dva pivodni
nastroje. Pak jsem teprve Bergamona premluvil k navratu.*

Z vypravéni Zakarii Ibrahima dale vyplynulo, Ze Hassan
Bergamon se narodil v egyptském mésté Ismailija, jeho predci
vSak pochazeli ze Stidanu. Hudba rango ho fascinovala, na nastroj
ale mohli hrat pouze dospéli muzi, proto se na n¢j ucil potaji a do
strycova pokoje lezl po provazovém zebiiku. Ten nakonec v obavé,
ze synovec opusti Skolu a stane se z ného hudebnik, drahocenny

9. Rozhovor se Zakarijou Ibrahimem, Rudolstadt 1. 7. 2011.
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rodinny nastroj znicil. A protoze tlak na sufijsky obiad zar ze strany
ortodoxnich muslimi pfestaval byt inosny, mnoho muzikantt se
v obavach, ze by se hranim na svatbach dal nemohli Zivit, nastroje
zbavovalo a pfechdzelo na lyry. Hassan Bergamon byl jednim
z nich. Az do chvile, kdy ho Zakaria Ibrahim nasel a poskytl mu
puvodni rango, nepiedpokladal, Zze by se k tomuto néstroji jesté
nekdy vratil.

,»Tak to je skv€lé, rango je zachranéno a mistr na ného muze ucit
mladé hrace,” fekli jsme v Rudolstadtu Z. Ibrahimovi. ,,V tom by
asi nebyl problém, horsi je, ze neznaji tradicni repertodr pro rango.
Vyjma Bergamona ho neumi skoro nikdo a novy neexistuje. Dnes ta
hudba nikoho moc nezajima. Takze Bergamon by rad nékoho u¢il,
ale neni koho. Mladi muzikanti v rango moc velkou budoucnost
nevidi, zchladil nasi radost Ibrahim. Zkratka nastroj je jedna
vée, uméni ovladat ho druhd. I kdyz se nékdo na rango nauci hrat,
ptjde uz o tplné jinou hudbu a ta pivodni, spojend s konkrétnim
hra¢skym stylem, nenavratné zanikne (Moravcik 2012).

Skupina Rango v roce 2010 vydala album Bride of the Zar',
které si ziskalo mezi odborniky i posluchaci velkou pozornost.
Nasledovala tspés$na zahrani¢ni turné a vSe nasvédCovalo tomu,
ze hudebniky ceka zaina kariéra. Jenomze pfiSlo arabské jaro
a egyptska revoluce nasledovana radiadlnimi politickymi zménami
v zemi. Skupina Rango prestala takika vystupovat a za hranice
Egypta se o ni dostavalo ¢im dal méné zprav. I o smrti Hassana
Bergamona byly v roce 2022 k dispozici pouhé zminky, z ¢ehoz
se dalo usuzovat, ze skupina Rango uz neexistuje. A kdyZ zemftel
Zakaria Ibrahim, $lo mluvit o jistot¢.

V Cervnu 2024 vystoupila na prazském festivalu world music
Respect skupina El Tanbura. Do Prahy s ni ptijel Mamdouh Elkady,
Ibrahimiv dlouholety asistent a dnes jeho nastupce ve vedeni centra
El Mastaba. Béhem kratkého setkani nam na otazku, zda jesté
existuje skupina Rango odpovédél, Zze ano, ale ze repertoar spojeny
s Bergamonem uZz nehraje, protoze ten zemiel s nim. A nenaSel se

10. Album Bride of the Zar. Label 30IPS, 2010.
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zadny nastupce, protoze nejspis uz zadny nezije. ,,A co nastroj rango,
je stale soucasti egyptské hudby?*, ptali jsme dale. ,,Ne. Prestal se
pouzivat, protoze nikdy nebyl oby¢ejnym néstrojem a bez hracského
stylu s nim spojeného by ani nedavalo smysl, aby se na néj pouze jen
hrélo.” ,,A co se stalo s poslednimi exemplafi, na které Bergamon
hral?* ,Jsou ulozené v centru El Mastaba,* odpovédél Mamdouh
Elkady. Také nas zajimalo, pro¢ nebyla dodnes identifikovana
rostlina, ze které se vyrabéla ozvuénice, pti trovni dnesni védy by to
snad nemélo byt nic slozitého. Elkady se na nas podival a s ismévem
tekl: ,,To mate pravdu, ale pokud vim, tak se o to nikdo nepokousel.
Musite uznat, ze by tim ptfibéh rango pozbyl na tajemnosti a o to
nikdo nestoji. Takhle s nim zdstane az navéky. !
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Summary
Zakaria Ibrahim and the Story of the Mysterious Rango Xylophone

This paper discusses the efforts of Egyptian musicologist and manager Zakaria Ibrahim
to find the last players of the rango xylophone and thus preserve the precious musical
tradition associated with it. Before he died of a heart attack on February 12, 2024, at the age
of seventy-two, Ibrahim had spent a lifetime publicizing and saving the traditional music
of Upper Egypt, which was gradually disappearing from the world under the onslaught
of civilization and due to the disinterest of Egyptian society and religious prejudice. In
Cairo, he founded and led the El Mastaba music centre, and when he managed to find the
last living xylophone player, Hassan Bergamon, in 2008, he founded the band Rango. He
released the successful album Bride of the Zar in 2010 and toured abroad with the group.
Bergamon died in 2022, and because he had no one to pass on his mastery of the xylophone
and its associated repertoire, the music associated with the rango xylophone has irrevocably
disappeared.

Key words: rango xylophone, traditional rango music in Egypt, Zakaria Ibrahim,
Hassan Bergamon, El Mastaba, Mamdouh Elkady
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VLIV OTCU NA TVORBU A KARIERU
SOUCASNYCH INTERPRETU WORLD MUSIC

Milan Tesar

Prvni hudebni dojmy vétSina z nas ¢erpa od své matky. Matka
je vétsinou ta, ktera nam zpiva ukolébavky a ktera nas uci prvni
jednoduché pisné. Postava otce dostava ve vychovném procesu své
konkrétni obrysy vétsinou pozd¢ji a Casto je pritomna pouze mlhave.
V tomto prispévku si predstavime nékolika modelovych situaci,
jak muze otcovska figura puisobit na hudebni vyvoj hudebnika
a hudebnic, a to pfedevs§im z oblasti world music, folkloru, folku
a piibuznych hudebnich Zanrt.

Zatimco ve vybranych pfikladech se budeme snazit ukazat nékteré
specifické situace, pokud jde o predani hudebniho talentu a znalosti
z otce na potomka, na ivod miizeme konstatovat, Ze rodin, v nichz se
talent dédi z generace na generace, je pochopitelné bezpocet (geny
tak prosté funguji). Uved'me namatkou nekolik ptikladi napii¢
zanry: John Lennon a jeho dva synové Sean a Julian. Pisnickar Jan
Burian (sam syn dramatika E. F. Buriana) a jeho hudebné aktivni
synové Jan a Jifi. Cimbalista Dalibor Strunc (a jeho Zena Katefina)
a jejich syn Mat&j Metod&j Strunc, pisobici v nékolika hudebnich
projektech. Skladatel Petr Eben a jeho tii nadani synové David,
Marek a Krystof. Bratfi Jan a FrantiSek Nedvédové a jejich potomci
Jan, respektive Vojta a FrantiSek mladsi. Swingovy zpévak Lada
Kerndl a jeho dcera Tereza. Bob Marley a jeho zpivajici synové.
Indicky hudebnik Ravi Shankar a jeho dvé Gispésné dcery, Anoushka
Shankar a Norah Jones. Jeden z nejslavnéjsich africkych kytaristt
Ali Farka Touré a jeho syn Vieux Farka Touré. Klarinetista Pavel
Smetacek a jeho syn, rockovy bubenik Stépan Smetadek. Vlasta
Redl a jeho dcera Lucie Redlova.

Mohli bychom pokracovat dal$imi a dal$imi ptiklady, mezi nimiz
bychom nasli situace, kdy otec potomkovi s hudebni pripravou
cilené pomahal, i pfipady, kdy otec nebyl pevnou soucasti rodiny,
v niz dit¢ vyrustalo, a to si k nému jako vzoru naslo cestu az
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pozdéji. A nékdy jde o kombinaci rtiznych pfistupti a situaci.
Ptitom k uréitému vyvoji ve vztahu otec—potomek miize dochéazet
na obou stranach. Kdyz naptiklad Jan Burian poprvé natocil album
spole¢né s Janem Burianem mlads$im, uvadél svého potomka jako
Jana Amose a oficidlné neprozrazoval, ze jde o jeho syna. Na
pozdgjsich projektech se ke spolupraci s obéma svymi syny uz hlasi
a naptiklad album Dobry sen! (2024) vyslo jako pfiznany spole¢ny
projekt otce a syna Jana a Jifiho Burianovych. Lucie Redlova na
zacatku své hudebni drahy (jako ¢lenka skupiny Docuku) odmitala
v rozhovorech mluvit o svém otci. Kdyz o témét dvé desitky let
pozdéji vydavala album Lidovd Redlova (2022), k inspiraci otcovou
tvorbou a jeho vztahem k folkloru se vefejné hlasila. A jiz predtim,
béhem epidemie covidu, potadala on-line koncert, na kterém
zpivala otcovy pisné.

Nékdy otec a potomek vystupuji spoleéné. Kytarista Stépan Rak
miva spolecné koncerty se svym synem, pisnickafem a kytaristou
Janem Matéjem Rakem. Dvougeneracni duo vytvorili pisnickar
Frantisek VIcek a jeho syn Martin. Slovensky zpévak Peter Lipa
vyuziva producentskych zkusenosti svého syna Petra Lipy mladsiho.

Znamé jsou samoziejme i piipady, kdy po otcové smrti potomek
nejen pokracuje v jeho dile, ale otcovo dilo pfimo dokon¢i.
O vydani alba Posledné veci od Mira Zbirky se postaral zpévakiv
syn David. Zpévacka Lucie Dlabolova nejen hraje pisné svého otce
Jitiho Bulise, ale také realizovala projekt vydani prvni vinylové
desky s jeho pisnémi. Kubo Ursiny hraje skladby svého zesnulého
otce Deza Ursinyho a zaroven pecuje o odkaz otcovych nahravek
a pfipravuje jejich reedice.

Pied smrti i po smrti formoval otec kariéru ukrajinské zpévacky
Nastasie Yerofeyevové. Dcera novinafe, hudebnika a autora
protestsongti Kost¢ Yerofeyeva se narodila v Kyjevé v dobé rozpadu
Sovétského svazu a vyristala na politicky ladénych pisnich, které
jeji otec psal a zpival. Pozdé&ji se piestehovala do Kanady, kde —
uz jako Nastasia Y — propadla lasce k soulové hudbé a produkcei
vydavatelstvi Motown, coz formovalo jeji dalsi hudebni kariéru.
Kdyz v roce 2008 jeji otec zemiel, pfevzala jeho odkaz a zacdala
kombinovat ukrajinské lidové pisné s jazzem. Otcovska figura zde
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tedy byla pfitomna dvakrat: jednak jako vzor v dobé dospivani
budouci zpévacky, jednak v podobé posmrtné vzpominky jako
katalyzator jejiho dal$iho hudebniho vyvoje.!

Po obou rodi¢ich zdédila hudebni talent brazilskd zpé&vacka
Bebel Gilberto (* 1966). Zpivali oba jeji rodice — otec Jodo
Gilberto a matka Mitcha — a jeji stryc je skladatel a zpévak Chico
Buarque. Bebel Gilberto jako mala Zila po rozvodu rodic¢u stiidave
s matkou v Rio de Janeiru a s otcem v New Yorku. V obou méstech
se setkavala s hudebnimi §pickami nejen brazilské hudebni scény.
Své aktudlni Cist¢ akustické album Jodo zpé&vacka natolila ve
spolupraci s producentem Thomasem Bartletem, ¢lenem irsko-
americké skupiny The Gloaming, a pojala je jako ,,milostny dopis*
svému jiz zesnulému otci, jehoZ pisné na albu zpiva.?

Podivejme se nyni podrobnéji na tfi dal§i zajimavé priklady
toho, jak otcovska figura — piimo ¢i zpovzdali — formuje hudebni
drahu syna nebo dcery. Setkdme se s modelem otce-basnika, otce-
etnologa a otce-vynalezce.

Meral Polat (* 1982) je zpévacka a herecka narozena a zijici
v Nizozemsku. V Amsterdamu studovala divadelni, filmovou
a hudebni produkci a v souCasné dobé piisobi v mezinarodni
skupiné Meral Polat Trio spole¢né s hudebniky z USA a Portorika.
Po obou rodic¢ich zdédila Polat kurdskou krev, a zatimco maminka
ji odhalovala taje pop music (,,Poslouchala Bee Gees a feckou
zpévacku Nanu Mouskouri), od tatinka budouci zpévacka znala
kurdskou lidovou hudbu: ,,Myj otec hral na tradi¢ni strunny nastroj
baglamu, coz byl myslim jeden z prvnich zvuk, které jsem jako dité
slySela. Tatinek mi tedy hral na baglamu a zpival kurdské a turecké
lidové pisné.”“ (Tesaf 2023b)* Zde je mimochodem zajimavé, Ze

1. Srov. zpévac¢iny osobni poznamky k albu Kyiv Soul (2024). Dostupné z: <https://
nastasia.bandcamp.com/album/kyiv-soul>.

2. Zpévacliny internetové stranky album popisuji slovy: ,.Bebel’s musical love letter
to her father Jodo Gilberto, featuring a deeply personal collection of songs he made
famous.* Dostupné z: <https://www.bebelgilberto.com>.

3. Rozhovor s Meral Polat pro Radio Proglas. Nataceni probéhlo na festivalu
Respect v Praze 18. 6. 2023. Premiéra potfadu 27. 10. 2023. Audio dostupné z:
<https://www.hudebnirozhovory.cz/detail-poradu/2023-10-27-19-15-00/>.
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otec v Meralin¢ détstvi hral po hudebni strance spiSe ,,matetskou
roli, pokud jde o zpév lidovych pisni.

Znovu a opravdu naplno vsak otec zpévacéinu hudebni drahu
ovlivnil relativné nedédvno, poté, co v dob¢ epidemie covidu zemfel.
Interpretka vzpomina: ,,Poté, co otec zemiel, uklizeli jsme dim
a v tatinkové zasuvce jsme nasli seSit plny basni, o kterych jsem
nevédéla. Tusila jsem, Ze obc¢as néco pise, ale viibec jsem neméla
ponéti o tom, kolik toho po ném zlstalo. To pro mne tedy bylo velké
piekvapeni. Okamzité jsem ale védéla, Ze s tim musim néco udélat.
Pravé to, ze jsem jeho verSe zhudebniovala, mi pomohlo piekonat
smutek z toho, Ze jsem o otce pfisla.”“* Ze zhudebnénych otcovych
versu sestavila Meral Polat album Ez K7 Me (2022), s nimz bodovala
v mezinarodnich Zebfic¢cich.

Na dilo svého otce navazuje i Anna Dantchev (* 1976), zpévacka
a skladatelka, ktera se narodila ve Finsku, ale pravé po otci ma
bulharské koteny. Sama se hlasi k bulharské i finské identité a ve
své tvorbé se inspiruje lidovou hudbou obou téchto narodi, ale
také jazzem a dalSimi styly. Anna vzpomina: ,,Pochazim z malé
vesnice Haapavesi, ktera je ve Finsku znama jako jedno z hlavnich
venkovskych center lidové hudby. Nemame tam rodinné koteny,
mi rodi¢e se tam pfistehovali spiSe ndhodou. Nicméné mtj otec,
poté co se tam ocitl, byl fascinovan mistni hudebni tradici. Pro
néj jako pro Bulhara to totiz bylo velmi exotické. A protoze je
etnomuzikolog, zacal sbirat lidové houslové melodie. A — troufnu
si fict — byl to praveé mij otec, kdo v Haapavesi odstartoval uréity
folklorni revival. V soucasné dob¢ tam jezdi spousta kapel, kona se
tam vyznamny festival... MiiZe za to vlastné jen ndhoda, Ze prave
do této vesnice se otec pfistehoval. A diky tomu se finské lidova
hudba stala také dtlezitou soucasti mého zivota. Ale neznamena
to, ze bych §la pouze v otcovych stopach. Mam svou vlastni cestu,
studovala jsem muzikologii, zpivala jsem anglicky jazz a blues

4. Tamtéz.
5. V hitparadé World Music Charts Europe, kterou sestavuje 43 rozhlasovych hudebnich
publicistl z 25 evropskych zemi, skoncilo album v lednu 2023 na 15. misté.
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a vSechny druhy afroamerické hudby. Vénovala jsem se také
bulharské lidové hudbé¢, kterou nyni ve Finsku vyucuji. A zhruba
pred tfemi nebo Ctyfmi lety jsem zalozila kapelu, ve které jsem
vSechny tyto své hudebni zajmy chtéla propojit.“ (Tesat 2023a)°

A do tretice priklad hudebnika, ktery pokracuje ve $lépéjich
svého otce, ale zaroven jeho odkaz posouva a rozviji. Libanonsky
trumpetista Ibrahim Maalouf (* 1980) uz jako devitilety objizdél
koncertni podia po celé Evropé (rodina z Libanonu utekla pied
valkou do Francie) pravé se svym otcem, ktery také hral na
trubku. Na své détstvi Ibrahim vzpomina takto: ,,Urcité¢ to byla
nékolik let a ty roky mé poznamenaly na zbytek zivota. Stat tak
mlady tak Casto na podiu, to vas nutné formuje. Pomohlo mi to
vyporadat se s trémou, a kromé toho mé otec naucil, ze mam
duvérovat sam sobé a tomu, co délam. Sebeduvéra neni vlastnost,
o které by se n¢jak zvlast mluvilo. Ale je dulezitd v jakémkoli
prostfedi, pomdha vam spravné se rozhodnout nejen pii vybéru
povolani. Cose m¢ konkrétné tyka, prave zkusenost s koncertovanim
v détstvi a tehdy nabyta sebedtivéra me vedly k tomu, Ze jsem se
v sedmnacti letech rozhodl stat se muzikantem.“ Ibrahimiv otec
vyvinul specialni trubku, s niz mohl hrat ¢tvrttony, bézné v hudbé
blizkého vychodu. Ibrahim na tento model také hral a nedavno
na jeho zakladé nechal vyrobit vlastni znacku nastroje T.O.M.A.
Vysvétluje: ,,Je to tplné stejna trubka. Model, na ktery dnes hraji,
se [od otcova] lisi jen v drobnych detailech. Mij otec hral na starou
trubku, kterou jsem ja lehce zmodernizoval, pfizptisobil jsem ji
svému stylu. Je tedy trochu vylepSend v souladu se soucasnymi
technickymi moZznostmi, ale potfdd se jednd o ptvodni vynalez
mého otce. (Tesar 2023¢)’

6. Rozhovor s Annou Dantchev pro Radio Proglas. Nataceni probéhl na hudebnim veletrhu
WOMEX v portugalském Lisabonu v fijnu 2022. Premiéra pofadu: 10. 1. 2023. Audio
dostupné z: <https://www.hudebnirozhovory.cz/detail-poradu/2023-01-10-19-15-00/>.

7. Rozhovor s Ibrahimem Maaloufem pro Radio Proglas Premiéra poradu: 28. 11. 2023. Audio
dostupné z: <https://www.hudebnirozhovory.cz/detail-poradu/2023-11-28-19-15-00/>.
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Kurdska zpévacka Meral Polat tedy postavila sviij soucasny
repertoar na zhudebnénych verSich svého zesnulého otce. Nebyt
bulharského otce-muzikologa a jeho badatelské a organizatorské
préace na poli finského folkloru, nerozvijela by dnes Anna Dantchev
svou finskou i bulharskou hudebni identitu soucasné. A Ibrahim
Maalouf na ¢tvrttonovou trubku nejen hraje, ale také hru na tento
nastroj vyucuje, propaguje a rozviji vynalez svého otce. Ve vSech
téchto pripadech byla otcovska figura vyrazné ptitomna nejen pii
vychové ditéte — budouciho hudebnika, ale 1 v jeho/jeji dospélosti.
Pritom kazdy z uvedenych hudebnikl rozviji otcovskou inspiraci
jinym zptisobem.
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Summary
The Influence of Fathers on the Work and Careers of Contemporary
World Music Stars

The text explores the influence of fathers on the musical development of musicians,
particularly in world music, folk, and related genres. While mothers are often the first
to introduce music to children through lullabies, fathers can play a significant, though
sometimes delayed, role in shaping their children’s musical journeys. The text presents
several examples of musical legacies passed from father to child. It also highlights cases
where children take up their father’s musical work, continue their legacy, or develop their
own careers with some inspiration from their father. Examples include Czech artists like
Jan Burian, whose collaboration with his sons has evolved over time, and Lucie Redlova,
who initially distanced herself from her father’s work but later embraced his influence. The
text also mentions international figures like Brazilian singer Bebel Gilberto, who honored
her father Jodo Gilberto with a tribute album. The text then delves into specific cases: Meral
Polat, who found inspiration in her father’s Kurdish poetry after his death; Anna Dantchev,
whose Bulgarian father, an ethnomusicologist, influenced her exploration of both Bulgarian
and Finnish folk music; and Ibrahim Maalouf, a Lebanese trumpeter, who continues to play
and teach using a quarter-tone trumpet invented by his father. Each of these artists uniquely
carries forward their father’s influence in their own music.

Key words: music transmission from father to children, family’s musical legacy,
world music, Ibrahim Maalouf, Meral Polat, Anna Dantchev
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REEDICE ARCHIVNICH NAHRAVEK:
DETEKTIVNI PRACE
1 VYJIZDKA STROJEM CASU

Petr Doruzka

Reedice archivnich nahravek, to zni jako snadnd a snad i mecha-
nicka prace pro laika, alespon v mainstreamu. Situace se dramaticky
zméni, kdyZ mainstream opustime. V nasledujicim textu tedy
nefesime, dejme tomu, historické nahravky Pink Floyd z roku
1966, ale hudbu z okrajové kulturni oblasti, k niz ¢asto chybi
zakladni dokumentace. Tento druh reedic vyzaduje nejen mravenci
usili, ale casto nuti vydavatele pohybovat se na hranici ovétenych
faktt a kvalifikovaného odhadu. Rizika jsou vyvazena piinosem.
Nahravky maji vedle hudebniho obsahu i pfidanou hodnotu. Kazda
z nich vypravi historicky piibéh.

Zabiji stara hudba novou hudbu?

Zajem o staré nahravky motivuje fakt, ze ubyva novych podnéta.
Coz neni tak znatelné na horizontu jedné dekady, ale je snadno
viditelné v mezigeneraénim srovnani. Sedesata léta a generace
umélcti jako Bob Dylan, Beatles, Eric Clapton pfedstavovaly
kulminaci originalni tvorby, kterd oslovila Siroké publikum. Pop
— alespon zc¢asti — mohl byt i hudbou kvalitni. Z historického
pohledu se jednalo nejen o ,,zlatou éru, ale téz anomalii a s kazdou
Vyvoj detailné rozebira americky hudebni kritik Ted Gioia
v ¢lanku Is Old Music Killing New Music? (Gioia 2022a, 2022b).
Situaci analyzuje na obchodni a dlouhodobé bazi, tedy nikoli podle
okamzitého prodeje, ale na zaklad¢ prodejni ceny autorskych
katalogt jednotlivych umélct. Gioia pise: ,,Nejzadanéjsi katalogy
pisni jsou od hudebnikit ve véku sedmdesdt az osmdesat let (Bob
Dylan, Paul Simon, Bruce Springsteen atd.), anebo téch, co jsou
uz po smrti (David Bowie, James Brown atd.). [...] Velké nahravaci
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spolecnosti, Universal Music, Sony Music, Warner Music a dalsi,
skupuji vydavatelské katalogy — investuji tedy obrovské castky
do starych skladeb.” To jsou ovSem prostiedky, které by za cast
Led Zeppelin byly investovany do novych umélct. Zménil se tedy
obchodni mechanismus, ktery pfirozenou podporu novych talentd,
kdysi béznou, v soucasnosti blokuje. Gioia pokracuje: ,,Nejzhavejsi
technologii v hudbé je formdat, ktery je stary vice nez sedmdesat let,
vinylové LP. Nic nenasvédcuje tomu, zZe by nahrdavaci spolecnosti
investovaly do novéjsi, lepsi alternativy — protoze i zde je staré
vnimano jako lepsi nez nové.*

Nejedna se o okrajovy jev, informovala o tom i ¢eska main-
streamova media. Denik.cz v lednu 2021 pise: ,,Bob Dylan
v prosinci prodal prdava na uziti svych skladeb za 300 milionu
dolarii. 'V rychlém sledu jej pak ndsledovala plejada dalsich
hvézd hudebniho nebe. (Sule 2021) Kratkodobou pfi¢inou byla
pandemie a ztrata pfijmt z koncertl. Dlouhodobou pfic¢inou je
streaming, tedy platformy jako Spotify, permanentné kritizované
ze strany umélct za nizké honoraie, a predevsim to, ze streaming
drasticky snizuje prodej hudebnich nosi¢t a tim i bézné piijmy
hudebnikt. Coz je dalsi zména obchodniho mechanismu, ktera jde
proti hudebnikim a oslabuje ptiliv novych talentt.

Ve srovnani s mainstreamem pfedstavuji archivni nahravky
zalezitost okrajovou a specializovanou, nicméné na soucasné
hudebni scéné jsou to pravé okrajové oblasti a nikoli mainstream,
které nabizeji umélecké podnéty. Svoji roli tu sehral i ¢tyti dekady
trvajici fenomén world music, kdy se do popifedi dostavaji styly
z Afriky, Asie i dalSich kultur. Zapadni festivaly objizdi souc¢asna
generace umélct z neanglofonniho svéta a publikum si klade
otazky: Co bylo pfed tim? Kde najdeme ty staré africké kapely?
Vakuum v nabidce zaplnila cela fada vydavateld. Rada z nich
vznikla v prib&hu poslednich dvou dekad.

Detektivni prace v archivech

American lan Nagoski zalozil v Baltimoru roku 2009 vydavatelstvi
Canary Records, které se zaméfuje na archivy Blizkého vychodu
i na hudbu pfistéhovaleckych mensin v New Yorku (Khalilov
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e lan Nagoski s
30 December 2023 - @

History has taught me two things about speculating about records:

1) If  make guesses, | will probably be wrong and look foolish. And:

2) If 1 don't make guesses, I'll never figure anything out (or be corrected by
someone who figures it out.)

So, with that in mind, here's this puzzler that | just posted.

The performers aren't credited on this folk standard, but they were clearly
the accompanists of the Lebanese-born singer and dancer Jamili Matouk for
a session in the 1950s for the Alamphon label in Brooklyn. (The flip side is
"Raks Jamili,” where one can hear her make a couple declamations. And the
surrounding catalog numbers are her discs.)

[nedat.]; Tanasescu 2015).! Jeho krédem je mapovat vliv imigrantt
na americkou kulturu. Dnes toho uz hodné vime o vlivu zidovskych
pfist¢hovalcli, diky nimz doslo ve Spojenych statech americkych
k revivalu klezmerbandt, ktery pozdéji zasahl i Evropu. Co ale hrali
imigranti z Recka ¢&i z Arménie? Recka mensina v New Yorku byla
natolik vyznamna, ze na koncertni $itry tam vyjizdéli fecti umeélci
z Evropy. Mnozi z nich v New Yorku nahravali, archivni dokumentace
je ale ¢asto netiplna ¢i matouci. Nagoski poskytuje zajimavy navod,
jak véc fesi, kdyz informace zkratka chybi. Ve svém postu na
Facebooku 30. prosince 2023 (viz ilustrace nahote) pise: ,,Historie
mé naucila dvé veci o spekulacich v oblasti nahravek: 1) Kdyz budu
hadat, mozna se budu mylit a budu vypadat hloupe. 2) Kdyz nebudu
hadat, nikdy na nic neprijdu (nebo mé neopravi nékdo, kdo na to
prijde.) S védomim téhle skutecnosti nabizim nasledujici hlavolam.
Umélci v dokumentaci uvedeni nejsou, ale na nahrdvce porizené
v 50. letech pro label Alamphon v Brooklynu se zpévackou
a tanecnici Jamili Matouk, narozenou v Libanonu, doprovodné
nastroje slysime. V té dobé bylo v USA k dispozici jen malo tak
dobrych, v arabském stylu hrajicich houslistii. Nejpravdépodobnéji
to bude Hakki Obadia narozeny v Bagdadu, klasicky Skoleny
Zidovsky hrac, ktery se v roce 1953 prestehoval do Brooklynu

1. ,,Jan Nagoski.“ Cafe Oto [online] [cit. 1. 8. 2024]. Dostupné z: <https://www.cafeoto.
co.uk/artists/ian-nagoski/>.

146



a zil tam s vyjimkou vyletu do Tel Avivu za rodinou v roce 1956.
Fungoval jako produkcni, aranzeér, houslista a hudebni hybatel.
Moje domnénka prameni z toho, Ze na nahravce je basa. Na
zadnych arabskych nahravkach v USA basa neni, a to az do roku
1957, kdy se objevily nahravky libanonskeho zpévika Mohammeda
El Bakkra, jehoz do Spojenych statii privezl zmineny Hakki Obadia.
Doprovazel ho jazzovy basista narozeny v Brooklynu Ahmed
Abdul Malik (v té dobé hral s Randym Westonem a Theloniousem
Monkem) plus Obadia a nezdokumentovany vykvet z brooklynskeé
arabské scény. Vime presné, ze v breznu 1957 se Jamili Matouk
prestehovala na Floridu. A vime, Ze varianta tohoto disku (s jinou
B-stranou) byla vydana také jako singl s 45 otackami, coz by tedy
potvrzovalo datum vydani z konce 50. let. TakzZe potvrzuje nektery
z téchto odhadii, Ze disk je datovin od prosince 1956 do unora
1957? Nevim. Nejspis si to vSechno jen vymyslim a jsem totalne
vedle. Ale nékde zacit musis.* (Nagoski 2023)

Priklad, jak to funguje v praxi, vidime na strdnce serveru
Discogs.com: Kredit pro violoncello pro skladbu ¢. 3 je uveden
jako ,,pravdépodobny* (“likely”); klarinetovy kredit pro skladbu
¢. 11 ¢i kredit pro housle pro skladbu 12 také.?

Dust-to-Digital, ¢itanka z historie world music

K nejobsahlejsim archivnim kompilacim patii komplet Excavated
Shellac: An Alternate History of the World'’s Music. Vydavatelem
je v roce 1999 zaloZeny americky label Dust-to-Digital,® ktery —
jak napovida jeho jméno — artefakty zapadlé v prachu pievadi do
digitalni formy. Alba vydava od roku 2003. Pravé u téhle znacky
vydal vySe zminény Ian Nagoski svoji prvni kompilaci, Sest let pred
tim, nez zalozil Canary Records. Kolekce An Alternate History
of the Worlds Music obsahuje celkem sto skladeb z celého svéta
potizenych od roku 1907 do roku 1967, coz je v hudebni historii

2. ,,Canary Records.“ Discogs [online] [cit. 1. 8. 2024]. Dostupné z: <https://www.discogs.
com/label/161370-Canary-Records?page=1>.

3. ,,Excavated Shellac: An Alternate History of the World’s Music.” Bandcamp [online]
13.12. 2020 [cit. 1. 8. 2024]. Dostupné z: <https://dusttodigital.bandcamp.com/album/
excavated-shellac-an-alternate-history-of-the-worlds-music>.
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Excavated Shellac: An Alternate History of the World's Music. Dust-to-Digital 2020

bod zlomu, hranice jedné éry. Pravé tehdy vyslo prvni album Pink
Floyd The Piper at the Gates of Dawn, Beatles vydavaji Serzanta
Peppera (Sgt. Pepper), v tomto roce ¢i v letech tésné predtim
vychazeji prilomova alba Boba Dylana — Bringing It All Back
Home a Highway 61 Revisited (1965), Blonde on Blonde (1966),
John Wesley Harding (1967), ale centrem hudebniho déni ziistavaji
i nadale anglicky mluvici zemé. Kompilace ptitom ¢erpa nahravky
z celkem 89 zemi, angli¢tina tu zazni, ale neni dominantni.

Mozna se ptate, co vydavatele vedlo v dobé gramofonového
pravéku natacet hudbu v exotickych konc¢inach? Odpovéd je
jednoduchd: i v Japonsku ¢i Panamé lidé vlastnili gramofony
a vydavatelé pro n¢ vytvareli nabidku z lokalnich kultur. Kompilace
je regionalné velmi pestra a dopliiuji ji dalsi archivni vybéry, napf.
Black Mirror: Reflections in Global Musics (1918—1955), jejimz
autorem je opét lan Nagoski (McGonigal 2008).* Ten nabizi
Cikdnskou svatbu (Cyganske Vesilia) s Orchestrem Stefana Skimby,
ktery hral repertodr z hranicni oblasti mezi Ukrajinou, Polskem
a Slovenskem a roku 1930 natoCil v New Yorku sérii nahravek

4. ,Black Mirror: Reflections in Global Musics . Dust To Digital [online] 2007 [cit. 1. 8. 2024].
Dostupné z: <https://dust-digital.com/products/black-mirror-reflections-in-global-musics™>.
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Tracklist

1 Naim Karakand — Kamanagah

2 hhewaprasit Ensemble — Phleeng Khuk Phaat, Part 2
3 Gong Belaloewana Bali — Kebyar Ding, |

4 Pipe Major Forsyth* — Mallorca

5

Thiruvazhimilali Subramaniam Bros. & Manasa Sri Ramachandra
Needamangalam
Meenakhshisundaram Pillai —

6 Paul Pendja Ensemble — Ngo Mebou Melane
7 Cyganska Orchestra Stefana — Cyganske Vesilia, Part 4
8 Zhehongyi With Nendi Zhaoguan — Mother's Uproar

Cast seznamu skladeb na albu Black Mirror: Reflections in Global Musics (1918-1953).
Zdroj:  <https://www.discogs.com/release/1378849-Various-Black-Mirror-Reflections-In-
Global-Musics-1918-1955>

pro znacku Columbia.’ Najdeme tu i jednu z nejvétsich feckych
zpévacek pocatku 20. stoleti — Mariku Papagiku (1890-1943). Ta
se narodila na ostrové Kos, natacela v Alexandrii v Egypté, roku
1915 se usadila ve Spojenych statech a predstavila fecké zanry
jako rembetiko zapadnim posluchacim. Coz jen ilustruje, Ze
mezikontinentalni hudebni interakce zacaly dekady pted zrodem
soucasn¢ho fenoménu world music. Dalsi album — Melodii Tuvi:
Throat Songs and Folk Tunes from Tuva — ptinasi pies padesat let
staré nahravky hrdelniho zpévu z jihu Sibife.

Zlata éra africké hudby, kapitola sama pro sebe

Na historické nahravky z Afriky se specializuje label Analog
Africa,’ ktery roku 2006 zalozil ve Frankfurtu DJ Samy Ben Redjeb.
Ten je pivodem z Tunisu, a protoze Cerpa z éry, kdy se nahravalo

Vv

analogové, zvolil nazev Analog Africa. Tézistém jeho zajmu jsou

5. ,,Stephen Shkimba.“ DAHR — Discography of American Historical Recordings [online]
[cit. 21. 9. 2024]. Dostupné z: <https://adp.library.ucsb.edu/index.php/mastertalent/
detail/101036/Shkimba_Stephen>.

6. ,Samy Ben Redjeb (Analog Africa).” Polyafrica.gr [online] 2019 [cit. 1. 8. 2024].
Dostupné z: <https://polyafrica.gr/samy-ben-redjeb/>.

149



OO0 8 00— 08 ~ 8= 58 = 00 = ¢
D <o

», -
a5 B0
Yasaneas ., o'l=$'c

SWEET AS

FROM THE
HORN OF AFRIGA

Sweet as Broken Dates: Lost Somali
Tapes from the Horn of Africa (2018)

60. a 70. 1éta, tedy hudebni snimky vzniklé pted fenoménem world
music, kdy Zapad africkou hudbu jesté neznal. V této takzvané zlaté
éfe africké hudby se stietlo nekolik pozitivnich faktord: euforie
z Cerstvé nabyté nezavislosti po padu kolonialismu a téz hudebni
revoluce, ktera ale znéla Gplné jinak nez to, co na Zapadé hrali Beatles
a Rolling Stones. Do africkych zemi pronikaly elektrické kytary,
syntezatory a také vlivy z Kuby, vznikalo Siroké spektrum modernich
styld. Nahravky z africké zlaté éry maji kouzelnou historickou patinu
1 diky ne zcela pfesnému ladéni dechovych nastroju.

Archivni reedice z Afriky ¢i jinych mimoevropskych kultur jsou
z pozice mainstreamu skutecné okrajovou zalezitosti, navzdory
tomu je ale najdeme i v cenach Grammy (Sohonie [nedat.]). Roku
2018 byla v kategorii Nejlepsi historické album nominovana
kompilace Sweet as Broken Dates: Lost Somali Tapes from the Horn
of Africa.” Roku 2024 do nominaci v poné¢kud obskurni kategorii
Nejlepsi pravodni text proniklo album Mogadishu's Finest: The Al-
Uruba Sessions se skupinou Iftin Band (Draco 2017).8

7. ,.Sweet As Broken Dates: Lost Somali Tapes from the Horn of Africa . Bandcamp
[online] 25. 8. 2017 [cit. 1. 8. 2024]. Dostupné z: <https://ostinatorecords.bandcamp.
com/album/sweet-as-broken-dates-lost-somali-tapes-from-the-horn-of-africa>.

8. ,Mogadishu’s Finest: The Al-Uruba Sessions . Bandcamp [online] 18. 11. 2022 [cit. 1. 8.
2024]. Dostupné z: <https://ostinatorecords.bandcamp.com/album/mogadishus-finest-
the-al-uruba-sessions>.
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MOGADISHU S FINEST
THE AL-URUBA SESSIONS

Ostinato Records

New York, New York

i
i\'e

Follow

NYC-HAM-BKK

Nominated for a
Grammy and the
German Records

Iftin Band ilského Mogadisa. e .
[ftin Band ze somalského Mogadisa Critics Prize.

Reedice newyorského vydavatelstvi Ostinato Records

Pro¢ praveé — a hned dvakrat — Somalsko, dnes uto¢isté teroristti?
Pred padesati lety bylo jeho hlavni mésto MogadiSo vyznamnou
obchodni kiizovatkou mezi Zapadem, Afrikou, arabskymi zemémi
a Indii. Z hudebniho pohledu se tedy jednalo o prislovecny tavici
kotlik. Hotely prosperovaly diky turistim i byznysmeniim, skvélou
prilezitost zde mély mistni kapely, jejichz hudba se Sifila na
kazetach. V cele Iftin Bandu staly Zeny. Patrani po starych kazetach,
natacenych v hotelu Al-Uruba, a jejich restaurovani a digitalizace
probihalo plnych sedm let. To mélo snadno pochopitelny diivod.
V 80. letech somalsky diktator Mohamed Siad Barre rozpoutal
brutalni genocidu a kobercovymi nalety likvidoval mésta. Prioritnim
cilem byl rozhlas ve mésté Hargeisa na severu zemé, kde operovali
rebelové. Personal se pokusil pasky s hudebnimi nahravkami
zachranit a ukryt na bezpecnych mistech. Ob¢anska valka vyhnala
vice nez sto tisic Somalct do ciziny a mezi diasporou pak probihal
vybér zdrojovych nahravek, od Londyna pies Dzibuti, Nairobi az
po Dubaj. Zdlouhavy a komplikovany zrod kompilace napovida,
ze pruvodni text, ktery v§e dokumentuje, si nominaci pln¢ zaslouzi.
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Oba somalské komplety jsou tim nejlepSim piikladem, jak
archivni nahravky umoznuji nahlédnout nejen do odlisné kultury,
ale navic i do zaniklé epochy. Dokumentuji i jednu skrytou kvalitu,
kterda mainstreamovym mediim ¢asto unika. Fenomén world music,
to nejsou jen suchoparné popisy etnickych tradic a bizarnich
nastroju. Lokalni tradi¢ni hudba se vyvijela podél déjinnych meznikt
i socialnich zmén, je svédectvim o tvrdohlavych muzikantech,
samorostlych stylech i organicky vzniklych hudebnich fazich.
D¢jiny globalni hudby utvarel fetézec osobnich piibéhlti umélet,
kteti prochéazeli nasilnymi konflikty a neziidka se ocitali ve vézeni
¢i nuceném exilu. Osudy mnohych umélci nabizeji svédectvi
o totalitnim ¢i kolonidlnim tutlaku a kulturnim odboji, o hledani
i obhajobé hudebni identity.
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Summary
Archival Reissues: Detective Work and a Ride in a Time Machine

Interest in archival recordings has been on the rise since around 2000. The demand for
historic compilations is motivated by the decline of new stimuli on the music market. After
the creative culmination of the 1960s and the generation of Bob Dylan, the Beatles and Eric
Clapton, who were able to combine quality with the art of reaching a wide audience, original
work has been on the decline. The downward trend is accelerated by streaming platforms
and the decline in sales. Major record companies have stopped investing in new talent and
are pursuing more lucrative goals. Another motive is the world music phenomenon. As
styles from Africa, Asia, and other cultures have been introduced to the Western public in
recent decades, listeners are asking: What was played in Africa a generation ago? The key
player on the archival market is Dust To Digital, a label operating since 2003. Analog
Africa was established in 2006, Canary Records in 2009. Reissues of recordings from non-
European cultures are not only demanding, but also push the researcher into the foggy
territory between verified facts and qualified guesswork. But the risks are balanced by
the benefits. Archival recordings offer added value to their musical content: each of them
tells an unknown story from the past.

Key words: archival reissues, music archives, digitization, African music,
minorities in New York, Ted Gioia
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“RYVOLOGIE“ ANEB CIM BYLI HOBOES
VE VYVOJI CESKE TRAMPSKE PISNE MODERNI?

Ales Opekar

»Dr. J. A. Gray, sociolog pri universitni extensi, mél v techto
dnech prednasku v Plymouthském kongregacnim kostele, v niz se
zaobiral riznymi typy americkych tuldkii [...] Tak zvani ,luftdci’
v zemi mohou se déliti na tii tridy, hoboes, tramps a bums. Hobové
Jsou lidé, kteri pomdhaji pri stavbe drah a pri jinych velkych
konstrukcnich pracich, pohybujice se z mista na misto, dle nalady
a potreby. Trampoveé naproti tomu nechti pracovati, ale méli by
byti k praci donuceni, jako ve Svycarsku a Hollandsku, kde nent
se na tom stupni, Ze ani hobové ani trampové se s nimi nestykaji*

(Osvéta americka 22.12. 1915, €. 23, s. 23)

Ceska trampska pisefi prosla vyvojem od subkulturnich po&atki
od konce prvni svétové valky pies rozmach a ¢astecné zaclenéni
do koncertni scény ve 30. letech a poté spiSe utajované piezivani
ve 40. a 50. letech az po obrodu a novy rozvoj od pocatku 60. let.
Jednémi z prvnich vérozvésti novéji pojatého trampského
pisnickarstvi byli bratti Wabi a Miki Ryvolové a jejich spoluhraci
z kapely Hoboes. Tento pfispévek pomiji obecnéjsi okolnosti
a kontexty fenoménu trampského hnuti a hudby' a zaméfuje se
pouze na otazky, ¢im a pro¢ byla tvorba Hoboes vnimana jako
moderni trampska piseii, v Cem spocivala jeji novost oproti
produkei pfedchozich trampskych generaci. Podklady k analyzdm

1. Zékladni prehled o fenoménu a odkazy na dalsi literaturu podavaji encyklopedicka
hesla (Macha 1980; Kotek 1997; Opekar 2017), ptislusna pasaz z kniznich déjin Ceské
popularni hudby Josefa Kotka (1998: 106—117) a obraz upfesiuji a rozsifuji nekteré
nové¢jsi publikace (Altman 2024; Pohunek 2018).
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poskytly publikované notové zpévniky a nahravky, rukopisy
z archivu prazského Popmusea a ohlasy v tisku.”

Moderni versus tradi¢ni

Pti vykladu novodobé historie kultury a umeéni si ¢asto poméhame
s oznacenim ,,moderni. Jde o pfipady, kdy inovace urcitého typu
posunou vyvoj ve vice atributech soucasné a odliSeni Cini relativné
vyrazn€jsi zlom ve vyvoji vyjadiovacich prostfedkl. Nasledné,
zpétné, je pak predchozi éra oznacena jako tradi¢ni. RozliSujeme
tak napf. moderni populdrni hudbu vici tradiéni popularni hudbé.
Moderni vzniké od prvnich desetileti 20. stoleti, pokud je ovlivnéna,
nebo dokonce piimo urcena prvky a principy hudby jazzové a tane¢ni
hudby, s jazzem piibuzné. Také v ramci vyvoje jazzu samotného
rozliSujeme jeho moderni etapu, nesenou mladou afroamerickou
muzikantskou generaci od 40. let 20. stoleti, ktera zejména v opozici
vi¢i zkomercionalizovanému swingu nastolila radikalni rytmické
a harmonické novoty, zatimco tradicnim jazzem zlstava starsi
tvorba, ale i ta nova, pokud stylové a zvukove vychazi z piivodnich
zdroji a principti. Podobn¢ v okamziku, kdy dtive lidovéjsi podoby
americké country hudby zacinaji vice zapadat do soukoli hudebniho
pramyslu, jenz pak ovlivituje i jeji zvukovy raz, véetné elektrického
ozvuceni nastroj, zacina se psat a hovotit, zhruba od pocatku 60.
let, o moderni country. Nesmi nas pfitom mast, ze kategorie moderni
a tradicni se ¢asto prolinaji napfi¢ stylové-zanrovymi druhy a typy.
Tradi¢ni jazz je tradi¢ni jen v ramci vyvoje samotného jazzu, ale
v ramci $irSich souvislosti nespadd do okruhu tradi¢ni popularni
hudby, jako jsou napi. opereta nebo dechovka, ale jiz do okruhu
popularni hudby moderni. Zacteme-li se do podrobnéjsiho vykladu
prislusnych hesel vécné ¢asti Encyklopedii jazzu a moderni popularni

2. Dobové nahravky z nejstarSich malych gramodesek a z LP desky Zvidstni znameni
touha (1981), dva dily autorizovanych zp&vnikt Ryvolovky (2022) a srovnani se zapisy
stejnych pisni v rukopisném sesité s notovymi zaznamy a texty (Notac pisni T. O. Zlaty
kli¢, nedatovano). Rukopisny sesit zapujily byvala manzelka Wabiho Alexandra
a dcera Karolina Ryvolovy pro vystavu v prazském Popmuseu RyvoLove v roce 2023.
Vystava je téz dostupna online [cit. 2. 9. 2024]. Dostupné z: <https://www.popmuseum.
cz/vystavy/ryvo-love>.
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hudby (1983) nebo Slovniku ceské hudebni kultury (1997), zjistime,
(moderni a tradi¢ni popularni hudba, moderni a tradi¢ni jazz), jiné
jsou spiSe pomtickou pro bézné¢ dorozuméni nebo publicistickou
praxi. Do druhé, tedy terminologicky zatim nekodifikované
kategorie, patii i rozliSeni tradi¢ni a moderni trampské pisné.

Charakteristika tradi¢ni trampské pisné

Muzikolog Josef Kotek analyzoval mnozstvi tiskovych vydani
a nahravek trampskych pisni a vysledoval, Ze hudebni slozka
prvniho obdobi vychazela hojné z popularni hudby z obdobi po
prvni svétové valce, ,,ovlivnéné jazzem a rytmy novych modernich
tancu (foxtrot resp. foxpolka, tango a waltz)*, a dale z domaci
méstské zpévnosti, ,,zvldste z dobového kabaretniho a operetniho
kupletu i ze soucasné se vyhranujici lidovky. Melodickym duktem,
snadnou zpivatelnosti i formalnim usporadanim (obvykle 16 taktii
verze + 32 taktu refrénu, nékdy jen sam refrén) se trampska pisen
v podstaté shodovala s pisnémi dobové populdarni hudby. Ve
srovnani s lidovkou davala ovsem trampska melodika prednost
pohybu ve vétsich vzestupnych i sestupnych intervalech. Casté bylo
rovnéz uplatiiovani mollové melodiky, ktera se tu stavala ucinnou
nositelkou romantického sentimentu nebo vzrusené baladicnosti.
Oblibé sentimentalnich nalad odpovidalo téz zvysené uziti volného
taktu trictvrtecniho (valcik, waltz) a ctyrosminového (tango)™
(Kotek 1998: 114-5).

Od slagrové produkce se dle J. Kotka trampska piseii odliSovala
pfevahou toénin s kiizky, opodstatnénych ladénim strunnych
nastrojui. A pak zejména specifickou tematikou a jazykem textové
slozky. ,,Vychodiskem se tu zprvu stavaly ceské texty k dobové
znamym americkym slagriim.© (Kotek 1998: 115) Pozd¢ji, zejména
s rozmachem trampskych osad, se rozviji vlastni tvorba a ,, pisné
oslavujici lasku, prirodu, kamaradstvi a pospolity osadni Zivot.
Spolu s nimi ovsem i sentimentalni Zaloby na citova zklamani
a neprizen osudu’ (tamtéz: 115-116).

V rozporu s uvedenou charakteristikou neni ani etnolog Karel
Altman (2024) v zatim nejnovéj$i monografii vénované trampingu,
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zalozené zejména na dikladném studiu memoarové literatury
apublicistiky. Zprostiedkovangé cituje — téz prostiednictvim star$ich
brozur typu Kroniky trampské pisnicky sestavené Zbynkem Machou
vroce 1967 —zdroje, které ptipominaji téz poc¢atecni ceské textovani
pisni francouzskych nebo ruskych (Altman 2024: 468) a od 30. let
nejvice americké lidové pisné, nesené Casto filmovym ptibéhem.
Ptipomina téz témata ndmornicka ¢i indianska i zaclenovani pisni
junackych. Jako typicka témata vypocitava piirodu, dobrodruzstvi,
lasku, kamaradstvi a postavy Divokého zapadu (tamtéz: 469).
Rovnéz koteny hudebniho stylu popisuje Altman (tamtéz: 468)
ve shod¢ s Kotkem, jen upfesnuje, opét pomoci citaci, vyvoj
nastrojového vybaveni prvnich trampt. Pfipomina ,hospodské*
nastroje jako tahaci harmonika a ozembouch, které dle n¢kterych
pamétnikti pfedchdzely strunnym nastrojum, k nimz zpocatku
Cast¢ji patfily housle a mandoliny, zatimco kytara pievladla
pozdéji, od konce 20. let (tamtéz: 475).

Na rozdil od souvislosti s méstskym folklorem zadny ze zdroja
nezminuje vliv domaci lidové hudby na trampskou pisen. Tato
naopak od 30. let prortsta do profesionalni scény, kdy zacéinaji byt
také vydavany ¢tythlasé edice trampskych pisni (Kotek 1998: 15).
Koncem dekady zde probleskuji prvni vlivy swingu: ,,Do ponékud
ochabujict zpévnosti vnasela pritom mlada generace uz i ohlasy
zacinajictho swingu. Za soucinnosti prednich swingovych kapel
se ze znamych melodii takto také mezi trampy uplatnila napr.
pisen Leopolda Korbare ,Je na Zapad cesta dlouhad‘ (brzy behem
nacistické okupace a pak i za vlady komunistii ovS§em podvakrdte
zakazana), Rudy Jurista ,Leti Sip savanou’, Jirtho Traxlera ,Jedu
noct se svym koném sam " (vse 1939). (Tamtéz: 112).

VSeobecné povédomi o modernosti Hoboes

O pritazeni pisni skupiny Hoboes k moderni etapé trampské
hudby napsal napf. jiz citovany Josef Kotek: ,.Jejich repertodar od
viivit c&w sméroval k viastni tvorbé modernich trampskych pisni*.
(Kotek 1998: 339) Podobné Atka Chmelatova v encyklopedickém
hesle o Hoboes pise, ze skupina ,,interpretuje [...] tvorbu bratii
Ryvolii, v 60. letech klasifikovanou jako moderni trampska pisen,
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aby tak byla rozlisena od tradicni trampské pisne” (Chmelatova
1990: 199). I heslo ve vSeobecné dostupné Wikipedii zacina slovy
»Hoboes byla ceska moderni trampska skupina...

Oficidlni hudebni publicistika se pfitom oznaceni ,,moderni
trampska piseni, na rozdil od ,moderni country“, vyhybala.
V Melodii, hlavnim Ceskoslovenském casopise o popularni hudbg,
se vyskytuje jen mizivé a s odstupem. FrantiSek Horacek pise
v recenzi III. folk & country festivalu, ze ,,moderni country nemda
u nas kromé zavedenych profesiondlnich kapel Sirsi zakladnu. Tu
vSak zase maji skupiny, prosazujici cosi jako moderni trampskou
pisen* (Horacek 1972). Stejny autor az v roce 1982 v dlouhém
portrétu, jehoz soucasti jsou rozhovory s obéma bratry, pouzije
vyraz bez onoho ,,cosi“, jen kdyz bratry cituje: ,,...daleko vétsi
klasik a pritkopnik moderni trampské pisné je pry Kapitan Kid.*
(Horacek 1982: 174) To jeho kolega Jaromir Tiima se ve stejném
ro¢niku ¢asopisu od oznaceni piimo distancuje: ,,Terminu ,moderni
trampska pisen ‘ neholduji.* (Tima 1982)

V samotné trampské komunité vSak probihaly odsudky jakychkoli
novot a ostré polemiky. Miki Ryvola se k nim vratil v pozdéjsich
rozhovorech:

»V povalecnych létech jsme byli u zrodu takzvané moderni
trampské pisné a stali jsme se predstaviteli nového proudu v téhle
trochu okrajové oblasti ceské muziky. NaSe pisnicky prekvapivé
ziskaly — i pres odpor ortodoxnich zastanci tradicnich ,tramparen
— velky ohlas, néekteré doslova zlidovély. Sami dodnes tak uplné
nechdpeme, jak k tomu doslo. Byli jsme ve své tvorbé docela jini
nez autori trampské klasiky, i kdyz jsme jejich pisné znali, uméli,
respektovali a s gustem je hrali a zpivali. Nase véci byly o soucasnych
mladych lidech, bez sentimentu a bez manyr. Stard garda ndas za to
neméla prilis v lasce a kolem nasi muziky a Hoboes v Sedesatych
létech zurily lité boje, nékteré prestielky trvaji dodnes. Asi az historie
tenhle trochu komicky souboj rozsoudi.* (Vicek 2022)

3. ,Hoboes.“ Wikipedie [online] [cit. 2. 9. 2024]. Dostupné z: <https://cs.wikipedia.org/
wiki/Hoboes>.
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~Mou hudebni laskou byla i lidova muzika. Jako dite jsem
chodil do deétskych sborii. Ale milovali jsme predevsim Voskovce,
Wericha a Jezka. Bracha mél na Selakovych deskach také Glenna
Millera a dalsi americké big bandy. Potom zacal sam hrat v malych
kapeldch swing a to mé samoziejmé ovliviiovalo. “ A o par odstavct
dal, uz o vlastni hudebni produkci: ,, Uplné prirozené jsme hrali
swingove. A protoze jsme zpocdtku jesté neméli viastni repertoar,
prehravali jsme si JeZka a zpivali Kainarovy texty na swingové
standardy. Swingovali jsme automaticky, méli jsme tam synkopy.
A tim padem se na nas tradicni trampové vrhli, ze z toho délame
bigbit.“ (Tesaf 2016)*

Miki Ryvola tedy saim pouzil spojenti ,,tradi¢ni trampové®, ¢imz se
vici nim vymezil jako predstavitel trampské kultury moderni, jiné
nez jakou vytvareli autofi trampské klasiky. Pfiznava prirozenou
silnou inspiraci swingem, pisnémi Jaroslava Jezka a Josefa Kainara,
swingovani, synkopovani. Uvadi i spojitost s rockem (bigbitem), ale
spiSe pfisuzovanou zvenci, aniz by se s touto souvislosti ztotoznil.

Dalsi doklady o zdrojich, které ovlivnily oba bratry Ryvoly,
zprostfedkoval napf. Stanislav Motl (1995: 52):° Miki v jeho
podani vzpomina na ,zpévy vanové“, kdy otec Josef Ryvola,
technicky ufednik, ale zaroveil sokolsky cvicitel (v Sokole plisobila
1 jejich maminka) v koupelné€ s obéma syny zpival — zde je mozné
spatfovat kofeny jejich zaliby a umu ve vicehlasém zpévu. Dale
se zde dozvidame, Ze oba bratii nejprve chodili do housli, ale brzy
presli ke kytafe, na niz se ucili sami. Wabi se jako ¢len pocetného
hudebniho souboru Spojenych ocelaren Kladno s nazvem Siréna
stal jeho druhym dirigentem a sbormistrem. Motl za Wabiho Ryvolu
tlumoci: ,,...v rdmci mamutiho souboru vytvoril maly orchestr,
ktery hral swing a hlavné cernosské spiritualy. (Tamtéz) Na jiném
misté pak dodava, ze Wabi ,,ve volnych chvilich cetl Londona,
Hemingwaye, Dostojevského.* (Motl 1986)

4. V recenzi CD Mikiho Ryvoly & orchestru Tunel jménem cas (2016) pro Radio Proglas
Milan Tesaf cituje uryvky ze svého starsiho rozhovoru pro bluesovy ¢asopis Crossroads.
5. Dostupné téz z <http://www.boko.cz/wabi/> [cit. 2. 9. 2024].
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Svétlé podnéty v temnych 50. letech

Bratfi Ryvolové se narodili v Kladné — Mirko, s pozdé&jsi
prezdivkou Miki, dne 12. 4. 1942, Jifi, s pozd¢jsi ptezdivkou
Wabi, dne 4. 4. 1935 (zemiel 28. 2. 1995). Dtlezitym meznikem
v jejich zivotech byl rok 1956: Mirko se stal zakladajicim ¢lenem
trampské osady Zlaty kli¢, kolem niz se pozdé&ji sebéhly dulezité
hlavni hudebni udalosti, v letech 1956-1960 studoval Stfedni
primyslovou Skolu keramickou v Bechyni, kde se mj. seznamil
s Karlem Krylem (ktery studoval zde 1958—1962). Ve stejném roce
zemiel otec obou bratrti a Jifi musel nastoupit vojenskou sluzbu
u pomocnych technickych praporii (PTP). Clenem osady Zlaty kli¢
se proto stava az po navratu z vojny v roce 1960.

Jaké dalsi podnéty v dobé& détstvi a dospivani obou bratrli byly
k méni v podob¢ knizek nebo filmt v kinech? Zapadnich snimki bylo
poroce 1948 samoziejme pomalu, ale leckdo mohl jesté stihnout vidét
western Sedma kavalérie (americka premiéra 1941, ceska 1947) nebo
¢esky film pro mladez z prostiedi skautskych vodakd Na dobré stopée
(1948, premiéra 1949, avsak vzhledem k novému zakazu skautingu jiz
napf. v Praze promitani povoleno nebylo).® Sovétska kinematografie
se rovnéz snazila dodavat filmy s dobrodruznou tematikou, v kinech
u nas napt. bézely snimky Prihoda v tajze (1953, Ceskd premiéra
1954), Nebezpecné stezky (1954, Ceska premiéra 1955), Plavba na
Grumant (1954, Ceska premiéra 1955). Ojedinéle byly uvedeny filmy
s Jeanem Maraisem, Gérardem Philipem, koprodukéni filmy Africka
krdlovna nebo Mzda strachu a samoziejmé mohly zaujmout také
nékteré nové ceské filmy, napiiklad z dilny cestovateld Zikmunda
a Hanzelky, od roku 1955 Zemanova Cesta do pravéku, Pojariv
détsky film Dobrodruzstvi na Zlaté zatoce (oboji 1955). Zfilmované
Mayovy piibéhy o Vinnetouovi a Old Shatterhandovi byly uvadény
od roku 1964.

V roce 1954 byla zalozena edice Statniho nakladatelstvi détské
knihy (pozd¢jsi Albatros) ,,Knihy odvahy a dobrodruzstvi®. Po
povinném sovétském zacatku (Boris Polevoj a Pribéh opravdového

6. Udaje o premiérach filmi pochazeji z Cesko-Slovenské filmové databaze (https:/www.
csfd.cz/kino/premiéry/).
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¢loveka) se zde zacaly objevovat i ¢eské preklady starSich anovéjsich
zapadnich autori dobrodruzné literatury: knihy Julese Vernea,
Poklad na ostrové Roberta Louise Stevensona (1954), Bily tesdk
Jacka Londona (1954), dila Marka Twaina ¢i Karla Maye, Hrdinny
kapitan Korkoran Alfreda Assollanta (1955 a znovu 1957). Ackoliv
k jejich vlivu nejsou dochovany piimé vypovédi, ditkazy mizeme
nalézt v samotné tvorbé. Napft. pisent Wabiho Ryvoly Samota z roku
1965 obsahuje verS A tak vzdy zistanes sam a kola¢ medovy za
tebe sni kapitan Korkordn. Samotné prezdivka Jitiho Ryvoly je
ziejmé odvozena z romanu Lovci vikii Jamese Olivera Curwooda
z prostiedi lovci a trapert kanadskych pustin, s vyraznou postavou
indianského chlapce Wabiho (Cesky vydano 1926, 1927 a 1933).
Podobn¢ nazev trampské osady, z niz vzesli Hoboes, inspirovala
détska dobrodruzna knizka o dvou state¢nych chlapcich a pokladu
zesnulého zlatokopa Srub u Zlatého klice, kterou napsal Milo$
Kocourek pod pseudonymem Michael Bernard (prvni vydani
1947). Pro ptedstavu jak silné bylo détstvi bratri prostoupeno
prézou i poezii, pfipomenime jest¢ jednu citaci Mikiho Ryvoly:
,,Od detstvi jsem zil obklopen knihami, tata byl velky knihomol
a brdacha rovnez. V pokusech o povidky ci poezii jsem popsal
hromady papiru a svét knizek me provazel cely zivot, témér tricet
let jsem pracoval v nakladatelstvi jako tiskovy a vytvarny redaktor,
nakonec i moje dcera vystudovala knihovnictvi a s pozitkem
pracuje jako knihovnice. Na Skole v Bechyni jsme méli Stésti na
skvélou profesorku Cechovou, jeji hodiny cestiny a literatury jsme
milovali.** (Vic¢ek 2022)

Obéma bratrim v psani pisni pomahala jejich prabézna drobna
prozaicka a ilustratorska praxe, od roku 1965 ptispivali do riznych
casopiseckych rubrik. Po¢atky novéjsiho uchopeni trampské pisné
u bratri Ryvola zacalo celkem logicky tipravami téch starSich, jak
doklada vzpominka Wabiho: ,.Zpivali jsme repertoar Osvobozeného
divadla, Pul parku a tak... Potom doslo na kovbojarny, ale u téch
Jsme nebyli spokojeny s texty, uz jsme mysleli jinak. Nejdriv jsme
narazeli na odpor zastancii tradice, kdyz jsme si staré veci upravili
do jinych rytmit a harmonii. Pozdéji z toho logicky vyplynulo, Ze
Jsme to zacali se skladanim zkouset sami.* (Motl 1995: 53)
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Modernost pisiiovych texti Hoboes

S védomim obsahu pfedchozich citaci a po diikladném poslechu
a proc¢itani textG mizeme konstatovat n¢kolik rovin, ve kterych
se texty pisni Hoboes odlisuji od starSich trampskych pisni. Je
to zejména civilni zpracovani a podani vyhybajici se sentimentu
a manyram, s vyusténim do pocitu poetického, legraéniho nebo
morbidniho a dale ptirozené drsny jazyk, nevyhybani se obecné
cesting, jejiz vyrazy vsak cCasto stoji vedle poetickych metafor
a metonymii. Pfikladem muze byt nejslavnéjsi pisen Hoboes
Bedna od whisky, zachycujici situaci a mysSlenky odsouzence
tésné pied popravou: obecnou ¢estinu (,,fory nejdou pres pysky*,
,Streka daleka®, ,,8tipnul koné*...) stiidaji metafory a metonymie
(kravata, obojek a laso ve vyznamu opratky, soudce lyn¢ ve smyslu
nezakonného lyncovani, dlouhy schody do nebe a Streka daleka
jako pomalé umirani).

Dalsi charakteristickou rovinou je velmi Siroky tematicky zaber,
ktery se rozhodné€, az na vyjimky, odklani od ptvodniho Ipéni
na Divokém zéapadu ¢i kanadskych fekach smérem k obecnéji
vnimané pfirod¢ a postavé tuldka bez stalého zaméstnani (hobo),
k realit¢ dnesniho svéta a dokonce i méstského prostiedi (Proklata
fordka, Tereza /Osamély mésto/, Posledni Jumbo Jet).

Pisn¢ se sice hemzi trampskymi a vlakovymi motivy, ale
zaroveii tyto motivy piesahuji. Castou postavou je pravé ,,hobo*,
posunuty od pivodniho amerického bezdomoveckého vyznamu
k pfitazlivéjsi podobé tuldka, jenz nejCastéji cestuje nacerno
zeleznici a ktery si hlavné uziva svobodu — svobodu volby, pohybu
a rozhodovani o vlastnim, byt’ ¢asto ne zcela radostném osudu.

V poetice obou bratri pfitom mulzeme nalézt odliSnost.
U Wabiho Ryvoly jde o vciténi se do osudu svobodného tulaka
bud’to v roli subjektu (,,Nejvic mé mrzi, Ze nemam uz, kam bych
Sel“ — Hobo a pes), nebo v osloveni (,,A tak se tould$ travou
spalenou, nevis, jak rozloucit se s 1étem* — Hejno vran). U Mikiho
Ryvoly jde Castg&ji spiSe o metaforu, napt. o nepiimé pojmenovani
né¢koho, kdo marné hleda lasku (slepi tulaci v pisni Noc krdalovny
Kristiny). Podobné kdyz zpivd Wabi o vlaku a tunelu (,,PiStala
fve a tunel pted tebou* — Hobo), zpiva o predstaveé zivotni situace
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Soukormy archiv rodiny Ryvolovy
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Moderni sarkasmus Mikiho Ryvoly.
Rubrika Taborovy ohen. Mlady svet 1964, ¢. 47, s. 6

skute¢ného dopravniho prostiedku a stavby, zatimco pro Mikiho
mohou stejné motivy vlaku a tunelu poslouzit jako metafora
o cesté zivotem, ubihajicim ¢ase a starnuti (,,Pisnicky a §t'astny
mile na tulackej pas uZ spolkla dira kamenna, tunel jménem Cas*
— Tunel jménem Cas). Kone¢né tam, kde u Wabiho najdeme motiv
smrti pojedndn prostiednictvim realistické poetiky (,,Mlj chlap
tady v hlin¢ tvrd¢ spi, ma podrazky vobé déravy* — Mrtvej chlap),
u Mikiho vnimame sarkastickou nadsazku v podobé jakéhosi
hororového pisiiového komiksu (,,Nikdo listky nepohlizi, s brzdou
je to zrovna tak, s pavucinou misto kouie jede noci mrtvej vlak*
— Mrtvej viak).

Citime tedy jednoznacnég, ze na rozdil od trampskych pisni
drivéjsich dekad je vypoveéd obou bratrii vice osobni. Nepopisovali
vnimané jevy a situace jako takové, ale zpivali vice o svém vztahu
k nim. Jejich pisné vznikajici v pritbéhu 60. let jiz nesly znamky
folku, byt slovni inventat zdstal trampsky, folk jako Zanr jesté
nebyl u nas definovan a folkové pisnickarstvi teprve ¢ekalo na sviij
r0ZVo0j.
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Zvukova modernost Hoboes

Novost zvukové stranky pisni Hoboes struéné vystihl jejich
soucasnik Jiti Mika: ,,K tvrdému zvuku gibsonit obou bratrii se
pridaly rafinované basové figury Pedrovy spanélky*. (Mika 2009:
34) Kytary typu Gibson se dvéma podlouhlymi rezonan¢nimi
otvory, podobného tvaru a umisténi v ozvucnici jako u housli, byly
v 50. a 60. letech obvyklé v jazzu a popularni hudbé. V trampském
kontextu vyznivaly jako novota. Ackoli zvuk zistdval Ccisté
akusticky, ostfejsi souzvuk dvou néstroji s kovovymi strunami,
s akordickym doprovodem a hranymi vybrnkavanymi s6lovymi
figurami posouval sound blize ke kapelam elektricky ozvuc¢enym.
Zminény Pedro — Jindfich Pitra, spoluzakladatel osady Zlaty kli¢,
byl dle svédectvi Jifiho Miky zarovenl zruénym baskytaristou
kladenského tanec¢niho orchestru, hrajiciho na mistnich ¢ajich. Tato
praprava i hodiny kytary v kladenské lidové Skole uméni se jisté
promitly do kvality a razu jeho vybrnkavanych basovych figur, které
ovSem v Hoboes hral zasadné jen a pouze na akustickou kytaru,
nikoli na baskytaru. V jeho pfipadé se jednalo o tzv. jumbo, tedy
nastroj uréeny opét pro kovové struny, se zvétSenou spodni ¢asti
téla s SirSimi luby, vyznacujici se tak lepsi odezvou pii basovych
frekvencich. Dal§im kytaristou skupiny byl Miroslav Navara a zvuk
samoziejmeé vyznamné dotvarel vicehlasy zpév s zenskymi vokaly.
Skupina méla okruh spolupracovnikii i na dal$i nastroje, napft.
na balalajku nebo flétnu, a stabilnim hostem byl zruény sélovy
kytarista Bohumil Sykora, jinak téZ renomovany odbornik na
zvukovou techniku. Do studia byli na nahravani dle potfeby zvani
dalsi hraci, napt. na kontrabas nebo banjo. Hudebnici vystacili se
standardnim ozvuceni s jednim mikrofonem pro nastroj a druhym
pro zpév. Velmi citlivé umél zvuk skupiny vyladit hudebni reZisér
¢eskobudéjovického rozhlasového studia Miroslav Vaverka.

Nahravka a notovy zépis jedné z nejstarSich pisni — Hejno
vran (1962) — za€ind introdukci s ohybanymi kytarovymi tony
pripominajicimi beatové skupiny ranych 60. let, kterym ucarovali
brits§ti Shadows, a pokracuje valivym doprovodnym beglajtem
s tahem rychlej$iho blues. Podobn€ zndma pisen Dlouhd cesta (1965)
ma kvazi beatovou kytarovou introdukei a mezihry, aby vSak vlastni
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Sbor trampské osady Zlaty klic, uz tehdy s gibsonkami, v Lucerné 1. 11. 1963. Wabi Ryvola
prvni zleva, Miki Ryvola paty zprava, v popredi téz Miroslav Navara a Hana Homolkova
alias Bandita. Zdroj: Sbirka Miroslava Navary v Regionalnim muzeu v Jilovém u Prahy

pribéh pisné ubihal v rytmu spiSe swingovém. V zavéru pisné pak
kytarové vyhravky intona¢né klouzou pod tonem v duchu blue notes.
I zde zvuk a styl evokuji rany ¢esky big beat prelomu 50. a 60. let,
ktery byl jest¢ pod pfirozenym vlivem boogie woogie a western
swingu, jak tomu bylo napt. u skupin Komety, Samuels Band, FAPS,
Sputnici, Synkopy 61. Obdobnym t¢inkem pisobi i sélova kytara
na nahravkach Rezavy sporny (1969) nebo Volani (LP Pisné Wabiho
a Mikiho 1999 — zde jiz namisto Hoboes hraje studiova sestava).
Oproti takto zng&jicim studiovym nahravkam’ vykazuji zivé nahravky
z let 1968—1986 (Hoboes Live 1998) samoziejmé jednodussi aranze,
nicméné rytmicky tah tim ochuzen neni.

7. K poslechové analyze poslouzily, neni-li uvedeno jinak, zejména EP Hraji a zpivaji
skupiny Scarabeus a Hoboes, 1969 a Zvldstni znameni touha, 1981.
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Rytmicka modernost Hoboes

Ackoliv Hoboes nepouzivali bici néstroje nebo perkuse, jejich
herni styl ptisobil ptekvapivé sviznym a podmanivym rytmickym
pulsem. M¢I tah nejen swingovy, ale jak uz bylo naznaceno, nékdy
az bluesovy a rockovy. V pisni Vozralej viak (1970)® je pak vlakové
tulactvi zhudebnéno v duchu vyslovené rock’n’rollovém. Rytmus
ur¢ovaly kytarové beglajty spoleéné s vybrnkavanymi vysokymi
1 basovymi kytarovymi figurami a také drobeni zpévnich frazi do
tvrdosijné opakovanych osmin ¢i Sestnactin, pficemz €asto slySime
kontrast mezi pomaleji plynoucimi tony verzi a rychleji traktovanym
refrénem. Vyraznymi piiklady tohoto jsou jak rana valc¢ikova Cesta
na Island (1965), tak i pozdni Drateny ohrady (1982).

2. sloka - horni hlas
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Konec verze a zacatek refrénu pisné Cesta na Island’

Nekteré pisné dokonce zacinaji motivem, ktery 1ze vnimat jako
rockovy kytarovy riff, prochdzejici, pfimo nebo latentné, celou
skladbou. Typickym ptikladem je Jarni kuryr (1967) a sestupna
rytmizovana kvarta v kytarovém tuvodu:
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Uvodni riff pisné Jarni kuryr

8. Pisen je vydana napt. na CD Wabi Ryvola. Master Series (Venkov Records, 1998). Live
verze viz <https://www.youtube.com/watch?v=5YkPgJIdsLg> [cit. 1. 10. 2024].
9. Za svoleni extrahovat kratké ukazky ze zpévniki dékujeme vydavatelstvi Super Noty.
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Esteticky ucin takového riffu neni jiny nez napf. tivodniho
baskytarového riffu pisné skupiny Queen a Davida Bowieho Under
Pressure (1981). Jde opét o sestupnou kvartu, jen rytmicky jinak
traktovanou:

pepepe 2eane
e e L L e L P —

,
Uvodni riff pisné Under Pressure

Riff Queen vSak vznikl mnohem pozdéji, podobné jako vétSina
slavnych hardrockovych riffii. Na Hoboes tak muzeme nahliZet
i jako na prikopniky neswingovych kytarovych riffa, které
posouvanim na dalsi harmonické funkce prolinaji jako rytmicky
motor celou pisni.

Odlisnym ptikladem je pisen Tak uz mi ma holka mava (1972).
Zacina (a kon¢i) ozvlastiujici citaci barokniho Bourrée J. S. Bacha
a rytmické plynuti pak nasleduje jako kontrast, ktery vyvrcholi
vybusnym stiidanim soéla a sboru ve zpévu refrénové casti na
1. a 3. dob¢ ctytdobého taktu (s textovym sloganem Tak jed’! - Jed'!
- Jed'!).

Hudba a slovo si v pisnich Hoboes nepiekazeji, kolize rytmu
hudby a textu nastane jen vyjimecné (v posledné citované pisni
napt. ve verSi Smutek je Sdtek o — saméni) a nepusobi vyslovené
rusive. Texty v naprosté vétsing pripadd plynou hudbou piirozenym
spadem, v podstat¢ jako bézna hovorova mluva, v hiphopovém
slangu bychom fekli, Zze maji ,,flow*.

Az do druhé poloviny 60. let byvalo taktka povinné ptisuzovat
publikovanym pisnim soundlezitost s urCitym tancem a s nim
asociovanym tempem. Rada starSich pisni Hoboes takto nese
zafazeni ,,foxtrot”, ,tempo di foxtrot“, ,tempo di rumba‘, ,,tempo
di slow fox*, ,,a la rumba®, ,a la tango®, nékdy dokonce ,,rock®.
Oblibené a casté bylo stiedni pohodové ,tempo di beguine®.
Vyjimkou nebyla ani ironizujici oznaceni ,,a la das®, ,tempo di
ki nebo ,,tempo di vlak®, které konvenovalo s ¢astou tematikou
pisni i s pravidelnym rytmickym pulsem jedouciho vlaku.
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Harmonické modernost Hoboes

Ptekvapive bohaty je harmonicky prubeh vétsSiny pisni Hoboes.
Nejedna se o pisné na tii akordy. Uginné stiidani dur a moll akordi
v pribéhu jedné pisné — napf. mollova verze a durovy refrén —
vnimame 1 u tradi¢nich trampskych pisni (napt. Viajka, 1929,
z niz se pozd¢ji stala trampskd hymna) a u soub&zné poznavané
americké country hudby (napi. Jim Bridger Leona Payna, 1961),
jejiz nahravky s Ceskymi texty vSak vznikly az v letech 1969 (Jiti
Grossmann) a 1971 (Greenhorns). V pisnich bratri Ryvolovych jde
vSak o akordickou hojnost az extrémni. S trochou nadsazky mizeme
konstatovat, ze skoro na kazdy takt pfipadne akordickd zména,
vyjimkou nejsou takty se dvéma rtiznymi akordy. Mollové verze
a kontrastni durové refrény slySime napt. v pisnich Bedna od whisky
(1968) nebo Odjizdim (1971), na durovych akordech zalozené verze
a naopak refrén na mollovych vnimame napi. v pisnich Vrbovy
houstiny (1967) nebo v Songu abonenta jihozapadni drahy (1975).
Ptikladem barevné efektniho stfidani durovych a mollovych akorda
v pribéhu celé pisné je opét vyse zminéna Tak uz mi ma holka
mava: vychozi tonika (e moll) se stfida se subdominantou mollovou
(amoll) 1 durovou (A dur) a ta prechazi do akordu na Sestém stupni
(C dur) a z ni do durové podoby téniky (E dur), odkud nasleduje
prechod k refrénu v paralelni durové toniné (G dur) k vychozi
mollové ténice. Nejde pfitom o samotcelné mnozeni akordd, ale
o efekt vzrusivého rozvoje a prechodti v ramci pribéhu pisné.

Samoziejmosti jsou u Hoboes zvétsené a zmensené akordy a sou-
zvuky s tercii posunutou na kvartu (akord s oznacenim Sus 4), které
zfejmé vznikaly jako prechody od jednoho akordu k druhému.
pisni T O. Zlaty klic¢, nedat.), zatimco dochované nahravky i komercné
vydané notové piepisy pisni ano (dva dily zpévniku Ryvolovky 2022).
Bratfi Ryvolové tedy zjevné uvedené akordy hrali bez potieby je
presné zapisovat nebo pojmenovat. Jifi Mika mj. tlumodil vyjadieni
Mikiho Ryvoly o tom, jak se s bratrem bavili ,,$pinénim* pisni,
tj. v experimentovani s akordickymi hmaty na kytafe podle toho,
jak nezvykle vysledek zni.' V pisnich se tak vedle ve swingu

10. E-mailova korespondence J. Miky s autorem ¢lanku ve dnech 4.-8. 11. 2024.
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béznych zmensenych a zvétSenych akordd ¢i zahusténych akordt
s pfidanou sextou vyskytuji i velmi neobvyklé souzvuky, prepsané
do vydanych zpé&vniki nasledujicim zpisobem:

Rubato
* e o)

I o

Introdukce Hobo — akord G zvétseny s pridanou nonou

Fmaj7(bs)

K

Konec mezihry pisné Tunel jménem Cas — akord Fmaj7 se snizenou kvintou

Jednim z nejvyraznéjSich nésledovnikti dale rozvijejicim tyto
principy, napt. hojné uzivani akordii s pfidanou sextou a s velkou
septimou, byl Wabi Dan¢k. Typickym ptikladem je trampska hymna
moderni éry z jeho pera — Rosa na kolejich (1974).

Zajimavym harmonickym jevem pisni Hoboes je také obcasny
vyskyt durového akordu na snizeném 7. stupni, ktery by v hudebni
nauce o starych cirkevnich modech odpovidal tzv. mixolydickému
modu. Ve vyse zminované pisni Tak uz mi ma holka mava se jedna
o akord F dur v refrénu usazeném jinak v toniné G dur. Uz ale
i v refrénu pisné Hobo z roku 1965 slySime akord B dur v ramci
melodie probihajici v toniné¢ C dur:

c Bb G7
T Y ! T T - |
T === | i e
1 T 1 1 ]
b T <z
v mejch u-sich je-nom vi - tr Su- mi.

Cast refrénu pisné Hobo s durovym akordem na snizeném sedmém stupni

Pozoruhodné je, Ze podobné postupy mtizeme nalézt v produkci
beatovych skupin anglického Mersey soundu. U Beatles napf.
v pisnich A Hard Days Night (1964), You've Got to Hide Your
Love Away (1965) nebo With a Little Help from My Friends (1967).
Antonin Matzner uvadi jako mozny zdroj u Beatles, vedle neznalosti
ucebnicové harmonie, jejich zkusenost s anglikanskymi duchovnimi
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zpévy ,,v¢etné cirkevnich stupnic a vokalnich forem linearniho vice-
hlasu (Matzner 1983, 1983b a 1986). Piivod podobného harmo-
nického mysleni u Hoboes nelze piesné urcit, hudebni citéni bratrti
Ryvolovych kazdopadné nemtizeme odtrhnout od vSeobecného
poveédomionoveé ptichazejicich hudebnich podnétech prostfednictvim
zahranicnich rozhlasovych stanic, obc¢as dovezenych gramodesek
a hudebnin, muzicirovani ostatnich vrstevnikti nebo od moderngjsiho
obsahu novych ¢eskych rozhlasovych pofadi Houpacka (od 1964),
Mikroforum (1965) nebo Pozor, zdkruta! (od 1962).

Ditiraz na souzvuky hlasii v trampském zpévu byl dtlezity uz ve
30. letech, vétsinou ale $lo zfetelnou hlavni melodii a doprovodné
hlasy. U zpévnich aranzi Ryvolil je Casto obtizné urcit, ktery hlas
vicehlasé aranze mame pokladat za ten hlavni. Nejde samoziejmeé
o polyfonii v renesanénim slova smyslu, jen vnimame, ze hlasy
sboru zde mivaji nosnou linearni zpévnou linku kazdy zvlast. Ve
srovnani napf. se skupinou Spiritudl kvintet, kde byly vicehlasé
zpevy disledné odvozené z afroamerického vzoru nebo z domécich
historickych pramenti, ma aranz spolecnych zpévii Hoboes méné
stylové Cistou, ale zaroven vice svébytnou podobu. K souhrnu
¢asto zmifiovanych inspiraci (swing, Jezek, Slitr a Suchy, z malé
¢asti téz rock a country), musime pfipomenout i zkuSenost bratrd
s klasickym sborovym zpévem, v piipadé¢ Wabiho Ryvoly dokonce
s fizenim takového sboru.

Misto zavéru: mezi popévkem, pop music a Sansonem

Ackoliv se Ryvolové od jakychkoliv souvislosti s bé&znou
popularni hudbou distancovali, najdeme v jejich repertoaru
i prekvapivé pop-kulturni presahy. Radu pisni bychom si mohli
predstavit — v jiné aranzi a v podani profesiondlnich zpévakl
popularni hudby 60. — 80. let — jako soucast bézné medialni scény.
Potenci posunout kostru pisné do dal§iho zvukového a stylového
kontextu podpofil sam Miki Ryvola, kdyz v roce 2016 souhlasil
s upravami vybéru pisni pro vétsi orchestr a nové je nazpival na
album Tunel jménem Cas."

11. Miki Ryvola & Orchestr: Tunel jménem Cas. Good Day Records, 2016.
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Titulni pisenn alba je navic zajimavym ptikladem skrytého
a zjevn¢ nevédomého piesahu do komeréni pop music. Zamétime-li
se na introdukce a mezihry pisn¢, mizeme identifikovat melodicky
a harmonicky pribéh obdobny jako u refrénu pisné Ja piijdu tam
a ty tam, znamé z podani Heleny Vondrackové a Jitiho Korna.
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Refrén pisné Save Your Kisses For Me / Ja piijdu tam a ty tam

Vznik pisné Hoboes je dle Zpévniku Ryvolovky (2022: 62)
datovan 5. 2. 1977. Hit Vondrackové a Korna byl dle supraphonline.
cz natocen 16. 12. 1976. Pravdépodobné¢ zn¢l Casto z rozhlasu,
televize, v obchodnich domech a podobné, v normalizaénim
¢eskoslovenském medialnim prostiedi tak nebylo pied nahravkou
uniku a podvédomé se mohla ulozit i do paméti Mikiho Ryvoly.
Jde o Zdeitkkem Borovcem otextovany zahrani¢ni hit Save Your
Kisses for Me autori Martina Lee, Tony Hillera a Lee Sheridena,
s nimz britska skupina Brotherhood of Man vyhrala pravé v roce
1976 soutéz o cenu Eurovize. Ryvolova fraze je jinak rytmicky
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a zvukové traktovana a vysledkem je tak zcela jina skladba, kterou
bychom si v dalsi jiné aranzi a v jiném hernim stylu mohli piedstavit
dokonce tfeba i jako jazzrockovou. Nejde tedy o plagiat, i kdyz
melodicky a harmonicky obrys je obdobny.

Pisné Hoboes se v mnohém odliSovaly od trampského repertoaru
diivéjsich desetileti v textech, zvuku, rytmu, melodiich a zejména
harmoniich. VSechny inovace, které jsme vyse identifikovali,
vyplynuly z obvyklého genera¢niho posunu, z jiného citéni
a z pfirozeného vlivu novych inspira¢nich zdroji. I ptes odpor
trampskych puristt si pisné¢ Hoboes nasly cestu k tdborovym ohiitim
i na festivaly s trampskou hudbou a mnohé v trampském prostiedi
zlidovély. Nékteré presahly trampsky kontext a nasly si svou cestu
i pro spoleCny zpév pii vecCircich a podobnych prilezitostech.
Staly se z nich oblibené popévky (mnohdy §lo pfiznacné o pisné
v ttidobém taktu): Tereza, Bal v lapdku, Hejno vran, Bedna od
whisky, Ohrada, Dlouha cesta, Odjizdim, Klekani ad. Mnohé
ostatni jsou vSak pro amatérské hrani a spolecny zpév pfilis slozité:
Noc kralovny Kristiny, Nedohrand, Smutna bedla jedld, Sochdam
breci dést na oboci, Brehy mé duse, K horam ad. Nékteré mizeme
dokonce vzhledem k jejich poetice pokladat za novodobé Sansony.

Zivotnimu stylu bratrii Ryvold se pficilo prosazovat se jakkoli
v médiich a zabyvat se propagaci vlastni tvorby. Rada slozité&jsich
anaro¢néjsich pisni tak ztistava stranou obecného povédomi, i kdyz
m¢éla nebo ma potencial fungovat v riznych dalSich kontextech.

* Text vznikl s podporou na dlouhodoby koncepéni rozvoj vyzkumné organizace
RVO: 68378033 (Ustav d&jin uméni AV CR, v. v. i.)
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Nota¢ pisni T. O. Zlaty kli¢. Rukopis notovych zaznami a textt pisni trampské osady Zlaty
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Zpévnik Ryvolovky — Pisné Wabiho a Mikiho Ryvolii. 1. dil. 2022. Praha: Super Noty.

Zpévnik Ryvolovky — Pisné Wabiho a Mikiho Ryvolii. 2. dil. 2022. Praha: Super Noty.
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Summary
“Ryvology” or How Was the Band Hoboes Modern
in the Development of Czech “Tramping” Songs?

Starting in the early 1960s, songs emerged from the Czech “tramping” environment which
differ significantly from the tramping repertoire of the previous decades. The Ryvola
Brothers Jiti (Wabi) and Mirko (Miki) with their band Hoboes were one of the first
such creators. The designation “modern” tramping song was used to refer to this newly-
conceived sphere. The article summarises the characteristics of the tramping songs of the
earlier period and investigates what groundwork and characteristic elements the Ryvola
Brothers’ work carried with it, in order to inspire and fulfil the new designation. We find
that not only elements of swing music and of the new Czech little theatre forms (starting
with the Osvobozené divadlo or Prague Free Theatre, 1926—1938) brought innovations, but
that the new songs were in no way isolated from wider cultural goings-on, including the
beat era and contemporary pop music. Attributes of modernity in the new tramping songs
were also added in the sound, rhythmic, and harmonic areas, including the content and
poetics of their lyrics.

Key words: Czech tramping songs, “modern” tramping songs, the Hoboes, Wabi Ryvola,
Miki Ryvola
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HNED SE TI BUDU VENOVAT ANEB
KANTOR JEDNE GENERACE

Milan Zeibert

»Hned se ti budu vénovat,” pokynul mi Ladislav Kantor ve
dvetich salu klubu Meloun v Michalské ulici na Starém Mésté
prazském a vyrazil néco fesit do piedsali. Reseni bylo asi vic, takze
k vénovani ten vecer, kdy jeho skupina C & K Vocal slavila tficet
let své ¢innosti, uz nedoslo. Pak jsem C & K Vocal vidél jen na
vzdalenost poloviny Vaclavského namésti pti koncertu Deset let
poté, ale tam uz na podiu nestal. Pfisné vzato, ¢lenem skupiny
v t€¢ dob€ uz nebyl, pofad v Melounu, ktery se jmenoval Vecer pro
basniky: Stard kolena: Srut — Wernisch — Kantor jen uvadél. Mg
ale porad zajimal, protoZe pravé jeho povazuju za Ustfedni postavu
generace, kterd ovliviiovala mou generaci.

Kdy jsem LP Generace slysel poprvé? Na devitiletce, nebo az
na gymnaziu? Kazdopadné jsem si vers ,.Jsme napul déti a napiil
dospéli, sméjem se jenom, kdyz v tom nelitame sami‘* bral osobng¢.
A kdyz ¢ast z dalsiho ,,Litdme od zdi ke zdi, jak se nam co zjevi
pouzil Kantor v DZindch barvy kiize pro Lubose Pospisila, nemohlo
se m¢ to netykat. V té dobé¢ jsem potad nekde lital, ne sice v dzinach
barvy kiize, ale v tésn¢ obtazenych kalhotach z hnédého dyftynu.
Bohuzel mi je mama vyzehlila, ¢imz byly na stehnech nevratné
narysovany bilé linky, které vzhledem k mé fyziognomii byly ve
skute¢nosti kfivkami.

Ten ¢lovék mé upoutal i vzhledem. Brejlicky jako Lennon,
dlouhé vlasy taky, ale uc¢esané na stranu. Kdyz se toCily Mimikry,
nejprolhanéjsi z 30 pripadii majora Zemana, maskovali Labuse
pro roli Mejly Hlavsy nejspis§ podle Kantora. Pozdéji vypadal jako
Otakar Btezina, s kterym by si jako textai symbolista rozumél.
A kdyz promluvil: ani slovo navic. Muselo to byt nékdy v roce
1983, kdy jsme na konci koncertu C & K Vocalu v Jednotném klubu
pracujicich ve mésté T. hledéli zbofit sal, aby se skupina vratila.
Ptisel sam, stoupl si k mikrofonu, my zmlkli a on sd¢lil: ,,Bude
pisenn!“ Stejnou figuru opakoval pred kazdym dal§im ptidavkem.
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Mozna to bylo to, co n¢které popouzelo. Vzpominam na ironicky
titulek Studentskych listit z roku 1990 ,,Prezidentiv Kantor a text
v tom smyslu, ze Vaclav Havel poslouchal vic néjakého Kantora
z Sedé zony nez studenty, kteii ptece vSechno zacali. Jenze Ladislav
Kantor, zpévak, textaf, rezisér, scéndrista, dramaturg, pedagog,
vedouci kancelafe prezidenta republiky, feditel Ceské filharmonie,
dramaturg Prahy — mésta evropské kultury a c¢len obecniho
zastupitelstva v Roztokach, zacal v§echno uz v roce 1964. Tehdy
se na vojné potkal s Jitim Cerhou, s nimz zalozil soubor ve stylu
divadla malych forem, ze kterého se vyvinula druhd nejzasadné;jsi
ceskoslovenska vokalni skupina. Koneéné¢ C & K Vocal zacinal
stejné¢ jako Spiritual kvintet ve folku a na Porté. V roce 1972 dostal
angazma v nejformovatéjsim z divadel malych i velkych a zahral si
v Kytici a v pasmu Zuzana v ldzni. A kdyz v bieznu 1975 Ferdinand
Havlik skupiné sdélil, ze uz pro ni v Semaforu neni uplatnéni, bylo
to to nejlepsi, co mohl zovialni swingat udélat.

C & K Vocal se tak ocitl Na kraji, jak nazval Kantor jednu ze ctyt
vlastnich skladeb, které se o dva roky pozd¢ji objevily na zasadnim
albu Generace. Ale uz v té dob¢, kdy Havlik pakoval z divadla sbor
tisickrat lepSi nez cokoli, co mu zpivalo sbory piedtim i potom,
méli spoluvedouci Cerha a Kantor nahrdno. Diky hudebnimu
publicistovi a hlavné naméstkovi firmy Artia Leo Jehnemu, jemuz
se skupina libila uz na F & C festivalu na jafe roku 1971, natocila
svou Generaci nejdiiv v angli¢tiné pro zahrani¢ni trh. Album
nahrané v roce 1975 vyslo o rok pozdéji a se stejnym opozdénim
nasledovala i ¢eskd verze: natoceno 1976, v prodeji 1977. Od té
doby prestala byt znalost ustfedniho sloganu C & K Vocalu ,,Kdo
Jje nam blizky, ten mozna oceni, ze se chcem vyhnout cestam, ktery
Jsou vsem znamy * omezena na navstévniky jejich poradu v Divadle
Ateliér nazvaného ve shodg¢ s titulni skladbou Generace.

Skupina se skute¢né dokazala vyhnout téméf vSemu, co obnasela
normaliza¢ni pop music. Jen dvakrat nazpivala sbory koleglim ze
Semaforu: v roce 1973 pomohla Petru Novakovi k pfiznivému
recenzentskému hodnoceni EP desky se skladbou Divenka z duhy,
coz byla piseit z pera zminéného Havlika a zatim nezminéného
Suchého z pasma Zuzana v ldzni, a ve stejném roce sborovala Karlu
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Cernochovi ve tiech skladbach jeho LP Popelky. To jsem ale nemél
odvahu si poslechnout, abych si nezkazil dojem.

Nerad bych pfiSel o iluze spojené s albem Generace, které jsem
jesté pred prvnim poslechem omamen¢ obracel v rukach, protoze
se mi libil obal s fotografiemi skupiny vcetné¢ doprovodnych
muzikantil. Na piedni strané obalu tak stali zleva doprava Ladislav
Kantor, Lubo§ Pospisil, Jifi Cerha, Milena Cervena, Helena
Arnetova a Petra Jant. Na zadni stran¢ odleva a zepiedu dozadu
kytarista Ota Petfina, saxofonista Jan Kubik, baskytarista Vladimir
Kulhanek a tplné vzadu otoceny zady mozna kytarista Pavel Foit,
mozna klavesista Pavel Vétrovec, nebo taky bubenik Anatoli
Kohout, protoze i ti byli ¢leny studiové skupiny Labyrint. Uprostied
se siluetou vodojemu za zady zpévacky, mezi nimiz uz neni Petra
Jant, takze ta tfeti je nejspiS Zdena Adamova, ktera je na obalu
uvedena jako host. V pravé ¢asti fotografie Vladimira Merty zblizka
Kantor s kytarou, jesté bliz PospiSil bez ni a v hornim rohu tvar
Jitiho Cerhy. Na fotografii nejsou, ale na desce si zahrali flétnista Jiti
Stivin, klavesista Martin Kratochvil, jako dalsi klavesista hudebni
rezisér Jan Spaleny, varhanik Petr Dvorak, perkusista Jifi Tomek,
baskytarista Vladimir Padrtinék a bubenik Vlado Cech. A protoze
u této desky je kazdé jméno dilezité, producentem, coz se tehdy
opisovalo vyrazem ,,spoluprace na realizaci®, byl Hynek Zaléik.

Nedalo mi to a autora fotografie jsem se po sedmactyficeti
letech dotazal a dozvédél se, ze otoCeny zady byl nahradnik za
nedostaviv§iho se muzikanta a Ze se fotilo na plani za letis§tém
Kbely. VEz v pozadi ale neni kbelsky vodojem, ten zndm, snad by
to mohl byt kominovy vodojem ve vysocanské Pragovce.

Potom jsem si desku pustil. Obsahovala sedm delSich skladeb.
Uvodni z obou stran byly znamé z cenéného LP skupiny Flamengo
Kure v hodinkach z roku 1972. Flamengo pak prestalo existovat,
ve studiovém Labyrintu se z n¢j vSak sesli Foft, Kubik a Kulhanek.
Cerha a Kantor si z jejich Kurete vybrali Ram pristich obrazii
a Doky, vlaky, hlad a boty, hudba Misik, respektive Kubik,
text v obou pfipadech Josef Kainar. Na zavér desky zaradili
rovnéz prevzaty Chorovod, tentokrat od Marka Grechuty, jehoz
v originale polsky text L. A. Moczulskeho Kantor pocestil. Hlavné
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ale byl autorem zbyvajicich textti k muzice Jitiho Cerhy (Na kraji,
Generace, Vteriny) a Oty Petiiny (Ldsko, lasko...). Reknu hodné
malo: origindly Flamenga s MiSikem jsem znal, C & K Vocal byl
lepsi, original Grechuty jsem neznal, verze C & K Vocalu mé
ohromila a hlavné pfesné zapadala mezi vlastni Vokali skladby,
z kterych jsem byl taky paf. Jeste¢ mi ztstal v hlave vers: ,,Jsme naptil
blazni, zZijeme v domnéni, ze kdo nam dava Sanci, mrha hodinami.*
Kantora se uz nezeptam, protoze v roce 2015 umiel, ale chapu to tak,
ze byl rozhodnuty uspét a cenil si toho, ze mu nékdo veéii a poméha,
ale po vzoru Frajera Luka mu to pfislo jako vétsi frajefina.

Jenze album Generace mélo tuspéch, C & K Vocal ziskal za
rok 1977 cenu ,,Tipy Melodie* a na jeho klubové porady nejprve
v Ateliéru a pak v Branickém divadle bylo vzdycky plno. Roky, kdy
skupina hodn¢ zkousela, ale malo vystupovala, byly odménény.
Misto citaci pochval postaci titulky ¢lankd v Melodii: C & K Vocal
zkouska odolnosti idedlti (FrantiSek Horacek, 1973), O blaznivé
urputnosti C & K Vocalu (Jifi Cerny, 1975), C & K Vocal —
K. O. panikaiim (Jan Rejzek, 1976), C & K Vocal po padu
pochybnosti (Jan Burian, 1978), Ptimét lidi reagovat (rozhovor
Jana Kolafe s Ladislavem Kantorem, 1981), C & K Vocal: trampské
nova vlna (Jaromir Ttma, 1982, kdyz dal pét hvézdicek z péti na
singlu vydanym pisnim Balada o Zemi a Vylet), Nerozbitné idealy
C & K Vocalu (FrantiSek Horacek s omluvou, ze pied deseti
lety nevéril, ze skupina ve zkousce odolnosti obstoji, coz vyslo
v listopadu 1983, tedy na posledni chvili, nebot” jak védi dnesni
Skoléci, nasledné byla redakce Melodie rozmetana a zasedli v ni
Petr Zantovsky a Ivan Kytka).

Mezitim ptipravil C & K Vocal z pisni provétenych pii svych
pasmech dalsi desky. Nejdiiv pro Artii s nazvem Growing Up Time
(1981), a kdyz komunistiéti schvalovatelé odmitli jeji ceské vydani,
Kantor ¢ast skladeb vyménil a uz za ctyfi roky vySla LP Balada
o Zemi, na niz skupina zpivala v sestavé Helena Arnetova, Zuzana
Hanzlova, Ivana Stréblova, Jiti Cerha, Zdendk élupka Svérak
a Ladislav Kantor, jako hosté pak Milena Cervena a Lubor Sonka,
ale také na obalu neuvedeni Petra Jan a Lubo$ Pospisil a taktéz
neuvedena studiova skupina Oty Petfiny, Jifi Vesely, Jaromir HeleSic
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a Martin Kratochvil, j. h., v nékterych skladbach doplnéna Petrem
Pokornym, Musicou Lucis, Sedlackovym kvartetem, Michalem
Gerou, Janem Kubikem, Ivanem Mat¢jckem a Luborem Sonkou.

Antonin Matzner v doprovodném textu na obalu desky sice
optimisticky pise o reprezentativnim prifezu tvorbou, Kantor vSak
v rozhovoru pro Mlady svét — aniz byl tazan — propalil, ze Balada
o Zemi nedrzi dramaturgicky pohromad¢, protoze to ptivodné mély
byt desky tii. To mé jako venkovského posluchace nenapadlo, a ani
kdyz jsem si ptecetl pravdu, neptestala se mi deska libit.

Nez se Kantorovi podafilo prosadit album vlastni skupiny,
podilel se na tfech jinych, dodnes zasadnich. Prvnim byl debut
Lubose Pospisila, ktery sice skupinu opustil, od Kantora si vSak
pro LP Tenhle vitr jsem meél rad (1982) nechal napsat s jedinou
vyjimkou vSechny texty. Hudbu si z vétsi Casti slozil saim, o zbytek
se postaral Petfina. PospiSil sice trousil poznamky, ze mu Kantor
natahal do text celou knihovnu, ale za prvé to neni pravda, a za
druhé uz nikdy tak dobrou desku nemél a mit nebude.

Totéz plati o Vaclavu Neckarovi, jemuz dvojice Petfina — Kantor
ve stejném roce sestavila na kli¢ prvni ¢ast z triptychu Pribehy,
pisné & balady, v jejich ptipadé tedy Pribehy, které byly o nékolik
pater vys nez dal§i dvé ¢asti pfipravené uz obvyklym Neckarovym
tymem. Na rozdil od Pospisila to Neckat pochopil, dokonce si
myslel, Zze by z pisn¢ Vsechno je jenom jednou mohl byt hit. To
se pochopitelné nestalo, to by lidé sedici v nejposlouchané;jsi
rozhlasové stanici Hvézda nedopustili, ale kdyz loni Neckai na
festivalu Rock For People odzpival sviij posledni velky koncert,
kon¢il pravé touto pisni a publikum zpivalo s nim.

Nakonec zasahl Kantor i do osudu zpévaka, ktery byl tehdy na
odpis. Jmenoval se Michal Prokop a diky Kantorovi zpiva dodnes.
Nechal si od né&j postavit kapelu i tvarci tym, a aniz by se Kantor
podilel jedinym vlastnim textem, zaslouzil se o LP Kolej Yesterday
(1984) stejné jako se Masaryk zaslouzil o stat. Houslista Jan Hruby
sice Milanu Tesafovi v kniznim rozhovoru housleteckahruby tekl,
ze Lad’a byl tak trochu feditel zemékoule a Ze musel zasdhnout, kdyz
Kantor chtél ptivést taky Petfinu, ale podle m¢ se ma o mrtvych
mluvit jen dobfe.
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Ladislav Kantor nedélal kiovi popovym hvézdam, ale stal s nimi rovnocenné v jedné linii.
Na fotografii Ivana Prokopa z Bratislavské lyry v ¢ervau 1989 zleva Joan Baez, Michal
Prokop, Vladimir Merta a zcela vpravo Kantor osobné

wPrijmenim smii, té paméti, krik détskych her, kdy kazdy rdno
md krestni jméno a ty se ptds, co nehu vyvolavd* je dal§i z mych
oblibenych Kantorovych versi. Jeho Zena Helena Arnetova
ve filmovém dokumentu Vojtécha Lébuse nazvaném Poetika
hudebni tvorby skupiny C & K Vocal (2024) vzpomina, jak nékdy
manzelovy texty nechapala a chtéla, aby ji je vysvétlil. Ja si tehdy
ani neuvédomil, ze tomu nerozumim. Mozna proto, ze v poloviné
80. let se doba zacala zrychlovat. Kantor, ktery mél vzdycky ostré
tempo, jesté pfidal a dal pokra¢oval v komponovanych potadech
C & K Vocalu i v potadech vlastnich (Dialogy Ladislava Kantora
v Malostranské besed¢), dal spolupracoval na realizaci desek (dalsi
dily Prokopovy trilogie Nic ve zlym 1987 a Snad nam nase déti
1989), nebo na né aspon prispival texty (zminény Prokop, ale taky
Pospisilovo ... a nestrilejte na milence 1986 a Jsem v tom 1988,
které neprodukoval a podle toho to dopadlo), nebo taky hudebné
reziroval (koncertni alba fotografa Vladimira Merty / a 2, obé
1989), od roku 1987, kdy pravda aspon ¢asteéné zvitézila, sedél
v redakéni radé Casopisu Melodie a jen tak mimochodem piipravil
s C & K Vocalem teti desku (Cesta svetla, 1989).
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Vlastné vytvoril hudebni staj jako protiklad tém, co mé¢li Hannig,
Jane&ek nebo Staidl. A stejné jako oni méli favoritky, ze kterych
se snazili udélat hvézdy, mél ji i on. Ta tentokrat dobfe rozuméla
ver$i svého manzela ,,vSechny ty my lichy roky dat za jedno svy elpi
ve vWlohach®. Piestoze uz v roce 1984 vyhrala Vokalizu, jedinou
péveckou soutéz v CSSR, ktera davala smysl, LP ve vylohach se
dockala az o Ctyfi roky pozdéji. Jmenovalo se Vsechno nebo nic,
uvedeny vers pochazel z Kantorova textu k pisni Zamek, a protoze
nadesce bylo opravdu v§echno nejlepsi véetné zhudebnéné basnicky
Jana Rejzka O smutné Karelgote, nasledovala druhé deska Arnetové
V nijakém mésté. Na trh se dostala az v roce 1990 a myslim, ze jsem
nebyl jediny, kdo si ji uz nekoupil, protoze se délo tolik véci, ze na
muziku nezbyl ¢as.

Kantor k tomu v cilové rovince dopomohl spolurezii
melantri§skych balkont i letenské tribuny, ale to znaji vSichni. Ja si
nejvetsi koncerty C & K Vocalu, kterému poprvé nevadilo, ze déla
ktovi, uzil i proto, ze kdyz jen o tfi tydny dfiv v Lucerné holdoval
pii tficetinach Semaforu onomu Jifimu Suchému, zminénému
v uvodu, viitbec mé nenapadlo, Ze to takhle dopadne. Mozna i proto,
ze kdyz Karel Gott volal z podia tehdy popularni ,,Tady je dneska
tolik slusnejch 1idi* a uptené hledél do prvni fady, nevidé¢l jsem ze
svého mista, ze se diva na Vaclava Havla.

A na co jsem se tehdy v klubu Meloun chtél Kantora zeptat?
Nejspis na to, pro¢ na zadném z kompaktnich diskt dokumentujicich
historii C & K Vocalu neni pisen Bezmoc za Johnem Lennonem,
ktera v osmdesatych letech vySla na malé desce. Ale ono je to jedno.
Bude piseil...

Jsme napul déti
a napul dospéli,
sméjem se jenom, kdyz v tom nelitame sami.

Jsme napil blazni

a napul dospéli,
honime vzdusné zamky kdesi pod hvézdami.
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Jsme potad déti,
¢as se ndm promeéni,
na spousty minut, co zaberou nam flamy.

Kdo je nam blizky,
ten mozna oceni,
ze se chcem vyhnout cestam, ktery jsou vSem znamy.

Jsme napil blazni
z toho, jak zpoceni
honime vzdusné zamky kdesi pod hvézdami

Jsme mozZna blazni,
zijeme v domnéni,
7e kdo nam dava Sanci, mrha hodinami.

To co je blizko,
to se tak neceni,
litame na houpackach snti a cpem se vidinami.

Jsme napil blazni
a napul ztraceni,
litime od zdi ke zdi, jak se nam co zjevi.

Jsme napil blazni,
zijeme v domnéni,
7e kdo nam dava Sanci, mrha hodinami.

Jsme napul déti,
kdyz hloupé zmateni
litame od zdi ke zdi, jak se nam co zjevi.

Jsme napil blazni,
nevhodné zrozeni,
kdyz svy sny zZivime uz jenom vymluvami.

Jsme napil déti,
i kdyz dobfe Ziveni,
na cosi ¢ekdme a co chcem, nikdo nevi.

Jsme napil déti
a napul dospéli...
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Medailony autori:

Lee Bidgood, PhD., je docentem na katedfe apalacskych 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 celovecerni dokumentarni film Banjo Romantika (2015)
a kniha Czech Bluegrass: Notes From the Heart of Europe (2017).
Kontakt: BIDGOOD@mail.etsu.edu

Petr Doriizka je specialista na world music publikujici v ¢eském 1 mezi-
narodnim tisku. Pro stanici Vltava piipravoval od roku 1988 porad Hudba
na pomezi, ktery nyni pokracuje v ramci série Sedmé nebe. Od 1992 je
¢lenem rozhlasového panelu World Music Charts Europe, jako zahrani¢ni
reportér prispival pro kanadsky rozhlas CBC. V letech 2002-2012
prednasel na Fakult¢ humanitnich studii UK v Praze, 2007 byl jmenovan
jednim ze 7 Samurajt veletrhu WOMEX.

Kontakt: pdoruzka@gmail.com

Prof. PaedDr. Bernard Garaj, CSc., se své profesni specializaci etno-
muzikologa za¢al vénovat v Ustavu hudebni védy Slovenské akademie véd
v Bratislave, kde ptuisobil v letech 1986-2005. Od roku 1993 je pracovnikem
Oddé¢leni etnologie Filozofické fakulty Univerzity Konstantina Filozofa
v Nitie. Zabyva se tradi¢ni instrumentalni hudbou Slovenska v kontextu
sttedni Evropy, jejimi proménami po roce 1989 a prvky z prostfedi
tradicniho hudby zapsanymi v Reprezentativnim seznamu nehmotného
kulturniho dédictvi Slovenska.

Kontakt: bgaraj@ukf.sk

Prof. Mgr. Juraj Hamar, CSc., vystudoval estetiku a literarni védu na
Filozofické fakulté Univerzity Komenského v Bratislavé, kde od roku
1991 prednasi na Katedie estetiky, mj. interpretaci uméleckého textu
a estetiku folkloru. Zabyva se i kontexty nehmotného kulturniho dédictvi
v soucasnosti. Od roku 2010 je generadlnim feditelem Slovenského
Pudového umeleckého kolektivu v Bratislavé.

Kontakt: juraj.hamar@uniba.sk
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Mgr. Matéj Kratochvil, Ph.D., plisobi v Oddéleni etnomuzikologie
a etnochoreologie Etnologického ustavu AV CR, v. v. i., kde se vénuje
historickym zédznamtm lidové hudby, souasnym podobam a proménam
hudebnich tradic ¢i hudbé Cechii v USA. Je aktivni také jako hudebni
publicista (HIS Voice, Czech Music Quarterly, Cesky rozhlas, Harmonie).
Prednasi na Univerzité Karlové a New York University Prague.

Kontakt: kratochvil@etno.eu.cas.cz

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

Kontakt: Livingstone@seznam.cz

Radvan Markus, Ph.D., pisobi v Ustavu anglofonnich literatur a kultur
Filozofické fakulty Univerzity Karlovy a na Katedfe anglistiky a ameri-
kanistiky Filozofické fakulty Univerzity Palackého. Ve své vyzkumné praci
se zaméfuje zejména na moderni irskojazy¢nou prozu a drama, preklada
z irStiny do CeStiny. Hraje na pii¢nou flétnu, v roce 2017 zalozil kapelu
Conamara Chaos, vénujici se moderni interpretaci irské hudby.

Kontakt: markus.radvan@gmail.com

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 Casopisech Reflex, Respekt
a v dennim tisku. Pfipravuje a sam uvadi potrady 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 popularni hudby.
V letech 1999-2018 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. 1. Pfedndsi o popularni hudbé a world music na Filozofické fakulté
Masarykovy univerzity v Brné¢ a na Hudebni fakult¢ AMU v Praze a fidi
projekt Popmuseum.

Kontakt: opekar@udu.cas.cz
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PhDr. Jarmila Prochazkova, Ph.D., se zabyva hudebnim Zivotem v ¢eskych
zemich v 19. a ve 20. stoleti a hudebni publicistikou. Je specialistkou na
zivot a dilo Leose Janacka, vyznamnou soucasti jeji ¢innosti byly kritické
edice Janackovych dél.

Kontakt: jarpro@seznam.cz

PhDr. Matthew Sweney, Ph.D., ptednasi v Americkém centru Univerzity
Palackého v Olomouci, je editorem a piekladatelem. Publikuje odborné
¢lanky o americké a anglo-irské literatufe ¢i filmovych studiich, preklada
¢eskou poezii do angliétiny.

Kontakt: matthew.sweney@gmail.com

Mgr. et Mgr. Milan Tesaf je vedoucim hudebni redakce Radia Proglas.
Jako hudebni publicista spolupracuje s dalsimi médii (Casopisy Harmonie,
UNI, Katolicky tydenik, Brno — mésto hudby, CRo Jazz). Vénuje se
pfedevsim tzv. mensinovym hudebnim zanrm: folku, jazzu, blues, world
music a alternativni hudbé.

Kontakt: tesar@proglas.cz
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Notes on the 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 the 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.

Contact: pdoruzka@gmail.com

Prof. PaedDr. Bernard Garaj, CSc. began his professional specialization as
an ethnomusicologist at the Institute of Musicology of the Slovak Academy
of Sciences in Bratislava, where he worked from 1986 to 2005. Since 1993
he has been a member of the Department of Ethnology at the Faculty of Arts
of Constantine the Philosopher University in Nitra. His research focuses on
traditional instrumental music of Slovakia in the context of Central Europe,
its transformations after 1989, and elements from the traditional music
environment included in the Representative List of Intangible Cultural
Heritage of Slovakia.

Contact: bgaraj@ukf.sk

Prof. Mgr. Juraj Hamar, PhD., graduated in aesthetics and literary science
at the Faculty of Arts of Comenius University in Bratislava, where since 1991
he has been lecturing at the Department of Aesthetics, among others on the
interpretation of artistic text and the aesthetics of folklore. He also deals with
the contexts of intangible cultural heritage in the present. Since 2010 he has
been the director general of the Slovak State Traditional Dance Company
(SLUK).

Contact: juraj.hamar@uniba.sk
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Matéj Kratochvil, Ph.D., works at the Department of Ethnomusicology
and Ethnochoreology of the Institute of Ethnology of the Czech Academy of
Sciences, where he focuses on historical records of folk music, contemporary
forms and changes of musical traditions, and music of Czechs in the USA.
He is also active as a music journalist (HIS Voice, Czech Music Quarterly,
Czech Radio, Harmonie). He lectures at Charles University and New York
University Prague.

Contact: kratochvil@eu.cas.cz

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

Radvan Markus, Ph.D., teaches at Charles University in Prague and
Palacky University in Olomouc. In his research, he focuses mainly on
modern Irish-language prose and drama. He is also a translator from Irish
to Czech. A flautist, in 2017 he founded the group Conamara Chaos, which
plays Irish music in modern arrangements.

Contact: markus.radvan@gmail.com

JiFi Moravdik 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 programmes on music and comments on them for Czech Radio
Vltava and Czech Radio Hradec Kralové.

Contact: jiri.moravcik@world-music.cz

PhDr. Ales 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

PhDr. Jarmila Prochazkova, Ph.D., deals with musical life in the Czech
lands in the 19th and 20th centuries and music journalism. She is an expert on
the life and work of Leos Janacek; critical editions of Janacek’s works have
been an important part of her work.

Contact: jarpro@seznam.cz
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PhDr. Matthew Sweney, Ph.D., is a university lecturer (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. et Mgr. Milan Tesafr is editor-in-chief of the Music Department of Radio
Proglas. In his music writing activities, he cooperates with other Czech media
(Harmonie, UNI, Katolicky tydenik, the Brno: City of Music website,
Czech Radio Jazz). He deals mainly with non-mainstream genres such as
contemporary folk music, blues, world music, and alternative music.
Contact: tesar@proglas.cz
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Jarmila Prochazkova prezentuje trebicskou zpévacku Marcelu T. /
Jarmila Prochazkova presenting singer Marcela T. from Trebic

RYVOLOGIE

Ales Opekar pri prezentaci prispévku o bratrech Ryvolovych /
Ales Opekar presenting his paper on the Ryvola Brothers

190



Juraj Hamar pri prezentaci referatu o proméndch tradicni terchovské muziky / Juraj Hamar
presenting the paper on transformations of traditional music from Terchova

David Livingstone pri prezentaci svého referatu o Peggy a Mikeu Seegerovych /
David Livingstone presenting his paper on Peggy and Mike Seeger
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Petr Doriizka hovori o reedicich archivnich nahravek hudby / Petr Doriizka speaking on
archival music reissues

METHOD OF SINGING

1+ song with &

Alled the shantyman,

eir work in time with
usually a

Matthew Sweney pri prezentaci prispévku o namornickych pisnich /
Matthew Sweney presenting his paper on sea shanties
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Ucastici kolokvia / Participants of the colloquy. Namést nad Oslavou 2024
Vsechna foto / All photos by Kamila Berndorffova 2024
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Z mezinarodniho kolokvia konaného od roku 2003
v Namésti nad Oslavou dosud vysly tyto sborniky:
1. Od folkloru k world music / From Folklore to World Music (2003)

2. Od vychodu na zapad a od zapadu 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 Vysociné / My Heart's in the Highlands (2007)

S. Hledani korenii: Neprerusena cesta / Searching for Roots:
A Journey Uninterrupted (2008)

6. Smich a plac / Laugh 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 nds, my ve svéte (2014)
12. Od folkloru k world music: Na scéné a mimo scénu (2015)
13. Od folkloru k world music: Na pocatku bylo... (2016)

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)
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17. Od folkloru k world music: Hudba a prostor (2020)
18. Od folkloru k world music: Hudba a kapital (2021)
19. Od folkloru k world music: Hudba a slovo (2022)
20. Od folkloru k world music: Nové cesty ke staré hudbe (2023)
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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